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INTRODUCTION

The purpose of this dissertation is to study the treatment
and the development of the motif of metamorphosis in the works of
three major Scottish writers of the nineteenth century. The
selected works represent important milestones in the development
of the concept from the folk diabolic tradition to the Romantic
subject.ive treatment (internalization) of supernatural phenomena.

Metamorphosis, conceived as a fall into a lover order of
life, usually madness, becomes a symbolic counterpoint to the
transcendental conceptions of sgpiritual transformation and the
idea of mankind’' s progress in the nineteenth century.
Metamorphosis reflects both fear and fascination arising from’
this radical transgression of natural order and from the loss of
one’'s own identity or one’s own physical shape because the sense
of identity and habitual shape can be regarded as a restriction
and confinement, as well as a source of one’s acceptance in human
community.

In James Hogg and R._L.Stevenson metamorphosis operates
within this definition: it is presented as an image of the fall
and has a significant. ethical function, from the mean=s of a rise
it becomes the means of a fall.

In George MacDonald’'s work, however, metamorphosis goes
along with spiritual transformation, and expresses a vision of
gpiritual progress and transcendence. Since MacDonald's fantasy
can be taken as a symbolic space of mind, metamorphosis becomes
a metaphor of mental processes.

In all the selected text= metamorphosi=s plays the central
structural role. As a major dramatic event, it generates

conflicte and unifies the texts thenmatically.



Historical Background

By ’'metamorphosis’ I understand a change in substance and
form. The word is derived from the Greek root "morphosig®
(shaping) and the prefix "meta" ( across, over) . There ig,

howvever, a synonym of Latin origin of the =same semantic origin:
"trangsformation®, derived in the same way. Both words, though
often interchangable, have acquired some specific connotations:
metamorphosis is used in bionlogy as a term for the change of
a larva into the adult form, for example a butterfly, and
therefore has begun to signify primarily the change in physical
shape; while transformation is used for abstract processes
(e.g.tranzformation of the consciousness, or of economy). I am

going to respect this usage in my work.

Met.amorphosis is an ancient concept linked with the
animistic mode of thinking, in which nature was believed to be
animated with spirits and demons, vhich wvere regarded as the
cause of natural phenomena.! Such a concept implies that the forn
is something less substantial than the content; the form may be

changed while the substance remains unchanged.

The change of shape in primitive societies with animistic
beliefs could be simply another form of a continuation of the
life of the human =soul. In the animistic mode of thinking the
major metamorphosis wvass death, generally understood as
transfiguration of the soul, obtaining a different body.2 Death
as a gpiritual transformation is also at the very core of most
religions.

Another source of metamorphosis, I believe, has its roots in



t.he concept. of magic: people in ancient time= believed that they
could acquire the needed qualities by imitating and imnpersonating
those who possessed them. This belief is demonstrated in hunt.ing
rituals and carnival rituals, in wvhich people took off their
social roles and adopted newv ones, claser to instinctive nature.
At the heart of these rituals was metamorphosis. Even when people
ceased to believe in the magic aspect of the ritual, they could
still take its communal psycho-hygienic aspect as a release fraom
social pressure and enjoy the exciting new freedom through their
gaymbolic metamorphosis.3

Metamorphosis in the arts thus could be traced back to the

ancient. genre menippea, which is characterized by Bakhtin as
"dialogic, full of parodies and travesties, multi-styled, and
does not. fear elements of bilingualism.. . The liberty to crudely

degrade, to turn inside out the lofty aspects of the world and
wvorld views, might somet imes seem shocking." 4
Met.amorphosis from the very beginning has had two faces: the

face of fear and the face of laughter. Both these faces can be

found in Hogg's work, because it grows from the folk mythic
tradition, but. this duality is missing in Stevenson's major
works, and in MacbhDonald’'s gpiritual fantasies the mocking

laughter is transformned into an understanding smile.

The original ambiguity of metamorphosis is reflected in the
vell-known collection of Ancient Greek and Roman mnyths, The
Met amorphoses by Ovid, and in The Golden Ass by Apuleius.

Met.amorphosis in ancient myths denies definition. It may be
the means of punishment. or rewvard, often out of proportion to the
nature of the transgression or nmerit. For example, the virgin
nymph Medusa, raped by the sea god Poseidon, was metamorphosed by
angry Artemis into a deadly and hideous monster, wvhich petrified

anybody who looked into her eyes.



The whole concept of metamorphosis is as slippery and as
difficult to grasp as the god of metamorphoses - the sea god
Proteus. Greek gods could freely change shapes and metamorphose
into all kinds of animals or even elements of nature to pursue
their interests among the mortals. The morality was not the
strongest aspect. of the fluid wvorld of ancient wmyths. The gods
wvere irresponsible, unstable in their affeclions, and so were the

great herces.

A= humankind with increasing emphasis claimed to be the
highest form of 1life on Earth, the idea of shape-changing began
to be associated with a regression, a fall into the lowver, animal
forms of 1life. Metamorphosis bhecame naturally an appalling, but
also a morbidly appealing prospect. The animistic chaos of the

pPluralistic pantheon did not conform to the ideas of monotheistic

Christianity. The medieval model of society was sgtatic, with
clearly defined rules and stratification, a result of the
attempts to establish an order in the dark and confused age
following the fall of the Roman Empire. Metamorphosis vas

connected with the dark pagan times and attributed to the devil
and witchcraft.

Chrigstianity produced two fundament.al myths of tLhe
metamorphical fall: the fall of Lucifer and the fall of Adam and
Eve, resulting in their loss of primeval innocence. The fall of
Lucifer includes an archetypal metamorphosis, both in shape and
substance, from the most beautiful angel into the horrible dark
Prince of Darkness. Lucifer, or the devil, becomes a master of
metamorphoses, and so do his servants, evil witches and wvizards.

The Renaissance transplants the religious issue of

a spiritual transformation into empiric reality. It brings about



a whole revolution in the approach to the outside world. With the
dawn of empiricism comes the age of experiments. The Renaissance
man wants to understand, explore, investigate, manipulate the

forces of nature.

*That the poet has the power to reform nature, delivering
a golden for a brazen .world, had been a commonplace of
Renaissance criticism."S

The quest for transformation finds its expression in alchemy

and its search for the secret of transmutation of metals and the

search for the Philosopher’'s Stone, vhich was believed to have
a trangsformat.ive effect on the consciousness. As a result, a new
myth of the Fall is created, wvhich becomes central to the

Romantic literature: the myth of Faust. Goethe's Faust became one
of the most important works of Romantic literature. Houg’'=s Master
Michael in The Three Perils of Man is a Faustian character in the
very mythic sense. Dr.Jdekyll finds the Devil ingside his own self,
and the story of his fall is a modern version of the Faustian
nmnyth, in which science, substituting magic, brings about
Jekyll's fall. Stevenson’'s story followse tLhe pattern wvhich
appeared first in Mary Shelley’'s Frankenstein (1818).

The old Faust.ian legend depicts the rise and fall of an
adept. of mystic lore, who was unable Lo control the unleashed
povers. The Faustian myth seems to make two major points because
it addresses two kinds of audience; the general audience and the
hermeneut.ic one. The general audience is warned in
a straight.forwvard wvay that any pact with the Devil will cost them
their soul and that. the path of magic is the path to hell. What
Faust. specifically desired from the devil, may vary in different
versions, and it matters less than the fact that Faust took the
pPath which was forbidden by the Church.

For the adepits of mystic lore, the Faustian nyth conveys



a warning against the danger the adepts have Lo face when they
open the 1lid of their consciousness and release the contentis of
the unconscious and do not master the dark aspects of the self.
Carl Jung says that in the twilight =zone of the uncon=scious one
meets the shadow and the anima, who are usually personified on
the narrative level as the Devil and the soul, or an evil monster

and the princess.®6

During the period of Classicism the supernatural was pushed
away into the periphery of literature, as the mimetic modes of
the newly established novel prevailed in the 18th century. RBRut
already in 1764 Horace Walpole challenged the current literary
product.ion by his novel The Castle of Otranto, thus originating
the tradition of the Gothic novel, which stirred the imagination
of Romantic authors of later periods.

Both the Gothic novel and Romantic movement are the product.

of the eighteenth century sent.imentalism and its cult of
sengibility. In contrast to reason and empiric science, the
Gothic writers as well as the romantic writers emphasize

sensation and intuition. But whereas Richardson chaose to exploit
the more socially acceptabhle patterns of behaviour, the
sensational studies of dark passions and villainy in the Gothic
novel opened the door to unconscious fears and desires.

Hart and Punter suggest that the origins of the Gothic novel
should be traced back to Smollett’s picaresque novels?; Punt.er
asserts that “"the first important. eighteenth-century work to
propose terror as a subject for novelistic writing was
Smollett’'s Ferdinand Count Fathom (1753)" .28 It is obvious that
Hogg, with his penchant for the grotesque and the ridiculous,
owes more _Lo Smollett than to the English Gothic novel. Hart's

assertion that Smollett’s concept. of horror reveals "a revival of



saturnalian fantasy"® can be easily applied to Hogg as= well, as
his Three Perils of Man and "The Hunt of Eildon™ prove.

Both Smollett and Hogg constitute one typical aspect of
Scottish literary tradition, and that is the mixture of rough,
savage situational humour, and a metaphysical concern, in their
case presented from the ‘low’ perspective of an everyman,
a social outsider. In Hogg, this ironic perspective has to be
usually carefully sought.,, because he hides his true nature behind
hig characters, narrators, and, as Douglas Gifford points out,
behind different personas Hogg had assumed during his literary
career . 10

The sense of the grotesque and frequent use of irony can be
found also in English eighteenth-century novel, especially in
Sterne and in Fielding, but what they, as well ag the English
Gothic novel, lack, is the metaphy=sical, almost “theological"®

dimension, as Hart has called it;

"In Hogg, t.he terror of the diabolic iz at once more
primitive and more explicitly theological - a mixture we
will come to recognize as definitively Scottigh."i1

The fact that. there iz hardly any metamorphosis in the
English Gothic novel ig another proof of its difference from
Scottish or Irish Gothic novels, which are in c¢loser touch with
folk superstitions and the mybthic mode of thought.. In English
Gothic novels one can find only ghosts or villains in disguise.
It. was Mathew Lewis, an Irish priest, wvho first brought on stage
a tale of sensat.ional diabolism, The Monk (1796), in which
a demon takes shape of the seductive Matilda in order to bring

about. a fall of a proud monk.

The Gothic novel became part of the broad spectrum of the



Romantic movement sao that it could be considered an aspect of
Romanticism. It is not the purpose of this dissertation to
attempt a controversial differentiation between the Gothic novel
and the Romantic novel. It is generally accepted, however, that
the works by Walpole, Beckford, Reeve, Radcliffe, and Lewis,
belong to the Gothic genre, while more ambitious and symbolically
more potent works of Godwin, Mary Shelley, Scoit and Hogg, pose
some problems as to their place in the general contexi, because
they 1lack the essential temporal and spatial distance of tLhe
medieval atmosphere and exolic setting. They come closer to tLhe
definition of the fantastic than the Gothic, even though these

works display the influence of Gothic novels.

Romant.ic Transformation and Metamorphosis

Romantic literature displays two major thematic tendencies,
vhich are closely linked with the concept of trangsfarmation and
nmetamorphosis. Spiritual transformation is the major concern of
the trascendent.al streamn, represented mainly by great Romantic
poets (Coleridge, Wordsworth, Shelley), which comes out of the
concept of Imagination as a creative and synthetic power.12
Metamorphosis becomes the thematic concern of the other stream of
romantic fiction, preoccupied with the theme of the fall into the
darkness of mind; in psychological terminology, with exploration

of the unconscious.

The Romantic authors form a very broad creative spectrum. In
general, they are dedicated to the exploration and redefinition
of man’'s relation to Nature, because they feel that man had
become separated from it in the course of the progress of our

civilization. By Nature it iz understood not. only the natural



enviroment. but also the human nature.

"The romantic poetlt seeks a way to reactivate the world by
discovering in himgself the creative perceptiveness wvhich
will alllow him to draw aside the veils which men have laid
across their senses. He seeks a perception where the false
sgparation of Nature (fixed, external objects) and nature
(the living being of the perceiving man) can be reconciled:
a new synthesizing vision."13

On one hand, under the influence aof mysticg 1ike Swedenborg,
Boehme, and the philosophical ideas of Plato and Plotinus, the
Romantic writers explore the organic concept of art, in the
attenpt. to heal the modern ssplit between Nature and Mind and
achieve their unity. 14

In their search for the lost unity of man with nature,
Romantic writers also turn their attention to the primitive and
ingstinctive aspects of human nature, as found in folklore or
popular tales and myths.

On the other hand, eighteenth-century rationalism provided
techniques of analy=si= and interpretations of phenomena that were
considered to be supernatural. John Herdmann stressed
G.H.Schubert’'s influential theory of animal magnetism, which

referg to the dark aspects of human mind as the shadow double.

"In the magnetic trance, the forerunner of hypnosi=s, there
was often startingly revealed a =second personality arising
from the dark side of the mind, it ‘'shadow-side’ or
'night.-gide’ .15

Romantic writers showed a keen interest in science,
egpecially when exploration of the mind often merely tried to
translate a mystical experience, coded in a highly idiosyncratic
gsymbolic language, into the rational language of science.

Encouraged by experimental studies of mesmerism and animal



magnetism, they were busy exploring the mysterious space of human
mind with its extreme affects, destructive passions, desires and
fears, constituting the dark aspect=s of mind. The fear of the
unknown was mixed with human curiosity and excitement. Mesmeristis
and magnetists provided a semiscientific proof of the objective
exigstence of the second self, wvhile empiric science considered
all supernatural phenomena as a product of a hysteric mind.

Ann Radcliffe was the first English Gothic writer who
introduced the supernatural as an uncanny product of fancy by
of fering a realistic explanation. To achieve the uncanny effect.,
she had to combine the impact of dramatic stage effects with Lhe
high sensibility of her central characters. She set up an example
for the later Romantic writers.

The metaphysical and psychological duality became a powerful
structural source of dynamism of the raomantic wvorks, which wvere
built. upon the drama of contradictions: reality and ideal, love
and hate, beauty and ugliness. The stronger was the light.,, the
darker was the shadow. And thus the desire for a spiritual
transformation was contrasted with the fearful fascination with
the reverse - the fall into the pits of dark materiality, into
moral chaos and animal instincts, vhich findg its figurative

expregsion in the image of a disturbing metamorphosis.

Before I begin the discussion of the respeclLive works, let
me clarify the major terms I am going to use.

Metamorphosis plays an essential structural role in the
wvorks under discussion. In the discussion of the structure of the
literary work, I rely on Todorov’'s stratification of the aspectis
of the 1literary work: verbal, syntactical, and semantic. He

characterizes these aspects in the following way:

10



"The wverbal aspect resides in the concrete sentences which
const.itute tLhe text. We may note here tLwo groups of
Problems. The first is linked to the properties of the
ut.t.erance itself. The second group is 1linked to its
rPerformance, to the person who emits the text and to the
rerson who receives it: in each case, wvhat. is involved is an
image implicit in the text, not a real author or reader.
(These problems have hitherto been studied in terms of
"point. of view.")

By the syntactic aspect, we account. for relations
which the parits of the work sustain among themselves (the
old expression for this was “"composition").._ "16

The semantic aspect covers the themes of a literary text.

I have substituted the word "verbal®" with "pragmatic"
because it seems to sound less misleading; literature generally
tries to appeal to our reason as well to our emotions, generating
fusions of pleasure, confusion, fear, desire, and even hate,
especially in the case of fantastic and fantasy narratives.

I have also added another literary aspect which is often
omitted in modern criticism: the ethical aspect., involving
a congideration of the moral codes, either intentional or
uninﬂentional.

These aspectits, or levels, are usually difficult to separate
from one another; the discussion of syntactical aspects usually

involves the semantic level.

There are basically two possible approaches to the concept
of nmetamorphogis: ontological and linguistic. From the
ontological point of view, we can consider whether a particular
metamorphosis is a supernatural phenomenon or a a natural,
prsychological fact.. From the linguistic point of view, every
met.aphor is a metamorphosis, because it presumes

a transformational process, in which one thing igs taken for

11



another on the basis of a semantic 1link.

In order to capture the epistemological dist.inction, Todorowv
coined a structural distinction which I will use in my work; °’'the
marvellous’ and ’'the uncanny’ .17 The uncanny events leave the
laws of reality intact and evoke fear while the marvellous
creates its own laws. Fantastic literature is largely linked with
the uncanny, but it. can also include marvel lous events, while in
fantasy it is just the other way round.

I will not, hovever, accept. Todorov's notion of tLhe
fantastic as a principle of uncertainty between tLhe two
aspectsl® hecause it. undermines the well-established generic
categories of fantasy and fantastic literature. I will use the
term * fantastic’ narrative as a generic category, in contrast
with ® fantasy’ narrative, which I associate with the structural
principle of the marvellous. The traditional distinct.ion between
fantasy and fantastic 1literature seenmns to me to be more
operational, even though it can sometimes turn problematic.
Fowler's dictionary of literary terms offers a convenient

definition of fantasy narratives:

"Works of fantasy, such as Tolkien's fiction and
C.S.Lewvigs’'s Narnia series, create their own coherently
organized wvorlds and myths. . The reader is invited Lo feel
not. bewilderment at but respect for the order of the

' supernatural’ world, even awe and wonder."19

The author of fantasy is, Tolkien believes, a ’‘'sub-creator’.

"He makes a Secondary World which your mind can enter.
Ingside it, wvhat. he relates is 'true’:! it accords with the
laws of that world. You therefore believe it, while you are,
ag it were, ingide."20

12



I would define the basic difference between fantasy and
fantastic literature in spatial terms a=s the difference between
' There’ and ‘' Here’; and in temporal terms between " Then" and
"Now" . Fantasy takes place in other worlds, while fantastic
literature takes place in phy=sical reality as we know it, and
which is transformed into a reality as we do not know iit, into

a nightmare.

Fantasy Narratives

The most typical narrative pattern in fantasy is the quest,
because fantasy originates in romance, namely medieval heroic
romance, in magic fairy-tales and old myths. If fantasy is closer
to fairy-tales than nyths, as in Tolkien's Lord of the Rings,
then the goal of the quest is a re-establishment of harmony,
a return to the original condition before the fall. The main
characters may growv wiser, but rather in the empirical than in
a mystical sense of the word. If the =story is closer to a myth,
then the quest takes the form of a symbolic quest for one’'s
perfection rather than any other concrete goal; the aim is
a transformation of one’s consciousness. The works of Victorian
organic fantasy would belong to this category (MacDonald,
Kingsley, and later on Lind=say).

The organic wvorld of fantasy usually represents the mythic
mind: read allegorically or symbolically, the molifs and images
can be viewed as contents of mind, constituting the thenmatic
structure. No matter how the creation looks foreign to us and
strange, its primary effect is to achieve familiarization. Ewven
in the very strange world of MacDonald’s Lilith the reader
finally begins to feel at hone.

As usual, there may be some exceptions, which lack the

organic aspect and take the reader into some bewildering, strange

13



’ other’ reality:; ags for example the disturbing fantasies of
Bulwer Lytton, or the fantasy of nonsense of Lewis Carrol.

Fantasy as a genre constitutes itself in the second half of
the nineteenth century. William Morris, George MacDonald and
Charles Kingsley started a new tradition, which was continued by
Oscar Wilde's fairy-tales, David Lindsay, J.R.R. Tolkien,
C.S.Lewis, and numerous followers in America in the second half
of the twentieth century. MacDonald appears to be the most
original and most accomplished writer of them all.

The authors of Gothic novels, including James Hogg' s The
Three Perils of Man and some of Scott’'s novels, can be seen as
forerunners of fantasy: they draw ingpiration from romance and
are not concerned with authentic verisimilitude in the mimetic
sense . Their picture of Middle Ageg iz a fabulous creation,
trying to capture the haunting atmosphere of an exotic past or of
exotic foreign places.

Metamorphasi=s in fantasy, as Jackson suggested, has
a "teleological function". It s=serves either as a vehicle of
meaning within the narrative, as concept., or metaphor, or symbol
of redemption."21 But apart from this function, metamorphosis
enters a number of functions in the ploi, which generate or solve

the conflicts, as the analysis of the texis should reveal.

Fantastic Narratives

Y¥hereas in fantasy we are translated to another world, in
vhich the quest for transformation of an individual or the whole
imaginary world tLakes place, in fantastic narratives it is
netamorphosis in its physical form that plays the key role and
becomes the key structural principle.

Jackson, beginning with the linguistic aspect of

netamorphosi=s, suggests:

14



"the movement of fantastic narrative is one of metonymical
rather than of metaphorical process: one object does not
stand for another, but literally becomes that other, slides
into it, metamorphosing from one shape to another in
a permanent flux and instability."22

Since the act of metamorphosis igs a serious transgression of
laws of probability, it produces the element of uncertainty by
opening a space of dangerous freedom, in wvhich nothing can be
taken for granted. The fantastic metamorphosis is set in a wvorld
wvhich is presented as our everyday reality. This reality as wve
know it is metamorphosed into a reality as we do not know it: it
beconmes ‘'defamiliarized’, strange, incomprehensible. The cause of
defaniliarization (the term coined by the Russian formalist
Victor Shklovsky)23 can be objective (the marvellous) or

subjective (the uncanny).

As the uncanny requires a more subtle psychological
characterization, which also dominates the nineteenth century
fiction, the subjective presentation starts to prevail. As

Jackson pointed out this process can be traced back as far as the
Gothic novel; “"the history of the survival of Gothic horror is
one of progressive internalization and recognition of fears as

generated by the self. "24

The fantastic is usually defined as a mode opposite to the
real and realistic. For example Jackson claims that fantastic
narratives deal with the themes wvhich are not dealt with in
realistic literature, such as the taboo desires and gnoseological

problems of representation and perception of reality.

"The fantastic gives utterance to precisely those elements
which are known only through their absence within a dominant

15



‘realistic’ order. Fantastic tales proliferate during the
nineteenth century as an opposite version of realistic
narrative.. . "25%

This is, however, not entirely true because even the very
realistic fiction at its best (Balzac, Flauberi, Hardy., Turgenev,
Tolstoy) finds subtle way=s how to treat human desires and the
eternal conflict of truth and appearance, illusion and reality.
It is a matter of emphasis rather than of complete otherness.
Nevertheless it is true that fantastic narratives display
“a preoccupation with problems of vision and visibility"2% yith
unusual intensity because this igs the major =source of the
epistemological uncertainty. The supernatural can be understood
as a psychic phenomenon, a hallucination or a dream. In order to
achieve this purpose, fantastic narratives have to put a gpecial
emphasis on adequate use of structural and rhetoric devices, such
as point of view and the tone (wvhich does not mean that the

realistic fict.ion avoids them).

Fantastic metamorphosis is not only the means of structural
dislocation and defamiliarization, but. it al=o becomes 1inked
with one of the most important mental processes: the suppression
of undesirable contents of mind. Irving Massey has summed up the

Freudian concept.:

"objects which have not been brought into the life of the

mind, are the ones that create anxiety... the transformation
into an ohject...is a kind of protective imitation" .27
In other words, a suppressed thing can find a release either in

its identification with another object (a metamorphosis) or in
the creation of an imaginary object. Thus, for example, the Devil

igs either a projection of =some suppressed desire or fear, or

16



a real person ig mistaken for the Devil and the suppresseq
contents are projected on him.

This theory has further implications. Jack=on not.iced the
trend toward ‘non-signification’ in fantastic literature, which
she identified with Freud's concept of the entropy as a basia

human desire.

"Unlike marvellous secondary wvorlds, which construct
alternative realities, the shady worlds of the fantastic
construct nothing. They are empty, emptying, dissolving.“28

The dissolution affects primarily the character which serveg
as the evil focus of the narrative. If we understanqg
netamorphosis as a mechanism of sublimation of the suppresseq
contents of mind, we not.ice the undeniable movement fron
a concrete personification to a vague and abstract presentation.
While Hogg's Devil has a definite monstrous shape, Stevenson’ s
Hyde is definite enough to 1look like a man, but the amount of
indefiniteness has increased to such an extent that the
characters in the story are unable to visualise Hyde's featureg,
and always describe him as an amorphous being. In MacDonald the
Ot her takes the mystic shape of a shadow, the presence of which
stiflegs all the magic and beauty. In Machen and Lovecraft the
personificat.ion of the Other becomes a 'nameless thing', the
repulsive utmost Other, a relict. of ancient times, which is
horrible beyond imagination and beyond words.

This kind of movement ends in the literature of silence of
Beckett., whose characters got. stuck in their grotesque
metamorphical situation, or, as Massey put iit, in the language of
violence. The inability of the characters to produce tLheir own
metamorphoses which would give shape to the hidden horrors of the
mind is, howvever, a disastrous failure of the essential role of

literature in general: it is a failure to articulate the desires

17



and fears and thus enact them and exorcise. These modern
characters are not. able Lo produce any kind of devil or
adversary, they either live a vegetative life or collapse deeper
into themselves as the crustaceans in Alasdair Gray’'s Lanark. The
mind then becomes a real prison from which there is no escape.
Bakhtin saw the reason for the alienation of the modern
fantastic in the fact that "Modern fantasy is severed from itg
roots in carnivalesque art: it is no longer a communal art.*29
Fantastic literature with its preoccupation with the extreme
states of mind, especially with probing the unconscious sphere,
leads to modernist experiments. It takes us inside the mind and
rresents the mind as the narrative focus, it perspective is

highly self-centered, even to such an extent, that the anxielties

of the mind create a reality of its own, cutting off the
character from the outside world. The outside reality is
internalized and transformed into a dream, usually a nightmare,

as the border 1line between the mind and reality is dissolved.
Jekyll ends up in seclusion and breaks all his contacts with the
outside world as he becomes fully enveloped in his relation with
Hyde. Robert in Hogg'sa Private Memoirs and Confessions is also
isolated, even Master Michael lives apart from the saociety,
deeply involved in his metaphysical discourse, or, in
pPsychological terms, in the communication with his unconscious.
There is a price to pay if the hero enters the twilight =one
of the unconscious: he may get. last in the dark labyrinth, losing
the thread of reason, and become forever locked in the prison of
madness among the monsters of his own creation, for ever cut off

from the caring or uncaring world.

In the course of the nineteenth century we can witness
a growing internalization of the experience, particularly in

fantastic fiction which more and more builds the suspense on the
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hesitation between the real and unreal, while the horrors of the
outside world become internalized horrors of a sick or
emotionally disturbed mind. James Hogg iz a very good example of
thig: even in his tales of the supernatural he usually steps awvay
from the direct presentation of a =supernatural event and he
presents the event as a tradition or an account of a single
witness.

The Scottish writers of the beginning of the nineteenth
cent.ury generally avoid the fantastic narrative modes and prefer
mimetic modes: D.Gifford talks about "the cult of the local and
picturesque as developed by Crabbe and Wordsworth... Many writers
seized the opportunity to portray local colour, eccentricity and
old- fashioned way= before they and their language formns died out.,
in the face of urbanization and the railways."30 And James Hogg
wvas really hailed as a local colour writer, an authentic voice of
the country and a pastoral paoet. His patron Sir Walter Scott was
not. very pleased with his later, more ambitious prose workz and
adviced him many tLimeg to return to his simple sket.ches and poemns
wvhich had made Hogg so popular.

Hogg' = first sketches and stories combined the gift of sharp
realistic observation with an interegt. in folk legends and
supernatural tales. And it was the blend of an interesting
supernatural tale and realism which produced the best short works
of James Hogg. Metamorphosis appears in a number of stories
inspired by folk legends. Al1l of them exploit the motif of
metamorphosis in a more or less traditional manner. I will focus
on one of the longer tales, which is one of the nmost interesting

ttales, Hogg ever wrote, "The Hunt of Eildon".
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II

James Hogg

THE HUNT OF EILDON

The story represents an important mnmilestone in Hogg's
development. from his short sket.ches, retold legends and ballads
towvards more ambitious and more conplex tLreatment. of the
legendary material, which finds its monumental synthesis in The
Three Perils of Man.l It is in particular interesting for
a postmodernist reader who can approach the text with an open
mind, quick to accept all kinds of structural irregularities and
semant.ic gaps.

The metamorphoses that. appear in the long-short. story, or
a legend, The Hunt of Eildon, are all supernatural ones. They
belong to the ancient mythic stock, in which the ethical function
of the supernatural as the means of higher justice is superseded
by the pragmatic function, linked with emotions of fear of
transgression of mysterious ‘divine’ rules, the sense of the
vulnerability of unstable human situation, and paradoxically,
also with the carnival and burlesque laughter, as we could see in
the previous chapter on the ancient myths of metamorphosis. The
transgression can be disproportionate to the punishment, and this
adds a disturbing touch of ambivalence to it.

Met.amorphosis plays a central role in the story. Being
a source of conflicts it functions as a dynamic structural
element.: it moves the plot forwvard.

The story combines a medieval romance form with twvo layers
of myth: that of pre-Christian origin (the world of fairies), and
that of Protestant Christian origin (the world of the Devil in
persona and the theme of exorcism). This results in a strange

cross-section of myth, romance, and possibly a pastoral novel.
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This extraordinary story has so far been rather neglected by
Hogg's critics even though the story sets the structural pattern
of duality for the epic The Three Perils of Man, as Gifford
pointed out.2 Scott found the story “the most ridiculous story"
he had ever read,3 an opinion vhich I can share only in some
degree because I see the problem in a different. light. The story
may be ridiculou=s from the traditional generic point of view, but
what coud be unacceptable for Sir Walter Scotit and his
contemporaries can become an asset for a postmodernist reader who
is familiar with current techniques of fragmentation, unexpected
changes of persgspectives, and shocking treatment of the reader’'sg
expectations based on formal conventions of a genfe. Even its
structural faults, such as a double ending (Hogg does not seem to
know when Lo stop), thus may become assets and experimental
features.

The story gives also an impression of a fragment from a huge
fresco; not all the relations become clear as if the author had
indended to write a continuation.

In fact, the story itself is a series of continuations: it
doeg not end wvhen one would think it could. This may be
irritating to readers accustomed to well-structured narratives,
but. it. can be also an interesting technique, illustrating how to
maintain the sense of absurdity and of limits of human vision and
understanding.

It is absurd enough when the shepherd Croudy i=
metamorphosed into a pig and is almost slaughtered for being
a wvitness of a supernatural metamorphosis; it is tLwice absurd
when Croudy, after being saved, accuses an innocent girl of using
vitchcraft to perform his metamorphosis; and it is thrice absurd

when the girl faces execution and can be saved only by being
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netamorphosed into a snow-fowl. And finally, it is nost absurd
and inappropriate, when her metamorphosed laver is shot by
a hunter and eaten.

We can read tLhe text, however, in a different way than
Hogg's audience could, and also in a way which is probably closer
tn Hogg's mode of thinking, characterized by wild leaps of
imagination. Let us now discuss the space in which the
melamorphoses t.ake place and what sbtructural roles they assume in

the text .

The Space of the Marvellous

The story is set in the mythic universe of folk myth, in the
2pace of the marvellous. Douglas Gifford is perhaps Lthe first to
nobtice the specific quality of the story and he considers Hoag's
tales Lo bhe "descendants of an age-old mythology with its own
logic and its own organic laws."4 He notes furither on:

"For the first t.ime Hogg wenlt back to the Middle Ages:! not

as far as in Three Perils of Man, but to James 1V, although

in both works the "history" is really folk-history, a welter
of popular memories, often confused, and conflating deeds of

different kings and heroesg. "4

The nature and structure of tLhe space reveals that the text
in fact represents a transitory stage between a retold folk
legend, rommance, and pastoral. Hogg mixes two traditions: the
Christian monotheistic tradition with the Devil and witches, and
the mythic pluralistic pre-Christian tradition with fairies and
demons.

Christ.ianity naturally tried Lo uproot pagan traditions and

substituted demons with the devil and good fairies with angels

and saints. Since in Protestant religion the role of angels and



maints azm mediators hebween the unreachable God and people is
raestricted, their role is often performed hy fairies.

But the concept of Fairy Land is an ambiguous one. There are
good fairies as well as bad fairies. The Fairy Land is a magic
raeality of great beauty bul also of grealt perils because it
follows a different logic. A sgsingle day in Fairy Land usually
lasts a vhole year. It is another world and therefore not all the
sncounters can end well. A fairy gift. can bring prosperity butbt
also unhappiness and disaster.

Each act of the two fairies is marked with explicit or
implicit ambiguity. First of all the reader iz kepl in
nncertainty whether they are good or evil. Their fierce behaviour
does net always give the right. cues.

First they are sesen as white hounds killing a yvoung lady.
They shock the reader by saying that she was the Lwentyv-third
vict.im and Lhey are about to complete their task, which is never

evnlained and remains a mystery of the other world. % Only much

—
-+

]

ater can the reader piece the scattered cues together and assume

-~
o
-

tha all these wvictims were prohably witches. Then they

It

metamorohose the =illy shepherd Croudy inteo a pig just bhbecause

-

hey do nol. want him to interfere with their plans and thus
almost  bhring ahout his death. When one of the fairies
metamorrhoses Croudy back at the very last minute to save hin
from bheing slaughtered, she does it not because she would pity
him but bhecause she is moved by his faithful dog who displays
genuine sorrov for his master. She shows more concern for the

animal than for the man.

Another example is their last magic intervention:
met.amorvhosis of the pastoral couple Pery and Gale into
moor-fowl, intended to help them escape from prison, seems Lo he
a rather controversial decision. Was it really necessary? Why



could not justice prevail? Such a metamorphosis has a rather

disturhing effect and does nol seem bring aboult any happy ending,

sgpecially when the author in the cynical epilogue informs us about

o

. he further unfortunate fate of the rastoral pair: the male bird
is shol and eaten at a dinner party.
In the end the tvo fairies pronounce a strict denunciation

he world when Clara asks her sister whether she wants to live

[l

of

with the king or leave ths bonds of reality.

"Sooner I would be a worm that crawls among these weeds,

than subject to Lthe embraces, hurmnours, and caprices of such
a thing - happiness, truth, and purity of heart are there
unknowvn - Ment ion some other tie to nature, or letl us bhid

adieu for ever without a sigh."®

This is a remarkable example of moral and spiritual
disillusionment, as well AS an expression of desire for
transcendence of unsatisfying material reality, wvorded in

a strong, ewpressive language.

The mythic mode is the space of the marvellous, nagic is
nreaented as Aan integral part of the wor-ld. This fact is
reflected in the narrat.ive perspecltive. The metamorphoses in the
story are presented as real obiective facts. A  number of
witnesses acnuld see Croudy’' s metamorphosis from a pig into A man.

Hogg also makes no attempt .o subiectiviee the fairies. They are

[
-

L

They are present in both the characters’ discourse {(Croudy

real
tells Gale about the metamorphosis on the Eildon Hill®) as well
as in Lhe authorial discnurse (e.g.the scene at. the end in which

he fairies are presented directly without any witness.®

-

Even though the story is =set in a mythic space, from the
formal point of view it is neither a legend, nor a fairy tale.

With regard to the material, the plot and characters and seitling,
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it ig like a fairy tale. But the treatment is to a great extent

realistic. Hogg writes a fairy tbLale in the fiction manner. The
story lacks typical magic formulae even though it opens with
"the initial vager/condition common to the Rallads and The
Three Perils of Man, with a fairy-tale hetting.the bet

contains magic numbers and ingredients which medieval
listeners loved to hear repeated."?

Crawford says ahout Hogg:

"...he was an inveterate, almost. a ccompulsive mixer of
genres - "pastoral-comical, historical-pastoral, tragical-
-comical-historical ~-past.oral’ (Hamletlt., TIT.ii.404-6) - and

t.hat the dominant one, though he almost always hlended it

wvith others, wvas Romance."2

The story can be seen as a forerunner of modern fantasy - it
takes place in t.he medieval world and places the plot in bLhe

Space af the marvellons wvhile t.reat.ing the Ltopic in a fairly

realislblic manner.

Structural duaality

The concept of the supernatural is a product of an ancient
ontological duality and becomes an extremely powerful pattern of
thought in medieval literature. Many renowned criltics have
discussed extensively the significance of duality inherent in
Scott. ish psyche and society in terms of dissociation or =split ©
It is not the purpose of my work to deal with these complex
problems; T wvant bLo refer briefly to the structural duality of

Lthe text in relation with metamorphosis.

Duality iz the main structural principle which unites the

story and is sustained with an amazing consistency, though it is
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hard Lo =msay to wvhat extent it has been applied consciocusly or
unconaciously. The duality will offer a structure in which we can
study metamorrhosis.

The story has two loosely interconnected narrative lines:
the "low’ world of pastoral narrative and the "high’' world of
romance . The former describes the events in the world of lowver
classes including the misfortune of Croudy, the latter takes us
to the royal court. The pattern of two parallel narrative lines,
vhich are connected thematically, wvas later used in The Three
Perils of Man. The vertical duality of 'low’ and "high' isg
supplemented by :'the horizontal duality of the real and the
suraernatural (the wnrld "heyond’ ).

These hasic dualities are further subdivided. The low
vert.ical duality contains the contrastive pair of sherherds,
Croudy and Gale. Croudy is a prifitive, superstitious, comical,
and at the end even a grotesque character, speaking Scots: while
Gale iz an example of a learned shepherd, speaking English.
Croudy is associated with hurlesgque ridicule: he represents tLhe
really " low’ and 'bhase’ in the "low’ world, while Gale is just
the opposite, as a true pastoral character he represents  the
"high’ of the 'low world’ ! he remains faithful to the unfortunate
Pery and refuses to helieve the accusation tLthat she is a witch.

In the "high' world, the king is opposed by lord Douglas.

In the supernatural world, the world of fairies is pult in
crposition to Devil. Two fairies are contrasted with two witches
that come to the court and accuse the fairies, now changed into
white hounds, of Fkidnapping young people.

The black-and-white duality is one the oldest and most
rrimitive narrative techniques. Tt is interesting to notice that

Hogg's duality is rather ontological or social than moral. Croudy

comes t.o play the role of a villain ot of ignorance and




superstitious fear. Most ambiguous are, howvever, the characters
at. the court. What. should wve think of the king's witch-hunting?
What should we think of the "obhjective’ methods of detection of
witches when they fail to prove the innocence of the poor maid
Peryv? Even tLhe good, learned shepherd Gale is nol spared some
irony, though tLhe irony comes through Croudy who considers
Gale’'s education and language as a barrier vwvhich prevents him
from perceiving the supernatural. 19

And this method of introducing ambivalence and moral
uncertainty becomes one of the traits of Hogg's fiction. It may

not. he always an intentional feature; =sometimes it may be mimply

Hogg's failure to make up his mind about the characters.
The Enle of Metamnrphosis
In the mythic mode, metamiorphosis plays a double role: it is

nart,. of a collecltive ritual (a carnival) during wvhich social

roles are discarded and peoprle descend onto the animal level to

get a release from the accumulated social pressure: !l it ism,
haowvever, also a magic performance which reminds us of the
existence of a higher order of existence, transcending the
material world, and of the terrible power it can exwercise over

human lives if they happen to cross or obstruct the mysterious

course in a wrong wvay. In this respect it does fulfill the
athical role of the agent of justice.

This double-edged nature o0of the story accounts, lLogether
with certain structural faults, for certain disturbing effects

and the negative reception it has received.

Metamorphosis is an important structural element. in the



story. As a dynamic element it brings ahout. conflicts and also
helps to solve them. It serves aAas a disguise, a means of removal
of the unvelcome witness, or as punishment and escape.

On the synbolic level, metamorphosis iz an image of a fall.
Groves has noted that while in Hogg's early work we can find both

kinds of symbholic movements, the descent and ascent, in his prose

after 1816 "in general Hogg begins to cultivate greater
realigm. . .and also to emphasige mainly the lower half of the
circle, the journey of descent. "12

Netémorphosiﬂ in romance operates as a traditional molif of
as in a comedy of manners. The fairies and the Devil
‘'disguige’ themselves in order to get access to the king and
achieve their objectives. Metamorphosed into white hounds, they
can easily chase their human victims in a deer’'s shape and ki]f
them. (The number of their killings is equal to Lhe numher of Lhe
missing pesople which suggests that they do not kill any real
deer) . The Dewvil disguises himself as an old knight. as he Lrieg

to turn king's suspicion to his favourite hounds.

In the Pastoral narrative, we can find two major contrastive
netamorphoses: Croudy changes into a wpig and back Lo his human
shape, and the pastoral pair of lovers, Pery and Gale, <hange
into moor-fowl. The metamorphoses operate as means of punishment
and escape respactively. Each metamorvhosis onmes as a shock for
the reader because it does not follow the lcocgic of the story and
represents a dross dislocation challenging our expectations.

The simple shepherd Croudy becomes a witness of the
metamorphosis of a dead hody of a lady intno a dead roe deer,

killed by the king' s hounds, who turn out Lo be fairies. The
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wvhole metamorphical scene is treated with great ambiguity.
"T saw the twva white hounds a' tLthe gate, but nae appearance
of a deer; an’ aye they came nearevr an’ nearer to me, till
at last I =saw a bonny, braw, young lady, a'" clad i’ white,
about a hunder paces frae e, an’she was aye looking back
an’ rinning as gin she wantit to be at the Eildon Tree. When
she saw the hounds comin on hard behind her,she cried out.;

hbult soon o’ ertocok her, threw her down, an’ tore her, an’
wvorried her: an’ I heard her makin’ a noigse as gin she had
been laughin’ ae whilen’ singin’ another, an’ O I thought

her sang was sweetlt. "13

At this point the sympathy of the reader will go with tLhe
white lady: her white dress suggests innocence, but tLhe modern
reader may overlook the fact that the white lady tries to reach
Lthe Eildon Hill, a haunted place. To add to our confusion, Croudy
reports that the lady made scunds as if she wvere lavghing, but
thig may he only his lack of comprehension since he is presented
as a thick-headed sinmpleton. The overheard conver=satltion is also
rather mystifying and does notl shed much light. on the wvhole
myvstery. The fairies say: "...she is the twenty-third, and soon
nur task will he dune."1!3 0Only lat.er on can we deduce that the
lady was tLhe daughter of a witch and was killed by the fairies
( hounds) on the order of some mysterious higher meltaprhysical
avthority, Dprobably to redeem Lheir own sins.

Beconing an unvelcome witness of a mystery, Croudy has to he

cleared awvay and mythically punished for his curiosity. Man is

not. expected to be a Peeping Tom.

Crondy’ s Metamorphosis as Punishmnent. - the Fall

Metamorphosis into animal, a being of a lowver orvder of life,
iz a symholic expression of the Fall. It cgomes usually as
a punishment for some offence against the universal laws because

the nature of such a punishment. requires a supernatural force.



Croudy is metamorphosed into a huge boar in order Lo prevent him
from interferinag with Lthe plans of the fairies. He is saved from
heing bultchered only by a last minulbe rescue fmetamorphosis when
one of the fairies takes pity on him, not because of Croudy
himself, but because of his faithful dog that shows a genuine
distress. The fairies and the author reveal a disconcerting lack
of concern for Croudy wvho at this stage has not done anything
really bad and his only offence seems Lo be his thick headedness
and ill-fated curiosity which made him an unwelcome witness of

the game of those who wield powver.

Croudy’'s metamorvhosis serves Ltwo bhasic purpvoses in bthe
narvative: it introduces onbther hurlesque comical situations into

the pastoral storyline and coperates thus within the context of
the

enre menippea Wwith the aim of libheralting one's self from the

g

social conventions by means of a spontaneous, uninhibited fun
{metamorcvhosis, masquarade) which is derived from an unusual
nerapective. It also serves a technical purpose on the syntactic
level of the plot: the metamorphosis of Croudy into a pig t.he
fairies clears awvay an unwelcome witness and the fairies can go
on tmhindered with their plans.

A gent.le reader may find ip rather a cruel jioke when Croudy
is to be slaughtered, just bhecalse he happens to be in the wrong
place at the wrong time and overhears the fairies. Pul the world
of myth as a metaphoric reflection of ancient human situation wvas
cften like that. (See the 1infortunate characters in Ancient Greelk
mythology.)

On a symbolical level, Croudy’s metamorpheosis reveals his
coarse nature. One would expect the story to end at this point.,
hut. Hogyg goes on as if e thought he did not display fully

Croudy's character. And so when Croudy is back in human shape, he
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immediately accuses Pery of witchcecraft because she was helping Lo
hold him when he was about tLo be slaughtered. What looks at first
like a joke, develops into a tragedy. Pery is put on trial and
vitch marks are found on her body by the roval expert on witches.

From this development we c¢can see how important his
metamorphosis ig in the structure of the story. Naturally, also
the character of Croudy becomes increasingly prominent in the
=tory. He Lurns into a grotesgue character, a prolotype of
a dangerous superstiltious primitive wvho is blinded by fear and
hatred and is unahle tno s=ee the true nature of things. He does
nct rise from his fall and remains a being lowver than a beast,
hecause he lacks human reason as well as animal instincts. Croudy
kelongs to the family of religious fanatics which haunt Gothic
novel Aand Romantic fiction, such as The MNonk hy M.G.Le&is,
Wielarnd by Ch.B.Brown, The Devil's Flixir by E.T.A Hoffmann, The

Private MNemnoirs and Confessions of a Justified Sinner by James

Metbamorphosis of Gale and Pery - Escape

The final metamorrhosis which can stand as an example of the
a=cent in contrast to Croudy’'s de=scent is the metamorvhosis of
Pery and Croudy’'s young neighhour, sheprherd Gale, into moor-
fowl . It iz a rather controversial ending. The reader would
rather expect that. the unjust accusation of witchocrafi would he
lifted 2nd Pery would he setl free.

Tf Croudy's nmetamorphosis into a pig represents the Fall,
what abhout the metamorphosis of Gale and Pery into white fowl at
t.he end aof the story?

Theorebtically it should also signify a fall bhecause it is

a metamorphosis into a lover form of life. Put, the couple is
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evoected Lo achieve happiness on this level, which they wvere

unable to achieve in human shape. Their flight, a movement
upward, could represent an ascent because it brings thenm
a release from prison and death, even though only a temporary
Orne .

Hogg obviously decided to transform the legend into a hoax
and make it pseudoauthentic. Therefore he adds a rather cynical
remark that the hen, that is Pery., was shot by a hunter.

One would think that the story will end with the escape of
Pery and Gale by means of metamorvhosis, which would be a rather
disturbing but impressive ending. But Hogg again does not seem to
krnowv where e stop, and adds a fairly grotesque mystifying
eriloguse which is hard to accept for ’'the genile reader’ .

The author tells us that the hen was not only shot bhut Aalsno

exten and even gives an ewxact day of the dinner, “"on the 20th of
NDctohber, 1817, and that was the final end of poor Pery, the Maid
of Eildon."t4

The supernatural escape of t.he t.wvo lovers by means of
metamorphosis thus proves Lo be an ironic failure because once
again bthe supernatural plans are obstructed by the human facltor.
The hird was ceremoniocusly eaten, wvith strange effects on the
minds of the guests al. the dinner:

"The effect on these gent.lemen has been prodigous - t.ha

vhole structure of their minds and feelings has undergone a

complete change, and that grievously to the wvor=se; even

their outward forms, on a near inspecltion, appear to be

altered considerably. "15
Hogg does not specify this kind of metamorphosis and continues
with a completely irrelevent comment on the surviving ccock who
after two hundred and fifty vears ought to be a unique
eyve-witness of "the history of the hunting, the fowling, fishing,

and pastoral employments of that district.. . "15
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The end comes like a slap. The epilogue betrays a shocking
lack of concern for bLhe separation of the twn lovers., Tt is hard
Lo may whether it is a structural flaw or Hogg's ironic intention
.o have a laugh at. romantic love stories. How should we read this
metamorphical feast?7 Is it just another example of Hogg' s ama=zing

lack of sense of proportion and generic discipline, which,
howvever, adds an autbhentic touch to the story?

At the end Hogg uses his favourilte device of stepping in in
the rale of an editor of authentic material, a device he
frequent.ly uses. The chaot.ic and incongruous effect the story
wrodices enhances the illusion of authenticity, as if the author
only mediated the strange, chaotic flow of life, in which the
cgood and sincere lovers may not be rewvarded, counter to our

exvpectat.ion and desire. Eventlts in  human life seldom reveal

a structural pattern.

The crotesgue  end reintroduces Lhe issuue of human
involvement, in the world: once again it is a hlind, insensitive
human character wvho crosses the wpath of the metaphyvsical
Providence and ohstructs ITts course.

In fact all human intervent ions in the matliers of
metarvhysical nature lead to disaster. Tf Croudy had not tried Lo
interfere with the surernatural world of the fairies, he wounld
not. have been met.amorphosed into a pig. Tf he had not. been
netamorrhosed, then Pery would not have been accused of

vitchoraft,, Tf the king had noit been keen on wibltch-hunting and
left it to the supernatural agency, Pery wvould not have faced
death and would not have been metamorphosed into the snowv-fowl.
I1f the hunter had bheen more careful and bettiter informed about the
magic bhirds in his hunting region, Gale in the bird shape would
not have been shot and separated from his beloved Pery.

And thus we can see that there is some kind of moral logic




in the deepr structure of Lhe tale, which is again derived fron
the folk mythic thought which provides Hogg with some elemental

foothold in his protean world of changes.

"Tn cther words, bLhe mysterious has primarily a human and

social significance, on this earth. All of Hogg’'s major
figures must confront. this chaos, and their response Lo it
defines their moral condition. The honest characiters endure
the descent with some equanimity and avoid judging others hy
appearances, while immature characlters try Lo escape from
mystery. . "16

The tragedy is «caused by human lack of respect and

understanding for the deeper existential undercurrents of life.
The end seems Lo be intended as satirical comment. on the nature
of modern sociebty and its raticonalism, which still paradoxically
can nol escape atavistic murders and cannibalism. If one does not
recngnize the danger, if one vemains blinded by emctions or
ignorance, then one crosses the metavhysical law of the natire
and has to suffer the punishment. in the faorm of metamorhosis as

a fall into the chaos and non-differentiation. In symholic terms

man mebamorrphoses into a heast, in reality he becomes less than
human.

This harsh saltirical comment is reinforced by the ending,
vhen the two fairies decide to leave the human worlad for ever and
escape into soma kind of higher existence, finding no virtue

1]

among people and dismissing sven the king as "a block;17 As
a result, of that, the story does not end in any k¥ind of fall or
rise, but in a simple disappearance from our wvorld. This strange
romantic compromise again proves Lhe unsteady mebamorohical
nature of Hogg, who struggled hetween his mythic cualtural
heritage and current cultural trends - rationalism and
romanticism. Metamorphosis bLherefore serves as a symbolic vehicle

for his twists of moods and views as well as a vehiale for his

helief that one should never trust appearances and hbe open hbhoth
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Lo reason and intuition, hecause the true nature of things is
nften hiding behind masks and veils.

Metamorphosis' is a supernatural rhencmenon; as such it
invokes the thrilling feeling of encounter with the other and

Lthus it reminds us of the presence of mystery in life.

"In fact his ghosts, browvnies, visions and dreans always
carry a symnbolic and thematic significance, wvhatever tLheir
real status in the real world. Hogg's brownies and kelpies
are a device t.o invoke the inexplicable, Lo keep alive
different possibilities, and Lo save readers from a single
vigion t.hat demands either literal-minded belief or

dishelief. "12

The reading of Hogg becomes an adventure which demands an
acltive participation of the reader who has to fill the gaps and
elipses of meaning. Such an author invites us Lo a world of which
he preltends to be rather a ’'translater’ Lhan a creator.

The story gives the appearance of a fragment from a huge

raeudohistorical fresco, it gives us only a glimpse of the vast

complexity, it seems to be a mere episode. We get. only glinpses
of the life at the roval ccourt, ve hear only rumours of the
plotting and intrigues, we getlt glimpses of the higher orders of
life, of the magical Outworld, of the eternal struggle between

the corrurplting forces of evil and nolt always cclearcut powvers of
the good, we nmeet characlers who hecome an easy prey, victims of
the mysterious powers underlying the reality. We are bhack in tLhe
vorld of myths though the tmoral borders are often uncertain and
the innocence and good intention is nol necessarily rewvarded in
the proper, conventional way, in short, we are in a vorld whiach
ve do not fully comprehend, and that is, T suppose, a very modern

human situation.

~J
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* On the other pole of this creative period tLhere would be the
sliory Basil Lee, evidently an attempt to imitate Defoe's
ficticious autohiographies, written in much more realistic idiom
even though it also involves supernatural scenes.

2 Douglas Gifford, James Hopgg (Edinburgh, 1976), p.&7

3 Ibid., p.88

4 Thid., p.85

5 James Hogg, "The Hunt of Eildon" in: The Tales of James Hoog,
The Ettrick Shepherd, vol 2 (London-Glasgow, 1884), ©.6

A Ibid., p.24

Y Gifford, op.cit.., p.585

8 Thonmas Cravford,"James Hogg! The Play of Region and Hation"

in? The History of Scottish Literature vol 3 (Hineteenth

Century), Douglas Gifford (ed) (Aberdeen, 1929), p.23

Q@ e.g. Muir, Gifford, Hart

10 "The Funt of Fildon", ».2

11 see! M.M Bakhtin: "From the Prehistory of Novelistic Discourse"
The Dialogic Imnagination, Michael Holgquist (ed) (Austin, 193%),

12 David Groves, James Hogg {(Edinburgh, 1988), p.°2Z2

12 "The Hunt of Fildon", p.6

14 Thid., .14

15 Thid., ».2R

16 Groves, op.cit., p.89

1Y "The Hunt of Eildon", p.24

18 Groves, op.cit., »n.93
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James Hogg

THE THREE PERILS OF MAN - WAR, WOMEN AND WITCHCRAFT

The Three Perils of Man (1822) is Hogg's longest. and most.
extravagant. novel. It can be taken as a forerunner of modern
fantasy, and it is undoubtedly one one of the most extraordinary
prose works of European Romanticism. It is both feat and feast of
met.amorphoses. 1It. would be very hard to find a British book which
could compete with its variety and quantity of metamorphoses.
They constitute an essential dynamic structural element. and
convey a symbolic meaning - the fall of man into a lower level of
being as under the spell of war, women and witchcraft.

Compared to The Hunt of FEildon the metamorphoses acquire
much wider variety of roles, but still remain within the space of
the marvellous and do not acquire the psychological dimension
ve find in The Private Memoirs and Confesions.

Each respective theme of the title is sgymbolically
associated with real or metaphoric metamorphosis. War and courtly
love reduce men to raving beasts and fools. Witchcraft does the
same; itt literally changes people to beasts and deceives the
senses with all kinds of tricks and charm=s. All the three dangers
put. man 'into a Fallen State’ .

Metamorphosis also provides a very powerful stimulus for
Hogg’' =& creative imagination. Hogg i=s evidently at his best when
he deals with the supernatural, as Simpson claims.1 The encounter
with the supernatural ignites Hogg's creative imagination.

His extensive use of metamorphosis suggests fascination with
rPhysical change which defies the laws of reason and reminds us of
the mythic fact. that life is a mystery and any attempt to exploit

it or control it ends with a terrible fall. The protean world of
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netamorphoses i= a manifestation of his inherited mythic
uncertainty with regard to the world of appearances, which brings
very close to the peostmodernist reader.

Put. the greatest peril of the reader of this book is
actually none of these things, but his own ewxpectations of what.
a true romance or fairy-tale should look like and how it should
he experienced. We shouild read the book rather in the tLradition
of  Lthe provoking literary experiments of sound, unsentimental
vitalism Lo be found in the works of Lavrence Sterne, and to sone
extent in those of Tobias Smolletlt and Henry Fielding. But the
most. imoortant. source of inspiration lies in the rich Scnttish

folklore of Lhe Border area.

[

The Dual Harraltive Space

Refore I begin Lthe discussion of the types and roles of
netamorphosis in the text, I want to clarify the structural space
nf the text which heavily leans on the principle of duality.

The hook is Hogg's most ambitious and also his most
successfiil synthesis of Porder folklore and medieval Romance. If
in The Brownie o©of Bodsheck (1817) Hogg mixed together a popular

ghost, tale and historical romance while operating within Lhe

amevwork of the uncanny, in The Three Perils of Man he decided

o

to separate the uncanny and tLhe marvellous. As in The Hunt of
Fildon he chooses two narvrative lines.

The first. narrative is an ironic version of medieval
romance . 1t describes tLhe siege of Roxburgh castle taken by the
English, showving a metamorrhosis of Lhe inittial chivalry at the
heginning to the war frenz=y at the end. As in The Three Perils Of
Marn, this narrative line could be called 'high romance’, hecause

it containg main characlters of high aristooratic origin.
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The other narrative iz closer Lo folk legend and myth than
romance and i also peorled with a wvarielty of lover-class
characlters. The narrative describes the embassy of a hrave
knight., Charlie Scott, with hig motley band seeking advice from
a mighty wizard Master MHMichael Scot.t. at his Aikwood castle
vhether their lord, Border baron Sir Ringan, should join the
forces of lord Douglas or remain neutral. Tyrpically of Hogg, the
decision is considered on purely pragnatic tLerms! what is more
rrofitable for the Housge of Sir Ringan and wvhether the cause is

wvorth wasting lives of his men.

The Roxburgh narrative line operates within the uncanny. The

dynamic structural role of metamorphosis is substituted with

disguise, a favourite technique of the comedy of manners since
Shakespeare. Rpart. from disguise, Aa kind of metaphorical
metamorvhosis appears occAasionally. Tt iz usually used Lo

descrihe the extreme states of mind; in other words, madness.

W¥hen the starving English soldiers are changing into a raving mohb

and refuse to surrender, bLhey are compared Lo people possessed hy
devil: "demon of animosity and revenge has heen conjured up" .2
The Aikwood narrative line is on the other hand situated in
the =swpace of the marvellous, and nmetamorphosis plays a key role
in it.. The followving part deals with the structural role of
metamorphosis of the characters and the setting on the syntactic

and semantic levels of the text .

Thae Role of Metamorvhosis

On the syntactic level, metamorphosis generally creates
conflicts and operates as a dramatic, dynamic element. The whole
Aikwvood narrative is full of metamorphoses: metamorphoses of

characters and animals. Maost of these metamorphoses do not play
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a really gsignificant role in the overall structure of the novel.

There are, however, Lthree maior metamorrhoses that rlay a key

Vol

role in the plot and in Lthe semantic level of the text. They
produce three climawes arvound which the narrative is pivoted and
thus operate as cohesive sbructural elements.

The first such ¢limax is a cataclysmatic metamorphosis of
the setting. It occurs as a climax of the metamorrhical contest
bhetween the friar and Michael. Tt actually brings the narrative
to a contraversial impasse, when the herce=s become imprisoned in
ths towver as a result of the metamorphical contest of pover
hetweenn the friar and Michael.

On one hand the impasse offers an opportunity of learning
momething more aboul t.he rresent.  characters through their
=lLorv-telling contest. Each episocde is told in a distinct diction
and narrative idiom, a technigque of realism wvhich Hogg frequently
evnmloits in his work (his characters are often characterisesed by
th=aiyr manner of speech).

On the other hand in its sheer exbtent the story-telling
cont.est is hugely ocut of proportion sven for the eighteenth-
century standards of digression. Tt is almnst as if the author
chaose to ignore the majior narrative concerns and indulged hinself
in the pleasure of Lhe traditional Decameron story-telling
situation, or of the later Csnterbury Tales as Gifford noticed.3

Tn fact., this kind of provocative lack of concern for the
reader who generally demands a linear order of the story, is
again a Lvpical postmodernist feature.

The second dramaltic climaxw is again closely conneclted with
melamorohosis, hut in this acase with tLhe metamorvhosis of
character which provides an allegorical key to the cther impasse

in the Roxburgh narrative where Douglas finds hinself in

a deadlock, nolt being able to take the castle.
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And finally, metamorphnsis as an example of the suprene
aconbrol over nature and its underlying supernatural forces
generates a mythic elimax of the book in the account of the last
hattle of Master Michael commanding the forces of Natiure against
Satan with his armies of supernatural demons and monsters.
Michael’'s dramatic fall from the heights of power and pride
replays the drama of Lthe Faustian metaphysical fall.

The metaphysical fall of the magic superman is contrasted
with the social and moral rise of Charlie, an honest hero with

aenl.le heart., the embodiment of a simple mythice Scot., though

bt
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sven he is nol spared occasional irony and is closer Lo a peasant

than to a fearles=s nedieval knight of aristocratic conduct.

Metamnrphnsis of the Seltting

In contrast with The Hunt of Eildon, there are two basic
t.ywes of metamorcvhosis - aparit fron metamorphosis of characlers
there is also metamorrhosis of the setting {(which is ahsent in
The Hurd, of EildonY in The Three Perils of Man. Such a type of
metamorphosis naturally provides a dramatic spectacle which
complements the metamorprhosis of the character. It broadens Lhe
contaext, of met.amorphosis, showing the Lhreaﬂening extent. of the
pover which reaches bevond the individual and disrupts natural
lavs and thus can affect the enviroment. of the vhole region.

The first metamorphosis shows the potential of pover, the
second one the consedquences of its abuse. In the first case,
Master Michael splits The Eildon Hill into three peaks during the
povey contest with the friar. In the second ¢case, the narrator
gives a description of the region around the Aikwood castle

nplagued with evil and lonoking like a fairy tale land of evil.
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he first metamorvhosis reveals the extent of magic powver
and suggests svebolically the price one has Lo pay for it.. The
other metamorcvhosis can  he taken in the Romantic sense as
a metaphor of the mind corrupted by evil, it. articulates tLhe
evtent of damage both in physical (a wasteland) and metaphysical
sense (witches and evil creatures).
¥hen the embassy led by Charilie is cofiing near the Aikwood
castle, they observe:
"Tt meemed am if the breath of the enchanter, or his eye,
had been infectious, and had withered all within its
influence, whether of vegebable, animal, or human life. "4
Tf this observation is presented in the characters’ discourse as
a comparison ("as if€"), t.here is ancther, even nore sinister

description presented as a direct fact by the narrator Isaac:

"PBut ever since Master Michael Scott. came from the colleges
abroad Lo reside at the castle of Aikwond, the nature of
demonology in the forest. glades was altogether changed,
a full torrent of necromancy, or,of witchcraft, deluged the
country all over, -an art of the most malignant and appalling
kind,"S " . _daughters were turned into roes and hares, to he
hiint.ed down for sport. Lo Lthe Master. The nld wives of the
hamlet were saddled and bridled by night., and urced with
vhip and spur over whnole realms. The cows were deprived of
their milk, - the hinds cast their young, and no domestic cat
in the wvhole district could he kept alive for one vear."S

The metamorphical image of the country "polluted’ with magic
industry, the natural balance disturhed, and Nature abused,
reinforces the main themaltic concern - showing the perils of
witchcerafi, or the peril of revolis against God and Mature. The
greater the rise;, tLhe greater the fall. One should stay firmly on
the ground as Charlie does or étick to religicous faith as the

friar does.

211 the metamorrhoses are linked with Lthe Faustian figure of

44



Master Michasl Sceott, an authentic historical character who wvas
a major medieval scholar of international status in the
thirteenth century. Hoog' s presentation of Michael as a wizard
vho made a contract with dark spirits to achieve access to the

mystery of nature and to gain control of the elements, is,

typically of Hogg, wvery far from the real historical person. The
historical Michael Scott was probably very much like Lthe friar:
a pious scholar of Eurcopsan status, rejecting magic as such even

though he was alledged to have made also experiments with magic.”
Master Michael FrOows inte a great tragic figure of
a Faustian hero wvhose hrave and Theroic ailest for ultimate
knowledge and his final defiance wins our sympathy in spite of
his pride, conceit and lack of concern for the suffering of Lhe
individuial . Hogg lets him go bthrough a peripelty of doubt, despair
and humiliation when Master Michael stretcoches his povers Lo their
limits and has to send his three demonic servants to split the
Eildon Hill. Al these moments of helplessness he displays human
emobions.
"L huat they had scarcely well ended their hymn, when he
rushead again in Aamong them, with wildered looks, and his
hair =standing on end, seeming glad to t.ake sheliter among
those from whom he had so lately fled with abhorrence. "2
This cataclysmatic metamorphosis has serious syntactic and
semant.ic effects on the further development. of the wlnt . Fach

trangsgression of limits of the mythic space of human life causes

essent.ial conflicts. Due to the friar's tLransgression - he blew
up tLhe heastly steward Gourlay keeping the keyvs - they are
imprisoned in the tover, facing death hy =starvation: due to his
metaphysical transgression, Master Michael is exposed to demons

wvho coms Lo drag him away. His act results in appearance of the
devil in merson. When the metamorphosis of The Eildon Hill is

completed, Michael recovers his magic povers but can not get rid
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nf the dewvil any nore.

Their struggle heginsg and achieves a breathtaking mythic
s=cale at the very end of the novel when Master Michael cbmmanding
the forces of nature successfully beals the armies of Hell, only
t.o ke snatched from behind hy the Devil in the form of a fiery
dragon and symbolically falls from heights and shatters hinmself
on the very ground he strove to subdue.

"The whole northern hemisphere, from the eastern Lo the
wvestern horizon, was covered with marshalled hosts of the
shade of gigantic warrioirs...They wvere all mounted on the
ghosts of corackens, whales and walruses:!: and for bows and
quivers each had a hlown bladder on his back as large as the
hills of Ben-Nevis."®
On  the semantic level, each mnetamorphosis of the setting

represents a symbolic violation of the natural world, an act of

wilful violence and pride through which Michael separates himself

from Nature and from salvatinn. The extent of his anti-natural
twist is revealed in his reversed aesthetic judgements - what is
beautiful repels him, and what is ugly, deformed or grotesque

attracts him.10 That is the reason why he finally chooses the
agrntesque Gibhie as his new stewvard and not the beautiful maiden
or the bhoy. Anyway, if bLhe mere idea of bringing an innocent girl
and a boy as a "payment" for his advice seems to be a morally
dubious choice, then actual sacrificing of the two would have
thrown a dark shadow on the embassy, particularly on the

sincerely piocous good friar and friendly hero Charlie.
Melanorphosis of Character
Te: understand the metamorphosis of characters means to

evplore its syntactic function in the plot and its memantic

ignificance, which are often difficult to separate from each
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ot her.

Metamorphoses of characters can generally have different

svntactic functions in the tLexb. If in The Hunt of Eildon
netamorphasis is used as a device of disguise, punishment., and
ezcape, here it is used also as a sport. On the whole,
metanorrhosis is used in a more playful manner. Even though the

metamorphosis can become a cruel game, it does nol have fatal
consequences for the victims. HNeverthless, the consequences can

ke far-reaching.

A1l the metamorrhoses in The Three Perils of Man come out of
t.the mvthic store but at. the same time they are treated in a more
complex way with the resulting sense of peculiar ambiguily which
const.itutes a special, morally disturbing quality of Hogg’'s work
which iz both sophisticated and savaage.

The first real metamorphosis which aprpears in the novel c¢an
serve as a good exanple. 1t operates prifarily as a device of
punighnent. but at the same Lime it shows, in a dramatic shortcut,
the natiire and potential danger of the power which is used for
metanorphosis, and, once invoked, it demands to bhe used and

spent., or it would turn against the one who invoked bLhem.

"Give your master there a teoasting for his insolence, said
Michael. The pages giggled for Joy: the seneschal knaeeled
and roared out for mercy, and, as a mnotive for granting it
to him, saird tLhe strangers were at the galte. The pages had
already 1l1laid their fangs on hinm; but the master, on the
arrival of the strangers heing brought to his mind, ordered
the imps Lo desist. This they did on the instant.: bhut,
wvithout. d=lay, rushed on Michael himself, as if they would
t.ear him Lo pieces. He threated, cursed, and dared them to
touch hinm; but they seemed nothing daunted by all he said
visit, bhut danced around him with demoniac gestures, crying
still out with one voice:! -

"Work, Master, work we need:

Work for the living, or for the dead:

Since we are called, work we will have,
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for the master, or for the slave.
Work, Master, work. What work now?
"Miserable wight that I am! c¢ried the mighty Master.11

On the pragnatic level metamorphosis disturbs our sense of
mechanistic consequential order which requires a sense of
rroportion. Gourlay’'s minor offence is oul nof proportion with the
cruel punishment as the example above shows. He is punished for

referring +to the old witch Henhane as "the old witch Henhane"

instead of “"vour worthy and respectahle housekeeper" !l

Michael has in faclt no other chnice bhut to allow the three
imps to chase Gourlay and tbLorture him in all of the bLhree
metamorphoses he has Lo undergo.

Thus bLhe metamorphosis as a punishiient operates in a complex

vay and caovers more than one role; it is a way to get rid of the

'surplus energy’ how to enploy the dangerous supernatural
alements. In The Hunt of FEildon metamrorphosis has a single

function (e.g.Croudy is metamorphosed in order to be prevented
from interfering).

On the other hand, the disproportion between the offence and
the cruel punishment informs us of the ruthless character tLraits
of Michael and also of the limits within which he has Lo work and
which irvonically undermine his power. A mighty wvizard is rendered
helpless as the three imps dance arvound him  and demand work. Tn
this ironic way Hogg reveals the prohlematic nature of pover.

We should keep Lhis contextual complexity in mind wvhen wve
discuzss the respective roles of metamorphosis - disguise, escape,

contest and code.

Metamorphogis as Disguise
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Met amorphosis as a disguise hides the true self for various
DUYrDOSEes. Metamorphosis is generally used by the Devil and
vitches or wvizards in their evil schemes with the aim of
deceiving tLhe victim by false appearance, or it is used for
terrorizing the country in some beastly shape. In this way
a morvalistic message ims conveyved: do nol. be misled by pretence
and false aprearances. This is a recurrent theme in Hogg's

fiction and later Victorian fiction. But while in Victorian

,

fiction the theme is put in the social contewxt, Hogo still works
in the metaphysical mythic context which the Devil is part of.

The Devil appears in the novel disguised as an abbol . He
arvanges the release of the groupr locked up in the tover because
he ig afraid tLhat the friar might try to win Michael’'s soul.
Therefore the friar igs made to leave with the innocent girl
Delany while the rest of the groupr with other soldiers of Sir
Ringan awail the prophesy.

The deceptive disguise plavs a very important role hecause
it creates the ironic tension betwveen the authorial discourse,
which makes the Devil gquite obvious, and the characters’
discourse who suspech something but do not know for sure. Later
on the devil and Michael stage a metamorrvhical orgy in which they
matamorphose ugly old witches into pretty maids whn seduce
Charlie’'s companions. In this way the men are corrupted through
sins of fornication with witches and drinking with the Devil,
vhich a true folk hero should Lry to avoid at any cost because it
evpnses him Lo the powver of ewvil.

On the other hand a ‘disguise metamorphosis’ can also
function as a practical joke even Lhough on second thoughis it
may have a cerlain pracltical puUurpose in the plol. Michael
metamorphoses three hundred rats into an army of servanits,

presumably hecause he decides Lo have some fun. He feels



especially attracted by the two most grotesgue membhers of tLhe

oroupr - Gibbie and Tam.

Melamorphosis as Spork?

¥hile the previous metamorrhosis iz quite harmless and
funny, metamorphoses of Gibbie at the end of Charlie’'s quest at
t.he castle hecome a horrid form of sport . It can not. he
minishnent because Gibbie has done no evil, he has only been
chosen by Michael as a new steward in exchange for the prophecy
Charlie came Lo seek. Michael uses Gibbie and Gourlay as some
kind of 2 toy for the three spirits to keep them busy and have

more time for his studies and experiments.

.. . Lthrough fatigue and wanti of feathers I dropt «¢lose to
Lhe castle whence I had set out, and the three falcons,
closing with me, first picked out. my eyes and then hy
brains. T wvas stahhed as a salnon, hunted as a roe-huck,

felled a=z a bull, and had my head chopred off for a drake.

The dinner was made of me. 1 supplied every dish, and then

wvas forced to cook them all afterward."12

Gihbie is a comic character. But his metamnorphical
evperience is btreated with Hogg's tLypical morhid sense of drastico
detail and ironic detachment.. This unusual rough mixture can he
founad in some eighteenkh-century fiction (Sterne, Swift,,
Smolletty but  Hogyg can he more savage. The detail referring to
the concrete form of torture suddenly bLransforms the comic
account and swvitches it into agrotesque horror. These violent
tvists alwvays produce uneasy feeling as if amidst laughter the
readey wvas suddenly punched in the face. One has Lo ask! isn't it
rather Loo much? To die manyvfold death is horrible enough,
especially when the poor vicltinm is completely innocent.

But Howg's world is still a savage world in this book. It

iz the world of myths and legends which express the historical,
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zaocial and psychological experience of penple in the country who
had Lo deal with various forms of violence and misfortune, and
aften became innocent victims in the conflicts they did not fully
comrerehende. They could easily become a sport in the game of men
of Dover.

The metamorphical chases do not. lack the quality of a bhad
dream - people being chased, humiliated, killed and yetl. appearing

in newv shapes, suffering fromn fear and pain and yetlt somehow

immortal, heing not so far awvay from their cartoon relatives like

\Q

Tom  and Jerry, involved in the etsrnal game of chase wvhich

heconmes the wvhole meaning and contenlt of their existence.

Metanmorphnsis as a Code

Metamnorphosis is the c¢cohesive structural element of Lhe

novel which constitutes t.he essential link betveen the bLwo
narrat ive lines. Charlie and his group finally receive the
rrorhecy coded in a wvery original form: being corrupted hy

fornication, drinking and feasting with Devil and witches, tLhey
are metamorphosed into a herd of oxen.

This metamorrhosis operates on all three levels, the
syntactic pragmat.ic (ethical), and semantic (symbolia) and
fuulfils several puronses.

Firgt, this melbamorchosis serves as a revenge of Michaerl and
the Devil, and as a display of powver over Lhe laws of Hature. In
this way they «¢an make up for the previons defeats in conflicts
with the friar. The friar is not able to return men to their
human shape hecause he cannot undo magic. But the Devil shows uop
as a gentleman and changes Charlie’'s group back Lo himan shape.

Second, the metamorrhosis int.o hulls has an ethical

w
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function: it. allegorically reveals man's low nature and gives
Michael an orportunity to pronounce his sarcastic view of
humanit.y which, under a careful scrutiny, is not so foreign to
Hogg' s nature as a writer.
[the devill” .. knows you will fume, and bully, and fight
for a few short years, sending one another home Lo his ample
mansions in myriads before your tbLime. Both he and 1 would
scorn Lo take farther advantage of being so blind ignorant
and inconsistent, than suits ocur amusemenit. We only love to
mock vou, show you your own littleness, and howv easy prey
vou would be, vere there a being in the universe that
vat.ched for ever your destruction."13
Tt really does seem to me that Hoogg loves to mock his characters
and the readsr, showing the littleness of man and how vulnarahle
he is Lo Lthe decepition of aprearances.
Hogg displays an amhivalent attitoude Lo Michael. On one hand
he seems Lo sympathise with Michael’s attempt Lo reach the

heights of human spirit and knowledge, and on the other hand the

Al

follk mythic tradition within which he writes makes him expose the

v

merils of pride. Hogg is split between Rowmantic sympathy with bLhe
ewveent,ional hero wvho stands apart haughtily from the sociely, and
the ethical demands of the mylthic mode in which Michael is doomed
to fall hecause he takes the forbidden, deadly path of Faust
- that of pride and ultimate knowledge which summons power=s which
the individual is not able to control.

Chrigtianity brings ethical order into the fluid, unstable
and often mora!iy ambivalent world of myths. In the mythic mode
wvhich works within the Christian wvalue systemn, Michael is
a2 sinner and a man morally corrupted by his paclt with the forces
of the dark, as Hogg showvs many Limes.

Third, metamorphosis provides a syvmbolic key to the impasse
at the siege of Roxburgh. It. literally shows how to conguer

Roxhurgh Cast.le. The Scots  ars t.o imitate the act of
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metamorphosis by disguising themselves as cows which the starving
Frnelish in Roxburgh castle Aare keen on capturing.

In cother words, in order to win the war instigated by wvomen,

i

hey have to tLurn to beasts and imitate the guile of tha dewvil.

i

{

Thus in this metamorrphesis with symbolic significance all the

three themes hecome united.

Metanorphnsis as Escaps

Tt. is interesting that unlike The Hunt of Fildon therve is no
metamorphosis in Lthe role of escape in The Three Perils of Marn.
Vhen Gourlay or Gibbie are metamorphosed into animals they can

never egcaps their merciless persuers. They are chased and hurt

The ancient mythic met.amorphosis as escape becomes
vnacceeptahle in the Romance mode which operates in the medieval
Christian universe. Melamorphosis can no longer bhring ahout. an
escape into another Lype of existence within the order aof Hatiure:

it remaing only a svmbolic image of man's fall.

Metanorphnsis as Fall

This iz the essential symbolic function of metamorphosis in
general, Lo which all the other funcltions are subordinated. The
=tory of Michael's fall is the Faustian version of man's fall
through his alienation from God and Hature because of his oridea
and ' abuse’ 0of reason. Master Michael as a proud seeker of
absclute knowledge and iunderstanding of metaphysical forces
underlying the reality, is doomed to failure.

Besides Michael’'s titanic fall, there are a number of small

falls that are always associalted with metamorrhosis. The
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matamorohical feast, ccan  he performed only hecause the hungry
group forgelts Lo say a prayer before the meal. When the friar

dones s, the meal is revealed in its true shape - something like

a frog's leg instead of a greasy lamb joint. After Lthe friar's
departure with the innocent maid Delany, Charlie and his

conpanions undergo a metamorphosis into oxen, which is again made
rossible only because through their sins  they lost their divine
protection.

WVhereas their fall was only tLemporary, Lhe greesdy Tam's fall
hacome=s definitive. He is the only one who sells his soul to
Devil in ewchanges for material welfare: that. is plenty of fat
meat, Since Lthe meal he gets is not a real meat but anobther
metamorphical trickery, he remains aiways hungry. His fall comes

ahout., through the sin of gross materiality.

My final aonsiderat.ion concerns the pragmatic Tevel of

metamorphosis, wvhich reveals itself through the other two levels.
It is related Lo the ethical role of metamorrhosis and
supernatural effect. . The supernatural in gensral hass an ethical
function in Heogo's work. "Hogg' s demons are agents of
justice. .. They tempt and lure the wicked to destructicon."1®

h
Ghosts in folk tales and ballads often appear as agents of
just.ice and conscience.
Groves draws our attention to a deeper function of t.he

supcrnatural, working on the unconscious level:!

"In fact his ghosts, brownies, vigions and dreams alvayvs
carry a symbolic and thematic significance, vhatever Lheir
real status in the real world. Hogg' = brownies and kelpies

are a device to invoke the inewplicahle, Lo keep alive
different possihilities, and Lo save readers from the single
vision that demands aither literal-minded helief or”
dishelief 14

Groves emphasized the significance of the myth of descent in The
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Three Perils of Man as an instructive lesson for the main hero
Charlie. Charlie falls through the sin hut emerges as a more
experienced man and "tries bto find universal meaning in his
ewparience of descent . "15

There is no doubt that Charlie ri=mes wvhile Michael falls.
Put Charlie’'s rise is rather social than metaphysical. He has
grone through the perils of man and succeeded. I do not think,
howveveyr, that. he emerges from his metamorphical fall as a changed

man as Groves argues.

"The act of of dressing in ox hides is the turning-point. in

the romance, the action that leads from despair Lo tLriumph
and harmony: allegorically, it implies that mankind may
reascend to its rigthful place in an improved vorld only
after fully accepting its universal, common hond in the

physical or animal side of its nature." 16

A= usual, Hogg's treatment is more onntroversial than it seenms.
Tt i true that Charlie u=mes his wisdom to break the impasse bhut.
it. causes another bhlondshed. As T mentioned above, in var men
inevitably " fall’ into bestiafity: Sir Ringan's men can win the
wars only if Lthey perfectly exploii the guile af evil and make
a good use of the fall. Charlie’'s victory is that. he returns
urchanged from his metamorphical ewperience anr remains what, he
was before - Hogg's image of an archetypal Scottish folk herco vho
has deep respect for the inexplicable (even to such an extent
that he sometimes ﬁakes himself ridiculous), is brave and has
a good heart. .

To survive a fall, one has to be like Charlie, Lo avoid the
fall, one has Lo ke like the friar, a product o0f the cartesian

split., whno draws a sharp line between the empirical wvorld of

science and the metaphyvsical wvorld of forces alien to man.
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v
James Hogg
THE PRIYATE MEMOTRS AHND CONFESSIONS OF A JUSTIFIED STHHER

(1824)

In this novel Hogg put Lthe supernatural fully to the use of

the psychological, producing as a resull one of the most original

wvorks of the nineteenth century, vhich makes Sir Walter Scott
leook like a pleasant, undergtanding entertainer (this is not
meant. to diminish his gsignificance and huge influence as

a founder of the historical romance offering important insights
into the Scolbtish society and psyche). Hogg, on the other hand,
presents himself as a deviously disturbing author, for whon
metamorpho=sis bhecomnes a key symbholic image of human fall throngh
axceasive pride and gnoseological self-confidaence.

Hogg iz disturbing hecause he has a disturbing tLheme t.o
commnunicate: he consciously preaches the need for mythic humility
af Bveryman when facing the mysltery of life and the world. The
k‘r*ing!wimq fall into sin, becauss they assume a totalitarian pose
of those who feel equal to God. Rational 1nderst.anding inplies
manipilation and rigid categorization which inhibits the flow of
life. The ¥Wringhims, having become 'elsavated’, lose their hold on
realilty, and Lthey live in the hermeneutic space of dogma. And
finally, unlike t.he gent.leman Scott,, Hogg, drawving his
inspiration both from folklere and the Gobthic novel, offerg
a disturbing picture of reality and human amhitions as he reveals

I1OISE Or

0

the horrors that lurk under byeacherous appearances, cons
unconscicus pretensions.

Neverthele=ss, the folk nmythic oulonnok gives Hogg a firn
rlatform, which other Romantic writers 1like Byron, Shelley,

Coleridge, Yordswvorth, had Lo construct in the air’ - on the
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ewmiritual grounds of neoplatonism or deism. In Hogy we can always
find the characters, like Charlie, the friar, Roberit’'s servant,
vhro, bheing firvmly footed in their natural down-to-earth outlook,
form a rositive contrast to the grealt sinners. I1f they fall, it

iz never so serious that they would have leost their hunanity.?

Each new book by Hogg im a new attenmpt in terms of genre and
form as Hoog tried to succeed as a serious writer. If The Hunt of
Eildon i= situiated within folk myths (the space of t.he
marvellous), in the romance The Three Perils of Man one narrative
is s=b in the space of tLhe marvellous (tLthe supernatural), wvhile
the other narvative in the space cf the uncanny (the plausible) .

The Private Memoirs and Confessions are structured along two

]
el
T

2rrelated narratives, but. in a much more sophisticated manner
than in his previous wvonrks. Pach respecltive narrative cleverly
Blends the uncanny and the marvellous and nmaintains an ambiguity
which, according to Todorowv, is the essential sbLructiiral featire
af the fantastic.2 This hesitation and uncertainty hecomes t.he
ultimate concern of the texlt on the highest level of abstraction.
T comnes cut of the clash between the narrative voices
representing  twe radically oprposed perspectives:! the editor’'s
narrative, which is told in Aa sober and rational manner: and

Robert’'s narrative told in a highly subjective and emotinnal

tone.

The sophistication of tLhe form proves that Hogg drew
inspirat.ion not only from folklore and the Lype of historical
romance Scotl had established, bul also from the tradition of the
Englizh Gothic novel and the German Romantic novel, which display
an increasing interest in excesses of the abnormal mind. Careyv

ment.inons Hoffmann's Gothic novel The Devil's Eliwir (18163,
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translated hy Hogg's friend R.P.Gillies, and "arguabhly related to

4
ol

3

Hroag' s novel"3 Hof frnann, in turn, was inspirved by Lewis's Monk

)

\

{1796), a poverful story of the moral and metaphysical fall of

a gifted preacher.

Metamorrhosis, apart from its supernatural character and
ethical and pragmatic function, becomes also a psychological
rhenomenon; Robert can he haunted by a supernatiural agenlt as well

as by a spectre of his sick and disturbhed mind.

Metamorphosis bhecomes an extremely inportant and significant
device of amhiguity in the structure of Lhe book. The
suprernatural igs confined within the prsyvchological limits

ingeniocously grounded in folk diabolic tradition: the Devil has no

powvery over good peoprle and has to use guile and deception in
orcder to win their souls. Even though bhoth Robert and Gil-Martin
fire from their golden pistols, it is Rohert whn Y¥illg

Mr Rlanchard. 4 Similiarly, it is Gil-Martin that. initiates the

duel hut it is Rohert’s rapier that is seen Lo pierce George.® As

Lhe Dewvil cannot. metamorohose  Rohert, he has to Aprply
rsycholngical means of subtle persuasion. He has to seduce
Roheri . In other words, Rohert has a romance wilth the Devil.

Az E} result af that., there iz no instant supernatural
metamorchosis of the main human protagonists, with the excerlion
af Rohert' s myst.erious companion, Gil-Martin. Fobert' s
‘metamnrohoses’ remain  hy and large symholic, and document
various stages of his metaphysical fall, and of his psyvchosomatic
decline and mental disease.

I differentiate between syhbolic images and metamorphical
changes in his case. The symbolic images are thematbtically linked

and highlight the respective stages of the fall (for instance,



caagle, sword, spider, fly). Meltamorphical changes imply
a physical and psychic change, and do not exclude a possibility
of a supernatural involvementlt: shadow, spectrs, =zombie.

211 these metamorphical changes have one common denomninator:
the loss of free will and split of the organic mythic doality of
bhody and soul. Shadow is bound to the body to which it is
attachsd; the specltre igs an extention of the shadow which appears
inderendent. of t.he subject, butl in reality 1is linked with the
=ubiect: and =z=ombie is a material rrojection of the independent
shadow! a physical form animated by a foreign force - by the
prnver of the Other.

Rohert’'s rige bLhroingh pride and his conseauent. fall into
chaos and nmateriality iz =mituated intno the context of the
eighteenth-century religioins =schisms in Scotbtland and represents
a pastiche version of Lhe Faustian fall. Roherit’'s motivation and
agpiration igs much more limited and rather hase. He does not.

aspire Lo a higher understanding! he accewnts the role assigned to

him hy his father!

" .. .Lord, I give him into Thy hand, as a captain putteth
a sword into the hand of his of his sovereign, wherewibth to
lay waste his enemies. "© '

It is one of the many subtle irvonies in the text that Rohert.

dones hecome the svnrd of his sovereign, but of the other one.

Metamorphoses of Gil-Marbtin, 2ither supernatural or
imaginary, FOI{QW the devious pattern 0of seducltion Aand
nunnishment. represent.ed by the folloving stages: the double,
amorphous self, victim. Fach stage has sSpecific ethical,

rragmatic, syntaclic and semantic functions and fmeanings in the

text.,, which will he the subiject of the following discussion.

Discussion of metamorrvhosis presuprposes the recognition of
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supernatural reading of the text . The t.axt, is, however,

Y

resented in the form of two main narratives told in different.

2]

by

verapectives: the editor's narrative and Robert’'s first person
narvative. Robert’'s narrative beging in the uncanny and shifts

trowards the marvellous: even though all the metamorphoses might

o

e, if one stretched the limits of ambiguity, interpreteaed

rmychologically as phenomena of a hyslterical or sick mind. The

ditor’s narvative, on the other hand, includes events which are

o

nrecsented as being natural phenomena (the magic lantern effect on
the top of Arthur’s Sealt)? but which can also be interpreted in

rnost cases as suwpernatural evenlis.

1/ The Editor’s Narral.ive

The choice of the narrator-edibor as A s0lid rationalist,
v eliminates the explicit supsrnatiiral interpretation and
nresentation of the facls., Fven thoigh the editor’'s narrative
2ODRAYS Lo have no metamorrhoses of characters, the narrative
insludes threes dramatic situations which aconstitute three major
dramatic peaks of the narrative. A1l these scenes involve some
kind of poverful metamorvhical change of t.he protagonist or the
selting. Tt is not a mere metaphorical chénge; it.t is a dranmnatic
change in physical gshare and substance and thus it comes close to
metamornhosis.

The editor's discourse should he kept. separat.e from bthe
characters and plot discourse which often present views and facls
vhich are not compatible with the editor's views. In the
editor’'s discourse metamorvhical events are presented as uncanny
events. If he is Lo deal with events which are mnore openly
suggestive of a supernatural nature, he sters back and presents
the events in  the characters’ discourse and refrains from any

comment. . The c¢ircumstancess, howvever, in which the events take
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nlacs, always undermine t.he absolute wvalidity of reported

=urernatural facts, because such events= always occur in

situations of inferior visihility and enotional exciltement.

The editor’'s narrative is conceived as  an account. of

onflict. between btwo families, which is placed in a hroader

=
(=1 £

L

sncial and political caontext of early eighteenth c<century

Scot.land. The conflict originates in the family of laird Colwan,

split by fundamental differences between the old laird and his
=1

bigoted wife.

"The laird Qas vhat. his country neighbours called a 'droll,

careless chap,’ with a very limited proportion of the fear
of God in his heart, and a very nearly as little of the fear
of man. . his lady was the most. severe and gloomy of all

bigots to the principles of the Reformation."2

he conflict is ' inherited’ by the two c¢hildren - George

~3

Colwan and his illegitimate brother Robert Wringhim, apparently
a c¢child of Mrs Colwan and her adored friend - the fanatical
minister WYringhim. The conflict hbetwesn Robert and George is
trigogered off at the tennis matah, the first, of the three
dramat.ic peaks of the editor’'s narvrat.ive. The second dramat.ic
matamorrhical scene bLakes place on the top of Arthur’'s seat.. The
third scene involves the night duel in which George is killed.
Thesme scenes are treated in a much more complex manner Lhatl,

t.he rest of the narrative which uses primarily the technigqiie of

’

[

elling’ ahont things=, in other wvorrds, a simple summary of
events. Each scene either corresponds to some kind of physical
and mental bLransformalion of Robert, or it initiates such a

significant change. In the scene of the match Robheri appears as
a dark, sinister shadow!: on the mountain as a shadow monster: and

finally, due to his full involvement in evil, as a =z=omhie.



The Shadow

The =scene at t.he tennis match shows the origin of the

animnsity beltween George and Robert. Robert is envious of the
social success his step-bhbrother enijioys, and decides to bring
about his social fall, and later on his physical fall - death.

First he bacomes a nuisance, then after succeeding in provoking
a violent reaction and consequent guiltl, he Lurns himself into
a haunt.ing figure and follows George on every step.

During the first dramatic confrontation George hits
a2 hlack-¢lad hoy who has been deliberately obstructing the tennis
mataeh and sneering at George. When George learns that the boy is
his own brother, Ganrge puhlialy offends him by saying that
Rehert, is an illegitimate child of his mother and Reverend
U¥rinohim. What he says is thought Lo he a much worse thing than
the rhysical assault. Rohert assumes the attitude of a hurt child
- he ewposes his hleeding face in an obvious efforlt to raise the
fealing of guilth in George and syvmpathy in peoprle standing
avround.

There seems to be nobthing supsrnatural about the whole

sScene but, t.ha narrator drops  sohe dark  hinbks referring Lo
H_ﬂ‘le—‘d‘r"’
" . .the same devilish-looking vouth attended him as
constant.ly as his shadow ... .and ever and anon his deep and

&)

malignant eye met those of his elder brother with a glance

= fierce Lhat., il somelimes startled him. "9

o]

This ewxample illustrates well the interactinon of the
editor’'s explicit discourse ‘and iliLs implicit. connotations, and

1= -hows  how the supernatural aelement is introduced. The

iy

If

surernatural i introduced in the form of metaphors and
comparisons which  the reader or some of the characters take

literally.



The rationalist editor chooses to present 'the malignant
ave' ag a fact and does not go heyvond the empiric description in
thiz case. In fact, there i= no need to refer to the supsrnatural
connotation of t.hea Tevil eye’ hecause itt wam a well-known
connotat ion which every reader could understand at this time.

What. is a mere metarhor for the editor, hecomes real for
Gecrge; the reality is changing into a nightmare as Rohbert sets
1ig mind on a psychic and spiritual vendetta. He is transformed
intn a haunting figure which keeps feollowing George at every
stex. He manages Lo disaredit George in front of the publia and
ives him by constant attendance to seclusion.

"...the attendance hecame more and wmore constani, more
inexplicable, and altogether more alarming and insufferable,
untitl at last Gaeorge was fAairly driven from society, and
forced to swpend his days in his own and his father's
lodgings with c¢losed doors. .. The attendance of bLthat brother
wvas now like bthe attendance of a demon on some devolted heing
that. had sold himself Lo desbriuctiaon; his approaches as
undiscerned, and his lonks as fraught. with hideous
malignity. Tt vas seldom that he =aw him either following
him in the street=s, or entering any house or chirch after
him: he only abpeared in his place, George wist not how, or
vhence " 10
It is as if Robert undervent a metaphyvsical meltamorphosis:
he follows Genrge atlt every step and seems Lo be able to read his
thought.: " . this unaccountahle being knew all his moticons, and
every intention of his heart, as it were intuitively "11

The suggestion of the supernatural nature of Rohert’'s
metamorphosis is reinforeed by other faclts:!: first, Roberlt hegins
to haunt his brother in silence:! !2 second, when George decides Lo
make a reconciliation with hig hrother, he achieves a temporary

vazt.. But when he "bhegan to indulge in a little more liberty"!3

the demon is back as the following scene on the top of Arthur's

Seal proves.
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Thus  an irvonic tension im created hetween the rational
swvregsentat.ion of  the facts by the editor and between their
implicit meaning, created by their metamorphical quality - a
amiliar thing is turning into the terrifving and excilting
unfamiliar one - the Other. Robert, a spiteful religious fanatic,
iz turning into a haunting shadow which may grow into a monslter

as the newt =cene reveals.

Tha Specltre on the Mountain

The scene on the mountain finds its climaxw in the appearance
of A frightful giant. apparition which takes the likeness of
Pohert as if the omnipresent shadoy, wvhich spoils all Lhe fun in
Georue's life, were metltamorrvhosed into a monster.

This sScene is covered in bhoth narratives, and in both
narrat ives it serves as a peripetlteia, t.he last chance of
reprimand. George of fers another reconciliation but his offer is
cpitefully turned down by Roherti.

The erpisode provides powverful mobtifs which are semantically
Tinked with the themes of the novel: the bLricks of liochts with
Lh=e deceplive nature of aprearances, the opening rit with the
theme of the Fall, the image nf the web reappearing later as the
cent.ral image of Roherit’'s existential situation, and finally Lhe
molif of shadow linked with guilt and fear.

The whole metamorphical episnde is Again presented as

2 natural ewvent with supernatural overtones. The episode on the

pl

mountain im also a fine ewample of Romantic writing, situated in
the dramatic scenery, on the top of Arthur’'s Seat, overlooking
Edinburgh, with George as a voung, lonely protagonist facing bLhe
overwhelming beauty of nature and its ‘magic’ rerformance of
colours, light, and shadovs.

Hogg begins with a direct account of by the editor of how



.
Wl

seovrge went for an early tmorning walk after the troublescome days
when  he had been haunted by his malicious brother. The whole
Sscene is laid out with grealt care, with the aim of introducing
the factor of uncertainty of perceptioni: all images of nature are
interlinked with states of mind in a sophisticated manner

revealing the influence of Romanticisnm.

The spectacular scenet*is full of metamorphaoses.

He is "involved in a blue haze, like a dense smoke, but vet

in the midst of it the respiration was bLhe most refreshing

and delicious."14

Even within the space of one sentence, wve «an observe
protean changes. The blue ha=z=e is followved with a dense smoke,

vhich has connotations of danger, fire, suffocation, hut also the

rositive cennotation of warmth, human presence. The et
oh=servation brings Lo attention the Aaspecth of a positive
transformation - recovery and appelite:

"The grass and the flowvers wvere leoaden with dew; and, on
taking off his hat. to wipe his forehead, he perceived that.
the hlack glossy fiur of which his chaperon was wrought, was
all covered with a tissue of the most delicate silver
- a fairy weh, composed of little spheres, so minute that no
eye could discern any aone of them: yet they were shining in
lovely millions. " 15
The dew on the sinistesr black fiuir of his chaperon forms some
kind of proltective halo produced hy "magic’ of natures. A natural
weh does no harm, but symholic webs of human lies and pretensions
maks A trap into which Rohert is falling.
Hogy uses with greal skill a juxtaposition of nature and
human mind. T1f the mind is clear like a mirror, it reflects tLhe
beautly and ovdsr of nalture: once bthe mind becomes distorted wilh

fears and 'unnatural’ emnobions and ambhitions, it can also project

them into ohiects of fear:! into spectres and monsters.
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Vhile George experiences the unity with the heauty of the
morning natiure and behaves with respect, he is safe; he cannot
undergo any kind of metamorphosis.

The allegorical image of a web, implying a btrap and a spider,
returns in another context at the end of the novel, when Roberti
becomnes trapped in the net of the weaver and hangs upside down.
lovely sight of a halo of light is contrasted with
a darkening haze:!: now more like a dense smoke, which seems to be
rising from the bottiom of the valley, looking like a "pit. of
darkness"17 And out of a pit of darkness all sorts of dark things
may come .

Setting the scene full of tricks of light which deceive the

eyve, the editor ends the first part of his vivid evocation with

hi]

passing refmark which ¢leverly introduces wvhatlt is Lo come! "The

little wee ghost of the rainhow. "128

At this singificant momant the editor chooses to break the
ac:count ard remark that:
"Such was tLhe description of the rmorning, and vivid shadas

of the hill, that George gave to his father and Mr.Adam
Gordon that same day on which he witnessed them; 12

Once the concept of the ghost is mentioned and anchored in
the subconscicous, it can be easily bLransformed into an image,
that image hecoming a vision, apparition, ghost, especially when
George's union with nature is disturbed by recollections of his

broth

]
|

r's frightening 1looks, vhich are associated with feelings
of guilt. And precisely what he feared happened.

The wvhole arpparition lonks like George' s brother
metamorphosed into a huge terrihle monster.

The subjectivity of the wvhole =scene is emphasized by wvords

indicating perception and mediation throigh the hero’'s senses,



"he saw  every feature.. . nothing but its browv and eyes were
ssen. . . George conceived it to be a spirit+20

The huge ghost disappears only when George runs into his
hrother, who is crouching behind hin.

The reader is left. in uncertainty - was it a ghosi., or was
it. a2 mere hallucination, or was it a projection of Rohert’'s mind?

In case the reader is 1mahle Lo find a natbural explanat.ion
of th= event, he is offered one in order to provide amhiguity.

I suspect that Hogg created the character of the honest and good

Mr . Adam Gordon only for the sake of giving a rational
intepretation of the event. Mr . Gordon explaing the wvhole
evperisence as a trick of the light., while George resolulsly
denies it.. Having done his dob, the character is dropped and

nevey appears again.
In the eprisode on the mountain, Hngg strikes a skillful

alance hetween the uncanny and the marvellous effect.

The Duel - Rnohertit as a Zomhie

The third mest significant dramatic scene is bLthe night dnael

in vhich George is killed. It includes tLwva eventual
metamorphoses ! that of Rohert's nmnysterions CompAanion into
George' s friend with whom George had a quarrel, and a rhysical

transformation of Robert., which makes him resemhle a =ombhie.

Hogg in this scene again maintains ambiguilty in a brilliant
way. Onee again a supernatural metamorphosis may be involved. The
whole scene iz descrihed by one of the twvo wibltnesses,
Mr= Calvert. . She is inclined t.o seek a supernatimnral
interpretation of the events she witnessed.

She bhelieves that Gecorge was not killed by his friend but by

Robart in a covardly fashion, from behind, while he vas busy



fight.ing with a person who looked like George's friend, bulb it
conld  not have been him, because she saw him leave, with no
agruzdge against George and heading in another direction.
"L one of them wvas extremely like Drummond . .. I was
certain it was not. he, because I had seen the one going and

Lhe obtbher approaching al the same time, and my impression at

the moment was, that T looked upon some spirit, or demon, in

his likeness. 21

The editor does not present. his views!; Lthe whole situation
remains amhigunus - she may be right but she may be also wrong,
due to the deceptive visihility at night.

The question of seeing is a key factor with regard to the

aspect of hesitation in fantastic literature | as Todorov argues:

"Either total faith or t.aotal incredulity would lead us

heyond the fantastic: it is hesitation wvhich sustains its

life "22

Todorov distinguishes hesitation hetween the real and
ilTlusinnary as an’ error of rerceplion, and hetween the real and
the imaginary as a confusad percention 23

Tf a writer wants to introduce siich an ambiguity, he has to
creat.=s the conditions which undermine <c¢lear perception, either
chiective or subjecltive. Thus the duel takes place at night when
the sight fails and our imagination can play tricks. Furthermnore,
Mrs Calvart does not make the most  btrustvorthy wvitness - first
zhe iz a praogtitute, second, she iz a thief, and finally, she is
a woman, as a witness cconsidered less reliable than a nmale
wvitness in that tLime. On the other hand, she does not lack
a certain dignity.

The fact. that Rohert’'s mysterinus companion resembles Lthe
accused perscon may bhe a confused perception (a4 failure of sight)
or it may bhe a skilful disguise.

It ¢an be also a melaphysical metamorvhosis of Robhertit's
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demonic companionn, vhose mysterious chamelenn-like qualities are
confirfed by other witnesses.

Robert. seems to mass through the svmbolic stage of George's
dark shadow and leaves the scene as a sort of =zomhie, a aclumsy
corpse animated by some evil power:

"He walked as if he had been flat-soled, and his legs made

of steel, without. any joints in his feet or ankles. "2Z4
This spiritual and mental side of this change receives due

attention in Robkertit’s narrative.

2/ Rohert’ s Narval.ive

Hohert’s narvalive offers a fascinating insight. into his
inner world and presents the events from his perspectives. His
acoriuunt. fills in some gaps in the editor’s narrative. Th offers
an acoount. of his first evil c¢hildhood pranks and acts (for
instance the way how he managed tLo have his rival M'Gill expelled
from school) . We can getl a full picture of the particular stages
of his fall.

¥a can follov his account as a fall into thes chaos nof mental
illness and noral disintegration due to his faulty leogic of
predaest.inat ion and conseqguent guill, or as a rastiche of the

Faustian rride and a fall due to associaltion with forces of bLhe

dark.

Metamorphosis playe an even more dominant role here! apart
from the symbolic images (web, spider or fly) and metaprhors or
permsecni ficat ions (swvord in God's hand, eagle), Robert undergoes

metamorrphical changes, wvhich were discussed ahove. Nevertheless,
he dnes not seem Lo undergo a metamorrhosis in the traditional
sense . The traditional metamnovrphosis is connected with tLhe

character of his mysterious companion Gil-Martin, who engineers
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Rohart' s fall.

The editor’'s narrative presented three symnholic
metamnrrohical imacges of Robert! shadow, specltre., and zombie. With
regard Lo the symbolic images, Groves emphamizes the image of the
net. or weh as a central symbol,2% vwvhich implies a spider and
fly or a weaver, fisherman and fish. In other words, a hunlter,

iz Ltrap and a prey. The metamorphoses of Gil-Martin are closely

T

related to Roherit's stages of fall because of the mysterious 1ink

wvhich grows between them. This is the theme of the following

discussion.
Metamorphoses of bLhe Mysterious Stranger

The Mysterious Stranger, a favourite disguise of the Dewvil
folklore, engineers Robhert's fall. In order to achieve his
gnals, he makes use of meltamorphoses as a disguise and means of
decewtinon. He appears in these basic forms: a doubhle, a pearson
with a familiar amorphous face, and an oriental magician. As
a domihle he imperaonates Robhert and his victims.

Refrore wve can discuss the role of the=se metamorphoses and

their significance, we should try to clear the mystery of the

-

origin of the Mysterious Stranger, who chooses to «¢all himself
Gil-Martin.
Yho is Gil-Martin? It is not easy to find a satisfactory

answer. The easiest answer is the Devil.

"...but if he is the Devil, Hogg's representation of him is
highly effeclive. He avnids the old traditional picture of A
horned monster and presents a slAve, attract.ive
double-dealer . "26

The Devil is also the master of disguises and delusions, the

master of seducltion.
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£ he is tLhe Devil, then we face problems at the end of
Frohert's narrative, when Gil-Martin shows signs of distress and
despailir:’

"How changed was now Lhat majestic countenance, tLo one of
haggard despair - changed in all save Lhe extraordinary
likeness to my late brother "27
Why does does he drive away the demons that attack Rohert?

T= it another trick Lo make Rohert do what. he wants?7 Why does he
mivrror RPohert's gstate of mind and hody? He repeatedly stiressesg

their powerful attachment: they have bhecome inseparable.

"T am wedded to vou so closely, bLhat T feel as if T were the
same person. Our essences are one, our bodies and spirits
being united. .  "2%

"T have attached myself to vour wvayvwvard foritune. .. and it has

been my ruin as well as thine. "2°

This c¢cann be esasily explained within the uncanny in the

rsvcholrngical interpretation: Gil-Martin as a haunting doubhle is

the mroduct of Robert’s mind and reflects the stages of his fall.
Gil-Martin, however, is more than a mere double or part nf the
self!
"On the other hand, Gil-Martin hecome an independent figure
hy wirtue of his sense of humour, which constantly sescapes
Wyvinghim. .. "39
This interpretation ~ leads t.o another supernatural

explanation: Gil-Marbtin is, as the name suggests, Lhe avenwing

spiril or character M Gill, PRohert' s rival from school, who was
exvpalled from school hecause of Robert’'s scheming and
disappreared. M Gill was a son of a witch. The name Gil-HMartin

using the surname as his first nams. Robert
can e held responsihkhle for his spiritual fall wvhen he deprived
M"Gill of the opportunity of becoming a decent rerson.

This would ewxplain the growing dispair Gil-Martin displays



a2t the very end nof the story hecauses he has to pAy for bLthe powver
he has acguired from the forces of the evil .o achieve his aimn.
in this sense his end and desperate fight with bLhe denons is
reminiscent of Michael's last hatile, even though it lacks Lhe

monumental mythic scale.

Gil-Martin does not receive much attention in the editor’'s
narrative: he was evidently developed by Hogg in the course of
wrilting the story. His existence is first reported by Bel Calvert
in the lagt part of the editor’'s narrative. She and her lover
eve-wviltnesses of the night duel. She describes Robert’s companion

az a supernatural being, completely in charge of the situation.

b

Te Tonks exactly like George's friend Drummond in his highland

A

~1othes. There are especially Ltwo peculiar fealtures which mnake

~

2

im a strange, disturbing characlter if nobt Lthe Devil in perscona.

o

During hoth encounters with Mrs. Calvert he is avare of her
nregence wvhile anwious Rohert is nob. He actually seems Lo play

a double vrnlse and lLries to expose Rohert.

"T thought all this wvhile T wvas closely concealed from them,

and vondered not. a little when he in tartans gave me a sly

nod, as much to say, "What do you think of this?™ or, "Take

note of what you see..."31

The second disturbing feature is that. the stranger enjoys
the event. Vhen Robert kills George and the lover of Mrs. Calvert
shout=s at them in anger, in protest of the foul play, "the
unnatural fiend in the tartans answvered with a loud exulting
laugh" 32

The

'S

e are two previous situations in wvhich an anonymous
figure plays the important role of a catalvst, and which could be

connected with Gil-Martin. During the first case a ’'shtranger’

-+
bd

ells George that Lhe voung man obstructing the game is Robhert..

Angry George publicly offends Rohert by referrving to him as an
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illegitimate son. During the other case an anonymous person stirs
up a mob against George and his friends. In Robert's narrative
hoth acts are done hy Gil-Maritin.

After his appearance at Lhe =cene of Lhe night duel,
Rohert’'s companion assumes an important role in the rest of the
narrative, the role of the Devil or an evil being which is in
cnntrol of Rohert.. Their interrelation becomes the subiect of

Rohert.’' s narrative.

The conly full metamorphosis is connected with the mysterious
styranger Gil-Martin. I1f Hogg allowed a met.amorphosis of some of

the human characters he wvould destroy the careful balance hetween
the Ltvo interpretations, swaying the story decisively ifLoward the
marvellous.

The first metamorrhosis of Gil-Martin tLakes the shape of an
ident.ical double.

Identical doubhles were in fashion long hefore Stevenson and
Hoag. Karl Miller gives an out.line of the development of Lhe
aconcept, of the double, which can he traced back to the ancient
mystic duality of spirit and body. Miller locates the rise of

interest in doubles into the eighteenth century:

"Mesmerists or Animal Magnetltists went in for an experimental
separation of the second s=21f and bLthe romantic writers went,
in for its cultural exploitation. "33

John Herdman hrings attention to one of maior figures in the

field of what is today aometltimes called paravsychology,

G.H.Schubert, who coined the nolbion 'animal magnetism’

"Tn the magnetic trance, thse forerunner of hypnosis, there
wvas often startingly revealed a second personality arising
from the dark side of bLhe mind, its 'shadow-side’ or
‘night.-side’ . *34



‘night-side’ ."34

Mesmerists and Magnetists regarded doubles as obiectively

existing beings of another order of life. On the other hand the

raticnalists proclaimned  the supernatural rhenomena ta he
delusions of a sick mind. These two epistemologies inspire the

epist.emnlogical ambiguity in much of Romantic literature.
Al=o Robert’'s doubhle can be a psychological projection of
a split. mind, a symholic representation of free will: or, il can

h= a supernatural being (devil or ghost) or the character of

M’ G111 endnwved with magic.
The= moment. of appearance of the stranger reinforces tLhe
tLraditional moral Aaspect. of the story: the stranger appears at
he momnent. of the highest elevatlion of pride, when Rohert feels
to he ahnve Lhe wvhole wvorld as he was proclaimed a justified

peYSOn.

[T wasl "a dustified person, adopted among the numher of
God' <¢hildren - my name written in the Lambh’s hook of 1ife,

and that no hypast transgression, nor any futaure act. of my

cwn, or of other men, could be instrumental in altering the

Adacrees “"35

-

This moment of hlinded pride, when man set himself apart
from laws of morality, brings about the heginning of the terrible

£all., and  tLhis iz also A moment. of a metaphorical inner

[

ransformatinn, as the chains of morvality are loosened, the heast

ingide, Hyde or Steppen ¥Wolf is set free.

The firgst, stage of the fall is= the HNarcissus stage
- courting the self. The  hevrno falls in love with his own
heaut.ified image, with his idealized self. The other =self is in

every respeclt more efficient and capable, it prompits the means of

rat.ificat.ion of the self. Tt cffers all the forhidden fruit and

[t

all the ewaitement .
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Rohert returns from this first encounter fatally bLransformed
and hound with the other self: he "was to stick to me for good or
for evil."3%® Even his parents notice that he is changed. PBut. when
Reverend Wringhim hears that the stranger adheres to tLhe
religious principles in which he had brought. up Rohert, he

beaoomes convinced bLhat everything is all right .

The second Lime Rohert meets the stranger, he finds that the
stranger assumed a new appearance, which he can not figure out.
The =stranger reads a hock which looks like a4 PRibhle but il is
written in a foreign langusage and igs filled with red lines and
versaes. This is an obvious cue for the reader, but  not. sn muach
for Raobert, whnse senses and reasnon are allured. The stranger is
alsn ahle to read Rohert’'g Lthought s Ha of fers Rohert,
a =m=emi-scientific ewplanation of his chamelecon ability as some
Lind of an ahsolute empathy.

Li"is a natural recul iarity in me, over wvhich T have not
full control... by contemplating A face minutely, T not only
.tain the same likeness, but,, with the likeness, I attain

t
the very =same ideas as well as the sanme meode of arrvanging
them. . "37

Yhat. is the significance of his chameleon, or protean,

Groves argues tLthat "The theme of the novel iz the relativity
of the human self, which is shown Lo be a fiunction of time,
process, nature, and society."32 What Gil-Martin can do is hevond
human limits, bevond science. The factht t.hat, Robert helieves the
stranger is another proof of his blindnessg caused hy his
unlimited faith in dogma. He loses the tLouch with reality. By
pride he raigses himself Lo dangerniis heights of ahstraction and

thinke that he can perfectly understand obther people and «an
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judge them and put. them to death. His fall is inevitahle.

Gil-Martin assumes shapes o0of other characlters as well.
During his third metamorphosis he changes into a moderate, pious
priest, Mr.Rlanchard.

He appears out of novhere, which is quite common for Hogg,

zinply because the characler is needed at tLhis stage of Lhe
=tory. This only proves Hogyg's lack of concern for a careful

conrpnsibion. Suhsidiary characlers come and go and rarely play
any significant. role they might play if Hogg maid more attention

to plotling and casting the characters.

Mr Blanchard is needaed for a numher of reasons! his murder

isz  Rrohert.’s first miurder and aerves as an initiation into Lhe
evil: Mr.Blanchard is also another wvitness of the physical

existence nof the stranger! Mr. . Rlanchard is one of thosge good
neon]le who warn Robert not. to trust his evil companion.

Tn the «ca=se of Mr. BPlanchard the metamorvhnsis seems Lo he
only a display of pnver, annther signal which Rohert, misses

unlikxe the reader.

Othery metamorphoses into douhles are merely funchtional on
the syntactic level aof the tewxt. Gil-Martin metamorohoses into
a young priest who is seen with pistols leaving the spnt of orinme
and wvho is later found guilty and executed for the murder of
Mr Flanchard.

The =same trick is evidently repeated by Gil-Martin on the
night duel: Gil-Martin assunes the shape of George's friend with
whom George had a quarrel and who is therefore accused of killing

~

George.
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The last bLype of mebtamorphical double is the haunting douhbhle
conneclted with ethical metamorphosis.

After the murder of George, Gil-Martin assumes the likeness
of  George, which iz noticed also by other characters in the
nrrvel, and thus constantly reminds Rohert of his arime.

Again the same pattern is repeated! the shranger selectlts
a vicltin, confuses the circumstances and lets other characters or

institultions te commit the acht of injustice and crime. As a Lrue

agent he can only provoke and has Lo win the sinner

hy guile, and nolt by sheer pover.

The Fall

The Fall is the central theme of the hook. Hetamorphosis is
a syvmnholia representation of the Fall. let us now explore the use
and treatmenlt of melamorrvhosis fron Lthe overall perspecltive of
the spiritual fall.

Yho i in a fallen state? Reverend Wringhim through his
doctrine of predestination: Lady Dalcastle, who leaves  her
hushand and child, has an illegitimate child wvith Wringhim, and
holds false veligious views: the noble prostitiute and thief Bell
Calvert: Lo some evwtent also George, due Lo his tLreatment of his
brother and lifestyle which deprived him of spiritual protection.

The esmential fall for us is tLthe fall of the major
probagonists: Rohert, George and the editor.

Robert’ s metamorrhosis ig eggsentially symbolic even though
it is marked by merg.al and physical changes due t.o his
metaphysical fall and psychosomatic disintegration. Because of
its symholic nature which operates in hoth bthe supernatiral and
natural epistemology, Heogg had to pay much more attention Lo the

ry and to the «aclusters of

rsychological aspects of the stor



thematically linked images. He had to bhe much more subtle bLhan in
his previous bhooks.

The theme o0of the sysholic wmetamorphosis of Rohert into
a helpless hlack fly caught in the webh of delusions is
interlinked with both physical and abstract inages of the Fall

from height. into a pil. of darkness.

Y

Petri has made a number of useful obhservations during her

D

close reading.

"Tt is significant. that the lady retires to the upper part
of the  Thouse for, throughout, the book, the Wrinaghim
doctrines are descrihed amiguously as "high' and 'elevated’ .
The Wringhims may aspire to heaven hut they have also lost
any down-to-earth ahility Lo relate their heliefs Lo daily

life. Furtherfsiore, tovards the end of Lhe book we are
reminded that, the Devil is also caltled ' Lhe prince o Lhe
air’ . "39

Lt the ternnis mat.ch Robart actuually hkrings George dowvn on
the garound even though he himself gets knocked dovn too wvhen
Geonrge ran inta him. Roberlt pays with his own fall, both in Lhe
phveical =senses and the melbaphyvsical sense. This pattern is only
raepeated later on. Gil-Martin seems to he doomed t.ogether with
Robert and at the end of the novel they seein Lo share the sane
fate, unless ve consider it another Lrick of the Devil who tries
Lo hring Robert to suicide - another serious crime, considered an
act, of utmost defiance of God.

This idea is alspo fornmulated by the editor as a theme at the
end:

" .. bhut in this day, and with the present generation it will

not  go down, that a man should bhe daily templed by the

Devil, in the semhlance of a fellow-creature! and at length

Tured tno self-destruction, in the hopes that this same fiend

and bLormentor was to suffer and fall along with him_ "40

Robert's feelings of high elevation find Ltheir expression in

the comparizon involving the image of an eragle:

I
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"T felt as if I could have flown in the air, or leaped over
the tops of the trees. An ewaltation of spirit lifled me, as
it were, far above the earth, and the sinful creatures
crawvling on its surface; and T deemed nmnyself as an eagle
among the children of men, soaring on high, and looking with
pity and contempt on the grovelling creatures helow. "41

And the wvery mnoment. he ceases Lo he in Ltouch’” with reality,
he is "seized’ by the Devil. At this moment he meels the agent of
the dark who was invoked by Reverend Wringhim' s blasphemnus

roclamatiom that *A11 the powers of darkness. . shall never he

o]

ble to pluck yvou again ocut of your Redeemer’'s hand. "42

W

George’'s elevation on the mountain is the exact orposits of
Rohert’'s elavation. He dnes not separate himself from the wvorld

and the general order: on tLthe contrary, he experiences unity with

His smense 0f harmony and unity is disrupted by the thought
of Robert and his haunt ing looks. The aprparition he sees ernerges
from a dark oloud helow hin, which lies on the valley:

" . .but the c¢loud of haze lyving dense in that deep dell Lhat,

geparates the hill from the rocks of Salishury, and the dull

shadow of the hill nmningling with that cloud, made the dell a

pit of darkness. "43

Similarly, Rohert is emerging from the darkness helow. Once
again George runs involuntarily into Fohert and they hath fall
down near the edge of the cliff. This physical touch breaks the
srell for hoth of them: heing brought down Lo earth in t.he
rhysical sense  they are returned Lo reality. George again hits
Rohert in an outburst of anger but wvhen he comes fully tn his
senses  and sees  his bhrother reduced tto a pitiful figure, he
of fers another reconciliation. But Robert refuses it when he
realizes that his life is nolt in danger.

Rohert consciously denounces physicality under the influence
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cf most orthodox puritanic conventions - he hates women, he is

a scholarly type in conbtrast Lo George. His true nature, however,

siihlimates and reveals itself during his fits of amnesia and
=plit personality when he finds himself accused not only of other
miirders hut also of drinking and sewxual abuse.

Down-to-earth realism seems to be the best cure and
prrotection against Robert, who metamorphoses into some kind of
demon. Another example can be found in t.he scenas wvhen he
discovers Mrs.Logan and Mrs Calverit hiding in a thicket . It is
again a physical conflict wvhich brings him down from the heights

f his pride as the twvo women overcome him easily and bind him

D

with straps of garter. Mrs Calvert reports the metamorphosis Lhey

crmild witness!:

"1f a demon could inherit flesh and bhlood, that vouth is

rrecisely such a being. .. The depth and the malignity of his
eyve is hideous. His breath is like the airs from a charnel

house, and his flesh seenms fading from his hones, as if the
worm that never dies were cnawing it avay already. . .
While we were handfasting him, I felt. his body to he

feebhle and emaciated. .. "44

Yel thesea healthy falls cannot pravent. the spiritual fall
and his mental and rphysical disintegration which results in
a =ocial fall as well, ard makes Rohert an outlaw and ocutcast

it il he decides o escare hisg suffering hy the last "elevation’

or npliflting: the suicide by hanging himngelf.

Hogg' s work is themaltically ce¢oherent hecause it draws  the
Lhe narvrative oonventions from ancient, folk tradition and fromn
already established conventions of the Gothic novel. Carey
mentions Levis's Mok and Hoffmann's The Devil's FElixir as

socurces of inspiratinn. 45 Both these hooks have a religiocus

<
T

fanatic as the main hero who becomes corrupted through excessi

in. Medard and Ambrosio hecome corrupted through the power of

s}
s



ansach, Rohert, through the power of thought (a doctrine).
Homffmann' = tale is situated within Lthe uncanny, his metamorphoses

in reality disguises and the supernatural doubles turn out to

he tLwins. Lewis's tale tzkes place in the space of the marvellous
and the supernatural.

Hogg Lries to syntheltize the twvo epistemolngies and allow
for hoth of them. This does not mean, however, that he would not
present his point of view, no matter how distanbt he makes himself
fynm the tLe=t . His own view comes out from the tbLhematic
ontological clash of the tLwo contrastive narratives and the
ironic epilogue. The editor rpresents the evenits as natural ones
but. ends up in uncertainty as many coritics have already noliced;
he ism ot ahle Lo cope satisfactorily with the facts in Fohert’'s

diary and refuses Lo treat the story as a record of reality:

", T account  all the rest either dreaming or madness: or,
&  he says Lo Mr. . Vatson, religous parahlse, on purpnse to
illustrate sowmething scarcely tangible, hut. Lo which he
serans to have attached great weight "49%

'or instance Petrie agserts:
"Despite his ralional education, it is the FEditor who is

lefl. confused about  wvhat actually happened and  how to
avaluate it "47

In fact, the edibtor dnes not end up in confusion as the
followving ewxample may show. The editor sinmply discredits his
sources and the tradition, saying that the bLradition originated

in the first printed version of the text and claims the facts Lo

he fiction.

"...and the numerois distorted Ltraditions, which remain of
that event, may be attributabhle Lo the work having been
printed and burnt, and of c¢ourse the story known Lo all

orinters, with their families and gossips."4©

The ontological theme is tLhe fall through pride which leads
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him to helieve that he c¢an bhe like God. Rohert's fall is clear,
bt what shape does the editor’'s fall take?

The editor "'falls’, or fails, what, he orides himself in
mo=t.! the abhility to understand the reality., Tn his rationalisn
he misses the metaphysical dimension of being. And not only that,
he fails to understand the story even as a fahle when he admits:

"With regard to the work itself, I dare not venture a

judgemant,, for I do not understand it."42

In this sense he is reduced in status compared to the
=slightly ironic, self-assured tone he assumed at the heginning.
He decided Lo dismiss Robert’s narrative as pure fiction, lacking
any real substance.

In this respect he hehaves like tLhe modern rationalist man
hefore his Faustian Fall, discarding or re-interpretating all
wvhat is beyond the rational grasp. A subjecltive account, like
Rohbert’' s narvative, is taken as fiction, something which may have
some meaning and message bul hecause it is not. Lhought to he real
it ig found .o he insignificant..

And thus the rationalist walls himself against all that is

-~
T

foreign and strange and confines himself into the city of reason
and science. The FAall of the rational man finds its powerfil
evpressiocon in haiunting image nf Kafka's Metamorrhosis! one day an

orderly man wakes up metamorrhosed into a huge insect . ¥W¥hatl. vas

il

uppressed haz hroken the barriers and invaded the confined space
of

the ity of his own self. But that. ig another story, and

annther fall: fall through suppression and ignorancae.
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Fraterti Louis Sltevensnn

THFE STRANGE CASE OF DR_OJEXKYLL AND MR.HYDE

Tn his story The Sirange Case of Dr Jekyll and Mr Hyde

tten 1828%) Stevenson has created the most powverful image of

[

{wy

metamorphosis in the nineteenth century.

The metamorphaosis signifies a Faustian fall of Jekyll into

Hewde | the personification of all that is hase, amorphous  and
evil: he is *the Other’, cprosed to everything that the

humanistic tradition of western c¢ivilizabion represents. The

can bhe read as an allegory of the fall whiach hecomes
inevitahle when the hevro gives up the eternal swpiritual struggle
Ietwvesn the good and the evil in human soul and "woes to the
Devil’ ! or it can be read as a symbolic case study of a split hy

meanss 0f metamorphosis due Lo Lthe trammatic pressuare of moral

Metamornhosis playvs an 2ssential structural role in the
story. T4 is the sourae of narrative conflicts and it also

wravidaes the narrative vattern by creating the central mystery of

b

the stranges relation hetwveen Dr. Jekyll and Mr Hyde. As a result,,
the =tory takes the form of a mystery tale with the lavyer
Utterson as a private invesligator and his friends as witnesses,

oroviding various narratltive voices.

The shift of emphasis from authorial discourse to
characlters’ discourses introduces an element. o0f subiectivity
wvhiach, along with realisn in the c¢haracterization, produces

a ¢cervtain ambiguity hetween t.he allegoria and the syvmbolic
vsychological reading of the story, especially with regard to the

ayvmholic role of the majior protagonists;: Hyde need nol appear



=vil, and Jek¥1l or Utterson need not aprear so positive. Such

a critical approach means, however, a serious manipulation of the
samant o level of the text, vhich deconstructs the Calvinist,

allagory in the tewt, and deprives the latter of an important

a1l bhase.

o
<
L

The metamrorphosis is situated in a context different from

-

.hat.  of Hogg. The new context reflects the changed social and
spiritual climate of late Viclorian society. As Lhe Romantic
movement ehbs awvay from the literary scene, the mimelic modes
hegin to prevail in the middle of tLthe nineteenth century, and Lhe
surernatural is expleoited =so0lely for sensational purposes, as the

[ond ]

wvorks of Wilkie Collins ovr Sheridan LeFanu prove.2 Further

micnificant inonlses in  fantastic literature <come from Russian
and  American literature { Gogal, Dostoevsky: Poe, Hawthorne,

Malvsille), of considerabhle psychological refinement.

But already in Lthe 1850's the situation starts Lo change,
which is manifested hy the formation of twvo influential artistic
grouns! The Oxford Maovemant and the Pre-Ravhaelite Brotherhood.
Enother =ignal of Lhe changing tastes of Lhe readers i=s the
aroving mhlic acceptance of fairy-tales such as the e=ctic and
sensunts The Arabian NHights {1846} or melancholic tales of Hans
Christian Anderson.3

Tha last decades of the century alsn witness an immense

rige in psychic' research and popular interest in supsernatural

=
1]

rhennmena, which once again recerive attention of science, namely

i

the re-estahlished ¢linical psyvchology and psychiatry 4

In the early 1220’ s Stevenson  hecane involved in the
: ]

campaign against the prevailing descriptive realism of the

English novel and mechanistic model of the society and the cold

53}
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izm of naturalisn. Against novel he advocates romance,
Lthe careful charactlterizalion he emrchasizes acltion, as

argued.

"In the early 1880's, when Stevenson rose bLo the defenace of
the romantic novel in three of his nost famous critical
egsays, Scott, Marryat, and Xingsley were dead, and Charles
Reade was an old man. The novel of romance had aAll hutl gone
oul. of vogue, and what George Saintshiiry called the
"domestic and usual novel" had taken ibts place. . . Put in the
decads of the 1880"' s there wvere signs of a =small but
vignrous countermovement in Great Pritain. "B

In romance, according Lo Eigner, “"the theme or the visiocn

fivgl"s, while according to Kiely Lhe action matiers

mrsh 7 Rvident. 1y in some af Stevensnn’'s works the themat.ic
concern prevails whils  other works follow  Lhe logic of the
adventure . In the ¢cass of The Strange Case of Dr.Jekyll and
Mr Hyde, the former assurnplticn would he a helbter starting roint.
Trn his ccampaign against descripltive realism and naturalism
3

Stevenson vent so far as to  draw a sharp line hetween life and

“"Ho  art - to u=me Lthe daring phrase of Mr. James - can
succergssfillly "compele wilh life"; .. Life is monstrous,
infinite, illogical, abrunt, and poignant:! a work of art, in
COMPAY 1 S0T7, iz neat, finite, melf-cont.ained, rational,

floving and emasculate. "2

Stevenson in his search for action xnd s@iril, of adventure

vas naturally drawn .o such opobular genres as the novel of
M

advaenture, cghost story and mystery tale. etamorvhosis in the
Fiil} sense of the wvord, to my knowledge, appears only in Lwo

lonaer moral fahles, wvriliten approximately at the =same Lime,

Markheim (18R32-5) and The Strange Case of Dr Jekyll and Mr. Hyde,



and then in the strange brief fairy-tale "The House of BHl1d".

In each work metamorphosis plavs a different role and is
oregsented in a different epistemology. In "Markheim", narrated as
a2 ghost tale with a touch of Dostoevsky's Cripe and Punishment
Lhut, without his soul -wrenching, metamorrhosis is presented in the

tvpical romantic ambiguity of the uncanny:! hegitating between the

supernatural and psychological interpretation, and having the

al thems of conscience as a binding link. The metamorphosis is

mo

"3

a murely ethical mechanism as in most folk tales:! Lthe evil ghnst.,
vhich tries to push the hero further and deeper into crims, Lurns
;1. Lo he a beautiful guardian angel persconifying his conscience,
when Markhein refuses Lo give in Lo further seduclive persuasicn
and repents.

"The House of ®Bld" is a remarkable, weird Lale in which

ornhosis iz presented as a supsrnatiural act . ITn order to
free hi= countrymen from Lhe chains they carry, Jack has to kill

an evil wizard, who takes the formns of the persons Jack laoves:

his uncle, father and mother. Tn the enrd JTack achieves nnthing.

People do not  care for fresdom because they have gt used to
their chains and sores. Moreover, coming home Jack finds his
bheloved parents and uncle dead. Melbamorvhosis is used as an

instrument of deluding the hero. On A symholica level, the story
of fers a fascinating vision of thea wvorld and a grotesquelsy
fatalistic view of life. Any attemrpt to bring about a change in
the worlad is doomed Lo failure. The evil wizard wvho criprles and
confines Lhe free movement of pecple is in all of them. They all
are the evil wizard. There is no way of eliminating him unless
reople decide to throw away the deforming chaing.

In The Strange Case of Dr J=kyll arnd Mr Hyde meltamorphosis
is presented as A gscientific experiment. The metamorrvhosis

onarates as a velease mechanisnm from the moral tyauma, wvhich can

6!



or

2 read AsS an allegory of the elernal struggle of good and evil
in the human soul, or as a symholic tale of conflicting pressures

of supnpressed desires and respectability.

"WVhen we have fallen through storey afler storey of our
vanity and aspiration, and sit rusful amcong the ruins, then
it is that we hegin to measiure Lhe stature of our friends:
how they stand beltween us and our contempi, heliesving in our
hest: how, linking us with others, and still spreading wvide
Lthe influential circle, they weave us in and in with the
fabric of the contemporary life... "9

Tha fFall of Jekyll takes place in a space which is different
0f Hogg. The religious and mythic metaphysical space of

tales of fall is transformned into a primarily moral

netaphysical space. Hogg' s heroes abandon God and come to serve
t.he Davil, while Jekyvlil’' s fall is primarily a moral issue

prasenting the situation of a man who cannol coprse with his cown

moval conacience, the moral pressiurve of the snciety and his own

R

vk =ide. Hegg' = sinners May know guilt but not the overvhelming
fealing of shame which frustrates Jekyll.

From the ochanged context follovs a furtheyr significant.

metamorphosis of the concent and role of metamorphosis: it
involves a further reducestent. of the Faustian ambition and
consequent.  artistic metamorphnsis of the man's adversary, the
Devil. Even the Devil undergoes a metamorphical fall: from the

immeriocous lord of demons disguised as a person of social status
{old  knight, akbot, oriental magician}, from the romantic
archetyee of a rehel, the figure of the Devil is transformed into

th= amorphous Obther, defined in terms of A negation of &11 that

1s

0
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iz considered civilized. 10 The myvthic Devil as we know him fromn

Hogg' s  work, is an imposing character of sublime skills of
dgcéption and persuasion; he can make himself alttracltive. The
metamornhosis of the Devil into something loathsome, base,
ancient, hecomes ¢entral tao horror Lales by Machen, Lovecraft,,
Stoker, and others.

Also the Devil’'s disciple has changed. Whereas Master
Micharsl was a scholar and magician with an amhition to penelrate
into the mysteries of the universe and Lo conbtrol the elemenis of

natiire, Raheri’s ambhitions were much more narrvow in their scope.

Tn faclt, at first he presented himself only as an ambitious
student. exwvecting a aplendid career; his desbructive ambitions
wvere implanted in his mind hy his father, Peverend Wringhim ancd
later on hy Gil-Martin., Jekyll is a different cass. Tn s=ome

respects he is closer to the Faustian scholar seeking the mysters

of Lthe universe than to the naive and passive Roberti:

“And it chanced that the direction of my scientific studies,
wvhicalhi led vhnlly tnowards the mystic and the bLranscendeantal,
reacted and shed =strong light cn  this aconsciousness nf the
perennial war among By memhers, "1

But, his ultimate gonal is much more tnodest; he wants to find

reace with himself, he is tired of hiding, he is tLired of the wvar

among his membhers. The nature of his ultimate ooncern is moral,
bt the TONSeEqUences nf t.he metamorchosis are almost

metarhysical: metamorphosis means a symhbolic bLransgression of the

mvthic sphere of ®ban. Like Frankenstein, Stevenson refers to
a new dJdangerous path to powver, instead of magic, it is now

science. The science usurping the role of God or Nature, brings
man Lo his  fall, which t.akes tLhe form of metamorphosis,

a physical and spiritual degradation. This is  the primary level



of the story.

The tmoral message is rather austere! the presmence of Hyde
has to he acknowvledged: wve should be aware of the dark aspects of
our own mind and should not Lry to avoid the eternal battlefield
on which our betiter side struggles with the wvorse side. A= in

Hogg, the attempt Lo elevate oneself ocver the humankind leads to

a metamorphical fall.

The Uncanny Space of Mebtamorphosis

The swpace of Lhe metamorvhosis is the space of the uncanny,
with no Lrace of witchcecraft or ghosts. The metamorphosis of

¥vll is presented as a solid fact with no explicit suggestion

Jek
that. the nmetamorphozis mnight bhe a delusion. Dr. Jekyll is no
magician:? he is a well-respected dJdoctor and researcher even

a
though his research btakes a dithions turn. Unlike Hogg's sinners,

he is not a lonely figure, hs has some very good friends. The

favourite romantic amhicuity between Lhe uncanny and the
marvellous, bketwvaeen the psychnliogical and the supernatural

intercretation, is essentially ahandoned. The supernatural of the
marvel lous is substituted with science, like in the classic

gothic romance Frarnkenstein.

'esgentially’ because the explanation of the

b~
il
v
<

metamovrohosis in terms of a deliimion is nol entirely exaluded:
the aclt of metamnorvhosis ig presented in the c¢characters’
di=course, namely lLanynn's and Jekyl1's letters, and holth bLthe

=
vitnesses wvere dead wvhen Utterson (and the public) read them.

Instead nf ontological amhiguilty the story allows tvo levels

af reading!: the allegorical and psychological. I find these Lwo

22



levals complementary: the allegorical level heing of primary
b

styructural significance ecanuse it lays the thematic foundatbtion
of bLthe story. ¥ithout the allegorical level Lthe story can never
appear sufficiently coherent: attempts Lo reread the symbolic

rnle nf major protagonists stretch the texit bevond its limils as

follows further on.

Metamorphosis is  the struactural foous of  the narrative and
genevrates the hasic thematic 1inks. It. i= the primary cause of
all the events in the narrative. A1l the episodes and all t.he

images are subordinated to it and are intended to prepare the
ground for the revelation of Jekyl1l1’s and Hyde' s strange case.

The central theme ig the dnality of human nature, wvhich i=s

mersonified through metamorphosis. The theme of duality and
douhles i aleverly maintained in the narralive hy "doubling’
mntifs and images. The motifs of dualily prevare the ground for

the metanorghical link bhetween Hyde and Jekyll. Since the dunality

has heen extensively discussed elsavhers, there is no need to do
it here, and therefore T will refer Lo it only in so far bLhe

duiuality is related to Lthe main argumnent.

Right at the heginning, Mr. Htterson, a cold, rebicent man,
vel somehonw lovable" 13 a lawvyer hy professinon, who assumes the
role of the inv

stigator of the nystery, i= introduced in

=)
contrast with his distant, kinsman Richard Fnfield:

"the wall-known mnan about towvn., Tt was a nut Lo crack for
many, what thse two could see in each other, or whal subiect
they could find in conmon. " 14

Later on llLtterson pairs himself up with Hyde, as he decides
to solve the nystery, "If he bhe Mr Hyde.. .1 shall he Mr Seek."15

=

Jekyll himself used to he wpaired vup with Dr Lanvon huit their



friend=hin broke 1up when Jekyll entered his fatal relation with
Jyée_

The mnost ingeniocus pari iz the beginning of the story
vherein the symbolic motifs and images c¢convey Lhe theme of
contrastive duality:! the contrast of the nice street and the

shabhv neighhourhood and the strange Jekvyll1's house.

", ..the street shone outl. in cont.rast to its dingy
neighhourhood, like a fire in a foreslt;: and with its freshly
rpainted shutt.ers, vell-polished hrasses, and geneval

cleanness and gaity of note...and dust at that. point.,
certain sinister block of building thrust forvard its
gahle on the street. Tt wvas two storeys high! it showved no
windnw, nothing but. a door on the Jlower =storey and a hlind
forehead of discoloured wall on the upper: n16

LR

This short descriphtion communicates many important messages:
it. introdiices A haunted Tncale, wvhich is naturally connected with

some haunt ing  event.. The c¢a¢hnice of tLhe loczale reveals bLhe

N

transformation of Lthe gothic nnvel: instaad nf a haunted cast.le

we have a  haunted house inhabhited by a middle-class doctor. The

huilding gives an impression of heing shapeless, aggressive: it
"Lhrusts forwvard its gahle’ . Furthermore, it. is personified as
a human head which is, significantly, hlind, showing no windows

on the front side, hiding its face. The  house is presented as

D
i

a metaphor for Jekyll who lives ther = it turns out. The only
way how to unveil the myvstery of the house is to enter it, get
inside the head.

The door both metachorically and literally lets Hyde outl .
Seaing the door, Enfield is remindad of a horrible incidenl he

vitnessed, in which Hyde made his first appearance on the stage.

After the incident with the little girl, Hyde disappears throinigh

this door into the house. The penople watching the incident are
comreletely bLransformed by tLhe powverfiil emctions, in stark
94



contrast with Hyde' s coldness.

"He was perfectly conl and made no resisltance, bhut. gave me
one look, so ugly that il brought out the sweat on me like
running. " 17

Hyvde provokes metamorphical reacltion in pesople. His mere presence
deprives them of reason and balance of mind and incites them to
rat.icnal hatred and fear. Fven a Scottish doctor wvho appears on
"the usual cut-and-dry apothecary, of no particular age

» colour. . and aboul as emotional as a bagpipe"17 is extremely

g

.evary time he lonked at my prisoner, T saw that Sawvhones
turned sick and white with the desire Lo kill him. "17

-3
-

12 secnnd metamorohical situation whiach prepares the reader

F("!Y' t

oy
i

real metamnrphosis is the dream secuence of litbterson. His

mind hecomes haunted hy twvo images: the image of Hyde, seeing how
: 2 54 b, ; J

"that. human TJTuggernait, trod the <¢hild dowvn and passed on
reagardless of her screanmns";! and the image of bLhe sleeping Jekyll

who hecomes controlled by "a figure to whom power vas given" 12
This i A significant faclt because it shows metarhorically what
iz to come:! Jekyll i= to lose his free will and Hyde will gain

the upwer hand.

The defaniliarized oity hecomes A lahyrinth in the
nightmare, in which Hyde moves with the swiftness of a shadow,

and there seems Lo he n from him. The image of Hyvde as

T
h
Y
'3
]

!
f

a Jugoernaut conveys the sense of fatality, there is no way of

A

stopring him, bthere is no escape from him as he appears on every
corner of the night ¢ity, which hecomes a metamorphosed labyrinth

P

af streets.



"and if a

alide more stealthily through sleeping houses, or move the
more swifltly. . . even Lo dizz=iness, through wider lahyrinths
of lamp-lighted city, and at. every corner crush a child and
leave it screaming. And still the figure had no face.. "18

t. any time he dozed over, it was hult., to see il

Hydes moves with the indifference of a z=omhie, animated hy
some dark, myvsiterious pover.
The first parit culminates in the chapter ' Search for Mr

Hyvde’ | in which Utterson finally meels Hyde face to face and we

can =ee for the firsl time his own reactinon. He presents Hyde as
a mivture of A =mavage and a heast: Hyde hisses like 2 snake and

snarls like a bheast, and langhs sarcastically when Ubtterson tries
.o Leach him hetbnr manners. 19

The following parts lack the subtle use nf symbholic imAages:
tha aunthor focuses only on bthe plolt and each short episode shifts

tre narrvative «lo=ser to the dramatic «limax, or, rather, to

a s=ries of climaxes, hecause the last part. of Lthe story is

oresent.ad in tLhe formn of three narratives!: t.he authorial

narrat ive with UlLlterson as ths focus, Dr lanyon’' s narrative, and

finally Henry Jekyll's Full Statement. of the CAs=, which ends the

story without any Aauthorial comments wvhatsoever.

Although this chapter hrings the real narrative alinaw in
a form of dramatic action at night, Utter=son is still unavare of
the metamorohosis. Afiar he hreaks into tLhe lahoratory,
dieregarding Hyvde's desperate pleas, he finds Hyde already dead
aonn the floor. There i= no btrace nf Jekyll. he mystery would have
vemained unsnlved if it had not heen for the tLwveo lebters. One

cannnt  understand the mystery of human psyche unless one gels

inside a man's mind.

96



Metanorphosis as a Splil,

The first key to the mystery is held by Lanyon. It is in his
narrative, that wve finally learn that Jekyll and Hyde are ons
peEYSon. This is the shocking revelation which is mentioned by

Chesterton:

"The real stah of the story is not in the discovery that one
man is two men; but. in the discovery that the two men are
one man."20

Lanyon agrees Lo becoms an eyve wiltness nf Lthe metamorphosis
of Hyde inta Jekyll. The wmetamorechnsis bhlasts his concept  of

=cience and reality Lo pieces and soon aftaer their meeting he

Aieg aAas A hroken man. What, eswxactly hroke him, is laft
vneyplained. Tt is up Lo the reader to decide. Lanyon's death

seems Lo he a denial of bLthe lesson he has received. He is unahle
to copae with bLthe revelation of the dark shadow of the self .
The whaole scene nof the metamorphosis has a touch of diabnlic

We can witnes sveening c¢hange in Hyde's bheshaviour

t
0
u

has mrepared he elixir. ILLike Mephistopheles, he

t
Lanyon and appeals Lo hig gcientific curiosity and

him an insight, into the phenomena wvhich bLranscend the

limitlse of science.

"As you decide, you shall he left as you were hefore, and
neither richer nor wiser, unless the sense o0f service
rendered ta a man in mortal distress may he coint.ed as

a kind of riches of the =oul. Or, if vyou shall prefer Lo
chonse, A nawv provinoce of  knowledoe and new Aavenues Lo fane

and powver shall he laid open Lo vou, here, in this room,
upon Lthe instant.: and your sight =shall he blasted hy
w21

a wrodigy to stagger the iinhelief of Saban.

The scene 0f metamorvhosis for the first t.ime openly

a7



introduces the modern versionon of the Faustian nyvth, siniliar to

that in Frankenstein, showing tLthe dramatic bLransgression of the

exwimstent.ial space given Lo man. Any attempt to cross  the
invisible horder of the natural limits causes a fatal
transformation and brings abhoul his fall. Master Michael enters
the forhidden space of magic, Jekyll ahandons the space of
natural =ciences and by metamorrhosis violates tLhe lawvs of
nature. His attempt at c¢creating a pure essence of man hy
separating the ‘dirty’ elements produces a nmonster, 1ike
Frankenstein. Jekyll’'s experiment is reminiscent. of the

alchemnist’s search for Lthe philosorphers’ stone wvhich is supposed
Loy have bLransformaltive effeclts on the self.

The modern versions of the Faustian myth show the failiire of
=cience and tha limitg of science which cannol., and should nat.
try Lo find final soluticons Lo moral problemns. As Chesterbon pul,

it "The surgical operation i= fatal in the story. It. is Aan

Y

1
i

amnutaticn of which hoth parts die. "22 The second failure nf

scircrnce iz in the method of the eveperiment. The metamorphosis is

a product of chance, Stevenson's favourite wveaponn in the hattile
against scientisn23 . The stuff the nightnare is made of, the
maetamorvhosis, is impure. This faat makes Hart conclude:
"Tt was impure; it made no separate identities. The Lwo
remained bound, linked to each other, for Jekyll is the
person, while Hyde is only a part . "24
The fact., that the drug was impure, also shows that the wvhole

experiment, wvags a matter of chance and could not be repesated once
the unigque impure drug was exhausted. Metamorrhosis has remained

bevond the possibilites of science.



Jekyll's statement, provides us with the subjecltive
hackoground of the case. His narratltive gives us a chance Lo

understand wvhat led him to the metamorohnsis and what followed

it.. Hart considers shame as the motivating pover: "... the feeling
aritically examined is shame", and, "The Aarchetypal act of shamse

iz to hide.. . "25

"Many a man would have even bhlazoned such irregularities as
T was guilty of: hut. from the high wviews that I bhad set,

hefore #me, 1 regarded and hid them wvith an almost morbid
sense of shame. It was thus rather Lhe exacting nature of my
aspirations, than any particular degradation in my faults,
that made me wvhat I wvas. . . "2%

Tn the msychological sense, Hyde is the monster of shame, of
all that was repressed in Jekyll. Jekyll’'s tLragedy is that he had
ast 1 hisg moral standards Lo high and was unable, as a pure
Victorian, bto meet them. Melamorphosis was a means of solving the
traumalic duality. His consacienage prevented him from enjoying the
dark aspeclts of life, and his desire for the forhidden made hin

unaclean in his own eyves, living in constant. fear that he wvonld

not live up to his public image.

A1 legory oy A Case Shudy?

Thaera 1S, however, a gap hetween the allegorical level of
the text and the symbolic level, due too the realistic and
rsyvchological treatment. of the characterization, allnwing some
Ltouches of amhiguilby, which serve as a platform for attempts tLo

revead the story as a case study of a personality split. Hyde may
raise our compassion in the end, while some nf Utterson's traits

may nol he viewed so favourably.



\
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A= a moral Aallegory, the wvork depicts the struggle of good

3

el evil in the human sonl. By the metamorphosis Jekyll fallg
intn the low, evil form of existence personified in Hyde.

There are hagically Lwo ways of reading the peychological
conflich: one approach follows the mythic moral logic and the
other thinks of Jekyll (or Utterson?) and Hyde as fLwvo essential
rrinciples constituting a dyvnamic balance of the self (avoiding
o suhverting the moral duality. The formner approach cconsiders
the metamorvhosis as an escape mechanisn from the traumatic
dualitbty, while maintaining the traditional duality of posit.ive
valiies enhodied by Utterson and to some extent even by Jekyll,
and negative wvalues embhodied by Hyds. Jdekyl11l’ s maior fault then
aprears Lo he in his desire to escape from the conflict and find
an easy shortout .

The lTatter approach reformulates the dualilby as a dynamice

hPalance hetween bLtwpo aspsclts of life, the instinctive and the
raltional. This aprroach tends to eliminate the moral dimension of
the staory hy opening a semantic ambiguity in the mnajor

wroltagonists. Thus Hyde is found to he a victim of suppressive
Viﬁtﬁbian‘smciety; for he is from the very bheginmnning dennunced as
a hidesous outcast, producing in people strong emotions of horror
and hate not hecause he wnuld be s0 evil hut because he embeodies

avervthing they are ashamed of and hide it deepr inside. He is

made evil sven though in reality he is not, argues Figner:

"The Strange Cass of Dr Jekyl]? and Mr Hyxde is nolt an
allegory of the evil in man svallowing urp Lhe helpless
good:! rather it is a story nf a wvhnle man driving one partit
nf his nature to depravity unt il the entire ego is
destroved "2E

Figner's assertion operates simultanecusly on the literal

ard  the symbnlic leval: in his opinion, Jekyl] and other
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characters have reild
The same iz impli
repressing Hyde =so

a monster.29
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more thoroughly
the

encounter.

b

reject a

and more

«20

While in the €1

af

two o confin

=tantly the

a btransport of

n
t.
light. from ev

de

Hvie bLurns viol

the of the mi

mrignn

Massey is even

T

"

Iyvle 25 "the singl

»

convent iconal world

commmicates with a

]

refurtatio nf 1A

Y

n nauA

"The =cene of H
small girl wvhom
late at. night,

artific
His

is s0

ridiculous.

ected Hyde, wvho consequently turned viaolent..
ed on the svmbolic level, Jekyl! had been
long unt.il he took A shape and emerged as
supports his arcument by references Lo
Quot.ing the incident with the lilLttle girl, he
appear purely evil in this adventure, hut he

ring out all the cruelty and malice in bLhaose
... Enfield, t.the bystanders, and the other
rejecting A part of themselves when they
nd the more strenuously they excise him, the
they come to resemble bLtheir notion of hin,
profoundly bLtheyw AYre affected hy tbLhe
ratl. incident Hyde is shill indifferent, after
ement, he hegins Lo relish the murder.
snirvit of hetll awvoke in me and raged. With

T

glee, mauled the unresisting body,

ery hlow;"31

tasting

ant hedcaiise he has heen reiected and kept in

nd for far bLoo long.

sharper in his re-evaluating of Hyde, seeing

e self’ | which cannot. communicate with tLthe
"if it is forced to communicate, it

hlow. That hleowv is all its speech and its

ge" 32

vde's walking straight. on over the body of &

on the streasts
prove how evil Hyde is,
appear Mmeraly
of violence are =similiarly

he mozst inLo

evident.ly

improbably bumpes
invented to
to

anrl tnreal istic

two other acts

ial as

101



inzatisfactory . "33

Such an approach is made possible by a sublble manipulatian

of the texit, which goes against the primary allegorical level. Tt
iz Ltrue that. at the heginning Hyde appears indifferent and later

. hecones morve consciously wicked: but the key to tLhe
interpretation doses not lie in the extent. Lo which his acts are
evil, bul in the powverful unanimous reactinn 0of  the witnesses.
Hyvde is nol a person in the physical sense, he is bLthe essence of
evil, he does naotlt need Lo do anything, his mere presence i

»overfill enough, as Enfield’'s comment proves:! "IL sounds nothing

i
]

to hear, but it wvas hellish to see. Tt wasn't 1like a man. . . "34

Stevenson wrote in & letter about Hyde:

"[Hydel is the essenace of cruelly and malice and selfishness

and cowvardice, and these are the diaholical in man. . "3S

In fact sven the scene with tLthe girl is not S0
‘ridiculous’ | One has to seae it in the context of care which

penelrates Lthe novel, or "obhligation’, as Hart puls it:

"Hyde is nn 'ordinary secret sinner’ | for Stevenson has no
interest, in =such sing. Hyde is 'inorganic’ , T indifferentl’
Linreal in that. he i A total denial of the bonds of

nhligation’ . This is what Jeky1l1l has sought "398
A1l concerned peoprle show a oonsiderabie amount of care
ahout Jelyll: Utterson, Lanyon, Enfield care for Jekyll and try

to help! people care for the girl knoncked dowvn by Hyvde and call

a roctor. Hyde's indifference iz in a sharc contrast to tLhemn,
and, hig indifferencs igs rather strange! casual, absent-minded

indifference would not have provoked such a violenbt reaction. He

iz literally 1like a Juggernaul, more a =ombie than a man,
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animated by =some dark force. The accident can give aonly
a sunerficial glimpme of the derth of darkness the characters
Senge . Hvde's essence does not change, only the way how he

eveploits it chanves.

Even bLthe seemingly unambiguous, evidently posiltive figure of
Utterson has some Ltrailts which open the way Lo negatbtive
reveading. This latent ambiguity has its origin in the realistic
characterization, and wartly it is created by a nodern
re-evaluation of Utterson’s charachtar.

Utterson is no mythic hero! he is a real-life character with
his own 1itbhle human faults as the conventions af realism demand.

In =mome respects hi=s characlteristics at the heginning of Lhe
narrative anticipvates Jekyll's affair.
He is demervihed as ' onld” |, "dreary’ | yvet " 1oveahle’ . “"He was

with himsaslf; drank gin  when he was alone, Lo mortify

n
7
-
N
3
T

for vintages;"37

w
[
53]
-
m

Almost, as if he were killing his pleasures hecause he was

e inside; all th

pr

A
"N
-
Y
£
-~
2
i)

giving a chance to his own Hyde d

nora since he feels atitraction Lo this dark side:

"Put he had an agpproved Lolerance for others: sometines
wondasyring, almost. with an envy, at. the high pressure of
spirits involved in their misdeeds: "3%2

He ¢an he seen as Jekyll hefore the metamorchosis, only with

a tighter conitrol over hig emnnt.ional and dangerous self . He im

the ane who does not. listen to moving pleas of Lthe desperate Hyde

lanywvay, why should he wvhen he suspects Hyde of murdering
TJelyl11) For Massey, Utterson iz the one who has Lo learn

a lesson.



"Hhterson iz Hyde's true double; Jekyll merely mediates
helween the Lwo. . . Utterson is the tragic characlter in Jekyll
and Hyde; it is he who is called wupon to find his wvay to
reconciliabion with Hyde {(not vice versal.. His is finally
shown to have heen Lhe tninstifiable position. . . "3°

The guestion i=s, howvever, vhether Utterson neesds any lesson

at. al

—

Az a lawyser, he must he well awvare of bLhe dark side of human

nature. He iz undoubtedly a decent, tolerant man, in any

extrenity inclined to help rather than to reprove. 'T incline to

Cain’'s hereagy,’ he used Lo say quaintly: T let my brobther an Lo
the Davil in his own way. "40

He iz the tyepe Lhat is not in danger of metamorvhosis.
Ut Lerson deoes nol aspire Lo rise Lo any kind of social sainthood.

T

3 keep=s his own Hyde chained. He drnes not aoollapse into
metamorphnsi=s hecause he is ahle to find wvavs of suhlimation and

cormensation' he seeks the company of his friend Enfield hecanssa

g

he is different: he doe nnt. avoid "down-goning wnen' 4! and proves
halpful to them! he keeos offering his helre to Jekyll, as a formn
of «uhlimat ion and agnmoensation, he grnes for long walws, which
Jekv1l doassg not. Jekyll isclates himself in a closed space of his
house and his mind (his house was comnpared to a head) . 42

Trr putting a different focus on the character traits wve can

make Hyds appsar as a wvictim and A wperson which is rather

ninhibited than evil, and lMtierson may come nul As a suppressive

T =suggest this means Lo go beyvond Lhe epistemology of Lhe

tawxt.. The horror seffect of the story is in the suboconscinuas fear
that, there is an unknown depth in man of wvhich we ¢an get only

rlinp=ses, that even the worst crime is nobt horrible enough wilth

this unimaginable ard uncomntiunicahle  Otherness, wvhich may
ewtinguish Lhe divine spark in us. This kind of horror becomes
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2 new subiect of fantastic and horror literalure of writers such
2= Machen, Morris, Lovecrafl, and even parltially in RBuchan.

The metamorphical fall has hecome a fascination and offers
new  Lhrills. Tt means, howvever, less sophisticat.ion and less
ravaeholaogical realiam, which was characteristic of the Russian

and Gevrman fantastic literature, and it. shifts such a literature

s

. the literary reriphery. Stevenson had also heen piished bLhere
even though his metamorvhosis does not aim Lo raise only
csenzat.ions  but drave attention t.o important. issites of human
duality, with a suggestion of plurality in Lthe mind. Tt repeats
Lhe ancient. t.heme that. the desire for perfect.ion and =social ar
moval riss leads to terrible falls hecalse the hero becomes
one-sided: Master Michael eliminated the good hecause he Lhought
rnly the evil povers could provide what he had desired)! Robert
cam=s Lo helieve thatl. he cotild not do wvrong and Jdid not notice
that. he was falling, deluded by metamorphical disguises and
tricks  of Lthe Devil; Jekyll wvant.ed te split himself hy
metarorphosist in order Lo ewperience both the rise and fall.

The s=scientific, seni-natiral metamorphosis has  produced
a monster. Jekyvll wanted to soar high in the pure sky as well as
evnlinitl the oprospeclts of the fall. Metamorphosis serves as
a vahicle that fails him. This i a new role of melamorohnsis
vhich has heen so far used as a device of disguise or punishment

eventiially an escare. Metamorphosis on a syrtbolic level expresses

Ltwrn  mnral fallacies:! that one ¢an escape Lhe duality  and
conssience hy a fall intn viae, or by cutting himself from the

darkrness in man and abandoning the eternal strucgle in the soul

"

wtveasn the low and the high, between evil and good, hetween the

instincts and reason.

=
n

[
&
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ASTER and 1.7I.TTH

For Genroe MacDonald mebtamorohosis bhecohes nob onily an image

. b

hiut, essent.ially an image nf the ascent. and spiritna)d

foor=m o Lhe two major spiritusl fantasies,

(1852 And I.itith { 129%)Y | hecansea thew stard as

2
T
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2
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N

cornd.rasth, . o f Lhe fall, Aas found in
fantastic lTitarvaturse, The tws fantasisasg ave siluated in the space
f the marvellons, oreated he ' imagination’

Luwrt werks alasm frame the bime soan of Lhe
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24 the oanbre nf Lhe fantasies is a symholic mebanmnrohnsis

vy Hrim ATy Crnacr O R eS| Thea narratives Ltake 11 o oA mythie:
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H =renticon, and sServed As a maans of punishaent) moving from

space af folk legend and haliad intn bthe space of Lhe

in Stevenson it hecame A synholic evpression of

A hasicaly moral conflict,. and lTed o the moral £a317 inta Lhe dark

chansg of  Hyde . What Stevensnn offera  ig a vision of  an elarnal
=t with our awn Hydesm inside of each of us, hint withoot the

sasnge of A mebacvhysical redemetl ion.

Thematically, Steavensmn’'s  hLale is A nen-CaAlvinist version
Gf nan’=s £all which can be braced hack Lo medieval allegrnriaal
dispiileg hetwveen snil and headly oresaent.ing  human  Mmind  as
a hatila-znna. Anv aAbtennt &t an esmcaps leads Lo death v A2 £al1]

into the hall-=cne, situated within Lhe mind.

MucDonald, aon the  abther hand, isas maplamorphnsis in binth
wave: bLha Falls fFinally l1aad tLn the transcending metlanorohnsi =

irvnluing a spivibual rehirth

Mot amrnerohnaisg a= & Do Doaning

Mat amorohnsis TR AR PP Az A [xlathial Thera ig a frundamant al
A fferansg nol nly in wvhat, it moens thailh £irst af Al heos 4
moens tha in the

Thn Hogg' = mvihic spacea, ovrphrnais i= essentiallwy
Tewvil’a techniaous f decapt. inn and mannipulaticon, or & svmhal i
ornceas f a £fall of the aharacter! Rohart’s flight, on bthe vings
i rride syvmholically  ends in the net, nf delusimn= Aarel 1 ime,

ing upside dowvn 1like A hlack fiv or a hlack hat . The dooras af

iz symhnlic metamorphosis open to hell e sadness

Matamnrphnsis in Stevansnn’ s =TACE o f Lthe 1incanny

orening nf the darl chamher in Lhe

1t the releasing nf Lhe suporas=sed af the s=21f, in cobther

2
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the shadow. The atory, hovever, focuses rabher on t.h=

nsequances of Lhe metamorphical release,  than on the factors

iich led Lo it aven  thoiigh  the metamorpho=is remains the

=tyviictiivral focus and a2l] the matifs and inmages are linked Lo it

MacDonald' = metarnrphoses may alsn open the door nf nafdness,
Aarknaag and ahaos, and hring Ahnut A temoorary fali: but in
their  final effect they prodoce Lranscendence and <ignify Lhe

Fyimm <iinsicdiAary maetamnmrohoees 1inkad with
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,,‘.
-

mine AEZEN witness A =1nw orocess of
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a readavy nf the Prnk »f Nature and tLthere is nothing new what he

veavaeal | The orncegs nf creatinn lika in Platn, i a orocess

el Tect.ion and evocatl inn
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char died fhen T wass a hahy T Tronked
i

anid deerer 1 they spread arcomd me 1ike seas, and

wQ

A~

in their watsr

The inage of diving into Lthe ser Aas well as the image nf the

e coming Alive heaome Lhe kew @mnbifs in Lhe =story! Lthevy are

a4 bLhematic link for Lthis episcdic narrative.

P=a Anodns slowly wakes up into vealily, watching the sea

and hnary in bhes moon" | changs intos "a Yow
mocn" | 19 he evpresses ewplicilly his dasires

s11th A =ea anmavhera !

~
T3
ad
2
fi]
b
ki)
i
-~
-
N
]
D
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by
T
n
4

= me replisrd - "Tn Fairy Tanst,

Thits hix sithasaoiiant. vandaring shonth, Paivy T.and has A wamal)
=v=n thongh he does nnth seer Lo ha avare of (L it g the searah
frr the =as Anct L he bransformabive onvenr i, ¢an ewvarcias nuesr
Yy The firgt pari of his vanderinogs reaches ilsg svynhnlico ol insse
Wi Roymiclioey find=s a reat fFrom the Shadnw in the Fairy Palama .

Thraros e disgc~oveara a poond wvhich aghanges inbn A mAgic me THa

fivrst nf  his  dourvney  ends "on Lhe shorea nf oA winthys
s84. . . Th was  hare, and waste, Aard arav'iZ referred 1o oas “"Lhe

AT I changt 13 Thera, having lnst his White Lady  again and

teft the Fajiry Palace, Arncdons resnlves o end his desnaie

ing himeelf intao the a3

Tri hoth  cases the hath in the ssa opers

»iliial and heinags ahnmiit, his rehivrih as A Mmacic: Wmatl annvrohnais o f
LErhe wintbyrwy ssa intn A gea of "warm sonthern nighL"14 tarkass nlaca

encnunter with Lthe magic;s nf

A trthic doirney ig hintand at T4,

beawes ey A ey iincrnyvant. i maa )l TOUITney hacaiies Anmdag is




iinAavwAars of any Aaim and his wvanderving lacks Lthe nverdt charactar of
a cnast. Fven bthe search for the Whits T.ady thirns ont Lo he only

e stage on his

Fven bLthaough L mighl seem tLhat Anodos is left, on his own,

-
-

heen given a symhaolic Tead in Lthe ascond aghapnler

stream he saw floying froom his wash hasin in his

hadronm

-

ns Entering

Lowards tLhe act nf crealicon anmprissd bhe

ok Na nf inmaginalion is sunked,

wvhirmh the »m

fairw: Lthe spooarid sten invnluved

}“;FaQ 1‘)1‘;52?'11::1'{ el 5.!“1 i'}u-:- L8 & P Fang =] 1 r
stem iaw bn entar the crveal.ic;n

Tn Phanmntastes the entrances 1o A metammnohoaasiae nf Lhas hadeoom

1 'y oA Mmadagics landscane A fha s "|‘r"‘__t),‘u‘),“—'é i ig achioeverd hy the
Do s e o f irAacrinatl.imn Tn Niltilh, tthe first enltrance is bhrooh

A mivvoyy & fauvmirite ooy o nther vnrlds in Victovian fictinn

X
-

t
Ml

bev mn it cgan he anvihing and it ean happen anviime! in ones
EorETe VYane talks trm M Rauven in the agarden anrd siiddenls finds

15

f in the mther world *2 Annther Ltime he olinmnhs A huge Lves

crcving in Lhe mnalace of Lilith an?! wakes o hack at home 16
T.et s oW awamine olo=saly the matamorphosis nf Anodos’' s

Fedyonm heacsiisa it i A wonder ol denonstrat.ion nf Lhe
matamncrohical omowvesr of Tmaginatinm,
Vhile Anndns ig recnlilieching the miraculmiae avents f the

night., tLiuning hig mind unocn=cicusliy Lo Lthe vight, magic vave, he

hocnmneg

awvare of Lhe melamorohosias which has Laken olace

"5



in him roofh. And smignificantly, the firsl parception i "tha

sound of running walter" |

" lonking oul of  hed, T mav that A large doreen marvhle
hasin., . was nverfloving like a soring; and that a stream of
clear valtar was  running nver bthe carpel, &a11 the YTenglh of
the room, findi

g its ounlel T knew nnl  where. And =strancar
=till, whers i ¥

is carpetl, which T had myseal dasignated fn

imitate A field nf grass arn? daisies sested Lo wvave in

a tiny hreae=ze Lhat fallowved Lhe wvater's fleow. "17
MaeDmmald = mealbanovrohneis ha= it= rochs in tha avmhinl i e
renraecantation of Lthe real world, Anndns’'s  vyoom is an imitatlion

of matiras . TH i= an artificial human space nf chiscts wvhich are

fisvre represantat.inons of nature? v ewAamnle tha carpet is

T

tn sunke natural grass . In ane Sense, the himan hahitat, has

ek

etutil=) P falae! artificial T ism nrit. the raal HNatbores nf Lha

1,{}'}1.(‘:}‘_1 <3 )(:_-{-‘5‘.'(‘—3‘ f.}l?‘l’li;z‘!}j Swmbim Y e F_!ﬂﬁ Y"QUF\F!} = G!'u‘;‘ = :‘;_':'1 Ll e

The wnsca of representaticons of freal things' has to he
bran=sfonrmar! intn A magic Nature which can conmunicate with wan

T‘r’ugi;' Lﬂr‘:s'gz‘,:'ag' = hpt‘}}"f‘n“n?ﬁ i< ‘z‘ﬁ-ﬂ1_.;53‘1‘!1‘(}"‘},’3}";:‘:%4:)!'} H ]"\L!'l f}'\(»—‘l ‘1';"154(_1{1 [ L?(ﬁx‘n‘! l'}f
magic nf FTairy Tand i=m, in othasrv vords, ha onver
wvhich bLransforms tha <eign=s  {symbhnls) int.n

things’ and makes Lhe metamarohosias = met anhore

Limn as snch As A reaiiil Fairvy T.and hecnmes L he

and the narratiive avanis svoreas mental orocessog.

Baxring wa=shed himsalf

-
I
-

ha sthyeam, which is ohuvimnsly

Pakan Aas a cleansing vitiad Arinrins’ =@ visicon hecrnwag mlear =nAd

maerni fiaed, Aarncd Lhe metamnrohnsis can he cnmpletand) insg

a singla pak bree growving fraom his drassing tahie, he can =ee

>

A wvhhlae forest

This again reveals bthe strouctural Tink helyeen melamnrchrsis

and imaginative sseing Tn sea imaginat ivelwy i A metamnrohioal




prrocess diiring which cohiascts nf Hature, takxen as= symhnls, raveal

Lriie  asithstance. Melamorphnsis does not prodioce a8 new form
ntent.: it merely nnveils the realilty of A higher order. The
magic wond has already heeaen thevre in tLhe hedronm hecause Fairy
T.and i= whare we are, in our gpace, which oaan he npoensad ha

Twagination. Manlave pnints to the scene in Jilith whers Lhis
duality ig made evplicil! Mr Raven tells Vane that, “"that trae

=tanda nn Lthe hearth nf voor kitehen"12 ) §if anly he conld ses it

As Manlove states! "Granbad this imaginat.ive perception, whal i=
thiie meeaen will f“' 2mancl an Lhe haalth nf Lbhe smnil’ g suhonnoo i mns
ave M 19

Felding oot nre his douirney Arimveli;ns fiv=t fallowvs the Taadd:
that, 1= the oath leading "along the right, hank" of the stream.
Somn hovairar he leaveas b "yithont ane uamodd veasnn andd o with
A wvacue feeling that, T onocht 1a hava fnllowveaerd ilg coniree:! 7 Lok
= C;';"H!f_.}‘gc:er"]:” i ?"ol\r“{_.‘;x_‘nﬁ "“20

Vane alaen refliises tn fA1law Mr Raven' s add instruct icon Phat.
Fa thhnld 1lia Aown in Lhe Hrouge nf Desth Aecides 1,0 Ach oy his
cvir ardd t hen Has o fRce tha oainfi) armnsegiiences nf his
Aigmhaedi sanocas

The instruction in  Pharfiasies is passed in a more suhible

mat 2rnhoriocal code .

instrustion, vhich Anmddns

e ook, ig  the shrean, Ffrom Lhe hasin, Ti=
signi fimancs i c:trﬁ,ngf,h&nnd !‘ny the mobtlio from Hovalis, referring
tim a smearch for a stream vhich is discnvered "floving gentiy over
iv heads" 21
The shream Appears nnce Adain in Lthe dasert wilth
ina, whern Anmrns is heavily deoragsed hy Lha euvil pre

tha Shadeow wvhich he nnwittinalsy ryelemamssd in the Dare’

which stifles the heanty nf Fairvy lLand Thea shtreaan

1

X



Arnocds= and has an Almost spiritnal transfornative ef fect, nn him,
A it wakens Tnva in him T4 Teads him t.m A eplendid river
valley, only Lo reappear in its myvstic form in Lthe Fairy Palaos

am an nverflowving fountain, wvhich fesads the magic bhasin in one nf

Fu image of the nvarflowving  foinbain iz derived from

and his concert nf emanation’

"Acconrding Lo Plntinna, Lhe undifferentiated One, hy virtue
nf the wvery fullness nf its perfection, overflows {withont

]

diminulion nf itself} inta an other, and =|0 N intm all

ewisting Lthings, Yhronch a series of slaves, or "hyvposbases"
t

- first mind. . bLhen =il L. and At the farthest onessihle

imil., the nmaterial Hiniverss 22

2l=s the mot i, of Phanfasbes, takan from Fletbocher’' s The Priroile
T=ls=rd, rafeyas o thias mwsth ice imags, Aavrlying it, b the human

2=t tsr af coveat ion.

wliceved in the organica niby of 1ife and Al

R SN chantic elaemant 23 i ot tnnty tha svntachic freadnm o f

Lo Art) inepirard hv Hewvralis, haoath in bLha =hriretaivyal

M Eats! with L he themaltic plan, it exwpreases MacDonald' s

viginm nof life in Lthe paradoviacal ity of bLhe con=saions and Lhe

“~inus. Anondns, Aas wall as euery MmAarn Or woman, 1S unwvare of

Timpin e

the divina nlan in Lhe figirative fort of the shbream which flnes
thyouah his soal and which tha=s nnt vel reached his mind; and

therefore his deeds appear incongrunas and accoidental Rut. pven

theogh he ignnres Lthe cies candad in chysical synhols presented by

| 5 I R, 1
ST IIT S I

e ig invieihly gnided an:d nn mabier wha hea wante and

drmes he achieuss, taking Lhe Trnger and more painfiil Lhea

destinsd gnal

Thig patltern is mads even move ewplicilt, in Lilith, in which



Vane is evpectaed to be cohedient., hut he i=s ool Aand yel he sesns
o succeed in Lthe end: he ¢aptiuraes Lilith and hrings her for
A2 ure  hy panitencs o Acdam, And mAanAyges Lo bring about Lhe
nebamarphnsis of the  desert inta a4 green country. As Prickeid
ruts it
"He fails, hut.  throngh  disaster ha learvns wisdom, and
finally new opportunities: his sin s a ferlix culps,

i
ermitting an even greater redemolinn, "24

The Fall throunugh Melamorphnsis

Cre hag Lo Fa11 hefore ane can tviily rise! Lthis comnold som oo

~Tianmald' g onneant, of the ¥Fall, which i neusr FAaefinit ive and

whirh alwaves of fers a chance of redemphion.

YA i &1 awverntogt music, A tLings f sadness vas in euver
rnalb.e.  JToy  aarnol anfold the deepest, Lribhs, Albhoiah

daspeat. Lynth most he deeneast, dov "25

Rrlth ayen «laims Lhat Lhe "novel can he ssen as an ewplorvat.ion nf

Lthe elervnal strnoolse hetbwvesn  JTay  and Dejection "28 This is
hryever, mnly one of the many themes Lhat, carnr he crvarad nncdar
tha =pivibinagl pilgrim' s prrgress whrhasa Aim ies A <eiviiboal

transfrnrmst inn, which alan cgonbaing hliss and oy

T.et 113 now ewamine the fFalls thrrmugh #seltatmorohosis whioh

mnerate faar and dedjeclicon. Do thay strike bLhe hern as & myvihic

vuni=hmnsnt for =some bransgressicon or are bhey ammnlbivaled as bhe
1 QYL:'-:-}:" IQ.J-JC;A_ ™ F N I }‘n-‘-«rt‘

[The landscape nf Faiey T.and]l "is, Lhvnuahaout, A prodischion

of Anodo=s’ s mo and his degree of ingsight: at. first the

112



cnlony and vitality in A living
~cmmmnlates ERDET ] ETris of Levraor anri

foreat. gives wavy o hleaker
landacapes nf cave, desnlate shore and grin, level moor. "27

nf Fairy Land is identical with the compliew

thern the horrvors of the dark side of the mind are

it=s inhevrent asvect. The dark aspechts of Lhe mind are represented

by the melamorohical  areatures of darkne=ss! the Ash and and tLhe

Alder, tha Shadow, bLhe gohiins, Lthe avil giants, the dragon, bthe

T Iilith the <pace has mach more dafinita mutlinaes, vhich

third-person narrat.ive

rmhiective

>z it has = indanendance which

izt Anf entearing oy aguibbing it ~an he
 bn omeme awtant "2
Thia ~charactaras =uch Aam T.itith, tha Iittile Nnes, Lhe tad

= v Lha inhahibtantae of Lhe ity nf Pulika Ara nore 1ike
cereonifications of  varions Lyvepes of  hehaviour! Tilith is

a wmerannification nf bhe Lwvisted euan: the ittle Ones s

inmocsnt,

ignmranca:; Lhe vesidents nf RBualika are corrvawmtead hy idle

1ifa fear and commaeras: the Giants gtand for  gresr  and

Tha first, part of Phantastes, ending at. Lthe sea shaore, is

—~
T

Amminastead by the A<=h, the Rlcdey and Lhe hadnw seconcded e

grhline  The second pari, bLaking place afber his atinn in
i fairy anlbtage o Lhe meagic isthnns, ig dominater hy tha fight,
with the giant=s and ands in annthar fit nf deaspair, As Anmdns is

EYataTore 2% his Shadow iry Lhe Lo Al the thivd oayvt,

in the deadlsy fight

the B 1 Arncins

N
-
—
-

f2Aas
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of Aanimi=sbic aebannrophoses.



Teaving a4 safe path hhrinogs alwavs & mntantial danger. SEnon

o

~
T

aftar entering

nrest, Anodrs, heing  warned by a myvsterious

t.o shin Lthe Ash and the Alder 29 awperiences tLhs

change in Lhe oood of Fairy Land, characterized hy

il Tne=s Anodns feelg "anwiet " Aand anmparing ths

W

human hndises deep in sleey

" . the moveless death-like forms  of men  and women
children, lying shtrewn amd parted heneath ths weight of Lhea

heavy waves of night which flow on and heat, them down, andd

holrd them dreowvned and senssless, untid Lhe aebh-tide comes,
and the waves sink awvay, hack intn ths ocean of the dark "30

is MacDnnald

his hest, draving a fascinat.ing pichiire from

the "rrbher side’ A nf fering a disturhing reversal o f

naranachivas, This scens creategs an evoectat ion nf the horvors of

i in which vannls arve destined Lo spend a large vart, of their
Tife and wvhich Anmdns im agning Lo face
Thea APDSATANCS n¥f A maetanorerhical wmrrsta e i Always
oreconditb inonad hy A mebamnorohicosd changa af mocd Aand acubtside
raeslily, Bafors  the first encounter with bthe Ash, Lrnodrne walks
intms Lhe arcienti heart, of Lhe forvest, and ig again stricken with
Aanviety The Ash bLhivg anaragess ass bhe monster mnf Fanr
which in Aan UncARRY WAy arowes s hoth chy=sical and mantal
=ha The BAah ig MacDonaldl' s version of what, Hyde repreasanted
for  Rtevensnn: it iss A "new farm i f Awful hidamiimness"
a nightmare of sleep in which Anndons vanders, refinding Annidos af

reacamnhlerd Lhat. of A& ("f("iY‘"}DS(—?"al altthongh it

ugly, as Anndos admits The sesasence of

Treerd
" Pzt the mmst, awvful of Lhe featburas were the eyves. .  They
=zeamaed Lo he lightad up with an infinite uJgreed B gnAaving

voracity, which devonred Lthe deveonrer, | "32

S
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The nuerall degcrivlinn sugagestis a  sen<ual nature, as the
reference to vampires sungaessts Bnth tha Ash Aand the Alder aan hea

amsan A fnrevinners of T,ilith, in the acnthinat ion Nnf the sensusl

Aand savage greed. Lilith is virtbuslly a4 vampire:! sha ryeaovers har

strength hy sucking Vane’' s hlond and Vane hecoties fatally drawn
. her

Vietnrian popular fiabinn reveals A particular fascination
with Lhe myth of vampiri<n, and nuermiis remakes nf  Stokeer’s
Drscugla (1897 prove its lasting appeal. There  have hean many
Frandian interprebalimnns nf Lthe fact, aned there is  vndonbhtedl s
omma Hyraitth in ther Vatpirvisn wvas a ' decant’ vay nf wuhlimaticn
nf maad saewilal desires:t b Avnided sewital intercmirsa And
velb it provided oowerfnl mivitoure of pain and  ewbtasy. Ths uvichinm
conlad yemain chasbily dressed in bthe night gnwn anmd vetl
stimilating desire in tha tahnn placs, Lhe hedroon,

i A Frendian interpretat.ion  the A=h  micghl he Laken A=
anot e Victhorian monster N shame | A monsterr af suporesaad
Tihide Tt mAay well he froe in Lthis parhicnlar case, Hast, it s

nat, ey intention Lo apnly the Frandian redoctinniaen Lo Lhe

t.ala (%2 08 Wt has broader mat, aphy s im&0 i mp’x icrAat.inns b han
a frustrabed Tihido v Suporaessarnd idl.

Arnndms i sAavaern] hy one mnf Lho mAany mothar Figirres which
Providencae mysterimnaly nlacss in his wAay at. coracial moments A=
T catbed ahove, Lhims female alaemant can he annsidererd aa thea
amhrdinent, nf a pure Tmaginat ion wvhich is in crnstant, shbriggle
with Fzaneow, Fancy is Lthe aaoaliby nf Cinouree’ | dark dreams and
chams nf  the it Fancy lTeads bn falls= intn madnasae and hell)
wvhile Lrie Thagination leads bn branacendenos.

Aoh ism Lhe malea daestruct.ive prinainle, the Alder



for the peril of the caoptivating charm of Lhe destruclive

Aasopaat, . Thae mnystericons= gird At the  Theginning of his

imirney has given him a signicgant warning as Lo Lhe true natare

5f  the Aldar: " .. the Alder will smother vou with her weh of

haiv, if wvou lel near vou at night” 33 BRut the childish Anodas is

1.

cuick o forgel all the vall-maant, signals his vnoonsaionsg ssands

and hecomes ent.angled with Lths Aldsr.

The vhnle mesling is again carefillly staged. Once again we
witness the ironiac distance hetveen the Jdisaoiirse of Lhe
Aarl Lhe di=conirsa of the character. Anacdns does not,

svithiml i =ignals et natiira transmita Ltheangh his
nnaonscings in the rvicht vayw Tf Anncdns dnes  nob seenm Lo hauva
heenr oitilhy nf anything (ewcernt lteaving the path at the heginning
af iag aduvantorves) in Lha horror scoene with bhe Ay, then he is
=mn hlataleag whan the Alder ALnDeArS Peing warnar by Lha sad
Traiaht, Sie Percival, wvho refers bn hism unfortimate anisacde with

1

Lthe Maiden of bthe Alderv-tres, Anndns ig oo siree of himself Lo he

ahle Lo reacognize and avoid any danger

v caurely T shall he on my anard; and T am filly reanluad
T =shall not.  he ensnared hy  any  heauly, however muach
heauhiful . NDouhtleass some one Man may escaapes, and T shall hea
e w34
hy  self-cnnfidencs, he cheaerfinlly head=s  For annthen
A= the Lwilichl sets in, Ltha forest bhorns inbo a haonbed
ol aca Tha mevae inuventaory of matifa is alarming in its chrmic;a!
"graeat, hats’ | wmonchanons moagio of muls’ | A night. hawvk Tn nther
bivels i f Drey, wvhich euvnka Lthe subonnscioiss ifnage nf
Arnd A wrav  invite Lthe ironmic agestion whr is Lhe hunter
and  whn i the orey Annmrdne, hrwvawvsr Ames nnt reacd his



v
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Linmne as signs nf danger,

Thean the sSpAace undergnes A sitht.le met.amorohical changs!

"TInkrnnwn sounds’ and operessing mdniirs raigas desive

"The night-havk heightensd all tLhe hartmrny and =til Ineas
with his ofl-recurring, discovdant dar. Humhearless unknown
sounds came ot of the wnknnwn  dusk: i, Aall wers of
twilight. kind, opressing Lhe heart. aAas with coondensad
atroschere of dreamy undefined Tove and Tonging., The odonrsg
of night. arnse, and bhathed me in Lhat Toxurions mournfolness
veciiliar Lo Lhemn, ass if the plants vhence they floated had

heen watered with byvogone teara, Farth drew e Lawvards har

hosom! T feltl as i€ T could fel1l dowvn and ¥iss her. T forgotl

T was in Fairyv Land. ."35

A alome rveading nf the passags rveveals how the desaoricolion

Aagain il fally anticipates Lthe following events,

The

n Lthe foregt echnes with sernsoms, alnest decadent

it rness as tha Attriitas ! nppw@-q@v’ ru_‘{’ s T orminddsrnasdl?

" YoaAat ing’ YIRS ! ﬂ‘r‘-.l:»a‘m:,' 1imddafinad Trhve E¥ala o st i
duvtapased with O liivurious fnnrn il neas’

Fuen thwinigh Lhe 7 lisaririomae anornfnlness’ o the night mdoaies
may have aome fromdabinon in bhe realigticn percsnti;on nf Lhe smalld

of the wmoich =zmil in thae night forest, wvhich may evnke an imsaa

freah ayvave, thse phrase may alss inwply a forehonding nf Lhe

mnf R

coming Ffa11 0 Anndm=s ig heing cachiured hy higs senses antd dazad hy

i Hdesira anad thiim mahle . oamminicate with bLthe sasence of

Fairy land, He ig pulled down Lo the matsrial aspeci. of Mobher

Flavrih, whicsh is ewvpreaessd hy his wish to " {fall dowun and kics

is sinely in Lthe right, mond for melbamorohnsis.

The passagae ig A marvellous evample of very siuhbie work with

imacs= in Vicborian fiction, Althoongh bhe suhitlety Mmay esacape the

TSI O iR

on=cios attention, il nevertheless operales on Lhe sithe



The Lthird part. nf the descrivhion affers A clo=se umd Lhe

mind frnouses on the details - ornses, twias, leaves, insects,
Foighs crossing bhe path, targe ronlbs. A= A malbbter of faact, A11

f
Aare parts nf th

the desorihed Lhings ars either small or A whnle,
which turns invisihle as the mind hecomes  sntanglad in Lhe
milhiclicily of the material world and gets distracted from ils
=pirvitual giesh. Awain All anmoonents F£ilt Logeblher and form one

whnle

The fourth parh givaesa & shape tro his dagire. Desire is
neranni fiad by the ficgurve nf tLhe white Jady: il makes him daaf
ant hilind Lo the warning t "the  whale nicht hecams one

36
ke=s & wvhile AappAariticon which, as he helisvaes,
He immediatbely hecomeg auvare Of some YWind of
Adiaesmonance] he oan heay in hey uvnics & aymatbness vhich "Aid not
e harmonicusty with the heat of ny invard miimicd. . . A oo ]

iver ran Lhreough me "37

Put he dignores the wvmnice of his unconssions and Jetbs himsel f

Fa YTiivaed intm her ccave wghere he aSomn Trses aonacd GlisnesSs aa <he
[N B him =oma aztrangs tLale He wakres np into a metamorohicoal
i ha finds ot that bhe heantifoul lady  has tovned intn

moaneab.ar Of tthe Alder-tryae and Lhe aevil Bz=h i= ahot, b Wil
him Ancpdns im conmplelsly maralyzed with fear arnd, JTike a child,

he is unahle Lo ot tin oany vesistbanoe

nf thes Bah Aarnd tha Aldav Ave 80 Glose 1y

with his fear and anwiely that they might. he gern

T
-
a2t
-
T
-
et
e
o
[ ':

tha emmt imns Aarnt Lhiis noerale in Lhea space of bLhis HNCARTTY Piit.
I Tat=] t.he whinle SHaCe nf Fairy T.Aand ig t.he ROACIE af the

mariealTons, it wonld he i1lngical Lo Lhink so.
v
R= the metamorphoseas ara chyinusly very alosely linksd with

Lre  mental orocepsses, it conld he <aid  that it im Anndos whno



vimirlay

mes A metamnrohosis and Bxwpariances A fall intn t.he

Adarkness of hisg min?d, facing Lthe horrors hidden there .

The Shadnw

The agodfather of A1l Lhs horrors in the narrative is bLhe

Shadnw vhich ig released hy Anndeos in the Oagre’s hot.. The relsame

of the gshadnw has serions onnseqiianoas, Tt is alwvays so when the

crotagonish,. apens bhs a forhidden chamber) bhe Shadnw

-
3 3

Jaastroyve the ocharm of Fairy TLand and hrings  Anmdos Lo i,

=R

A

i

Tha Shadow hecomes Anodns’ s moabes Rdversary, with whom he has bo

Tnr ordey L ogat ridd af hinm Arivvi;me= has Lo am bheotnah

nf agleansing vrituals andd

amncant, nf Lhe shadow heing abtached Lo haomman ol hnth
whysical and epirvilbusl, has 1ong held a fascaination for mankind
and there have heen manwy variations on this  theme The Romantice

interegth in shadow doihles has Lihree maior  sourass! folklores,

My teiemn, and curvent Lhanrias of magnetise and mesnerisn 2% Thae

mos!l influential was G H. Schuherti’ s notion nf "animal magnet ism’

"Trn the magnelic trance, the forerimney nf hyonosis, thare wva=
often startingly revealed a seanmnil perannality arising fram the

darlt aide of the mind, its ehadnwv-side’ or "night-=ida’ "39 pt,
the anid nf the ninstesnth centiury bthere is A large revival of

interast in rvchiatria ressarat anrl spirit.ism. And thus

tleantion is fooused again on Lhe gosstions of 0 bhe dark shadnw

Bl

doihles, MarDonald' s shadnws chvinusly  come from Lthis myvshico

v plavs & rg]atiyn]y minar and rather mhacuure vyole

in thae atruchare nf [ ilith Tt is aaganaiated exvaclusivels wvith

<



i1ith: =he =meems Lo he suhordinated bo Lhe Shadow in a way which

ig nevar really ewvplainad. At the end nf Lthe nnvel, hnusver, even
the Great Bhadow lies dnwn in the Honsme nf Sleepr and is gning Lo

Tn Phantastes, the Shadow plays A muach  feore ewxtensive
1l role. The presence of bthe shadow has & metamovphical

effect on the magic spacs nf Fairy Land:! it hecomes dreary and

nyvdinary as if he weve hack in the reality:!

'‘FPverything, hencaeforwvard, ted for me in ilts relation to

axisg
my atltendant .  These raves of gloown issusd  from bhe central
shadow as from A hlack sun. | RBual vherever a ray struck, Lhatl,
part of earth, or ssa, or sky, heacame uvnid, and deseri, and
w40

tao my heart

Tiome 0f bhe affaects of the Shadow may he regarded a5 auncanny, for
svannls Lhae scene in whicoh Anndns wants bo kiss a prabby onunt ey
il hot e tn the "wmatAamnorphical effact nf the Shadowy she torns

ttesaguely hidacisdis huyt other effects  are nnl, unless we

~

vafiases te tyust Pnndos’ o sanse anmpnlebely! o swanpnle, vharever
t. ehadow 1ias, t.hea vpggtatimﬁ im hurned down a= if hyv fira, 42

The Shadmsw dimappeara at, Lbhe magic Wﬁiﬁﬁﬁﬂﬁtivp stat.ions, «uch
A= the Fairyv Palace or bhe igthmis wvith the magic fairy ophbtags

il

Tha Shadnw is alsa ahsent. vhen Anndos heocomes  fully engsged in

thae opreparalinn for the doel with gianits: kot afiter this herois
cni=mls the Shadow retbarns, even throgh it remains invisihls Tt

coma=s hack and strikes with a new momentum at Lhe momant of high

]

binn and  complacency, vhen Anados in A splendid armonr rig

as
th-=mugh a forest comparing hinselfd Lo Lthe holy knight. Galahad 43

f a douhle, only "creat:

-

.'['

The Shadow confronts him in Lhe shape 0

m U

and fiercer than his counterpart”, hlocking Lthe narrvow pathd At

thias moment. of aonfrontaticon Anndos fails tn nhey the voice nf

"

the uncrnnm=acions vhich Ltells him: Spaar in vre=sbt, and ride at, him!

127



elze Lhon arit for epver a slave. "43 and gives up resistance in his
mical pAassive manner and suffers Lhe oaonssgiiences unhil he is

2oxin given a helping hand and tLakes a moral lesson o his heart !

"T learnad that it is hetter, a thousand-faold, for a prond
marnn o £all and he humhled, than t.o hold 1 his head in his
pride and fancied innocence. T learned. that. he Lthat will
he nothing bt a dner of his work, is sure of his

manhrod, 44

The lasht metamorphnsis nf the Shadow might, he the heast,,
"like a wnlf, it twice  Lhe sizs"45, kel hidden under btha
Hmvrm with a  pagan albar, Loy which humnan sacrificses vers
af fared, and which Anndns managed Lo stbrangls At Lhe aost of his

Thare rio donhi Lhat the Shadow represents Lhe negative
aspactias of mind whiach fri=frata the swvirvitual progress. For
Sy amml e Prhh vaagAarcis the Shatdnw As "MacDonald' s versiocon of
Celevidae’ s NDeipction"4®; far Manlove the Shadov  is  the

~: f nasssssivenass! "Thae Shadow is the aevil onnacicos
e 1f  which seaks Lo have, arnd destyrys  in having"4?  The nost
cgrmnlaey concaapt. of the svmhmnlic rnle nf the Shadrow is offearer iy

P'f' i r“.".’f (=] 1 t .

"Ax we dimanver, the shadmey is nal mersly "original sin’ | nr

the T unoonscinns’ the Tungian " shadoy’ | 0y evan @nfhe

laka Lha Frainlian R A v it Luer

the =story AL one lTruel it may indeed 1 o

A or Aall, of the=sse. Simultanamiisly, hovever the

overy o0f this dark shadow  threooagh bhe forhidden donr

illustrafes the procesas hy which  this coomes aboul . Th formns
a symhnl of his own menbal ornoess "48

mLher  words, the Shadnw may pervsonify a 1ol of negative




= af mind as a concert: hul it is of equal, or mAay he sven

nf oreater inp

ortance Lo nnderstand why and how  the Shadeow wvas

The evocation of Lthe shadnow has Aall the features of a Adresam.

RELMG Lt have nn will of his nwn: he arls as if undler

doing things he knows ha shonld oot do. He opens  Lhe

aof a closetl in spite nf the wvarning., The aloset. looks firat,

like an nrdinary ool shed hut. Lhen it smmderanes 3 mebamnrohnsig)

ther side opens into a spaos with a night skvy and " tLthe long
werspechive nf  a nparrov, dark  passage. . "42 0 And cnih of Lheae
agm conmes the shadowv, Paralwvassd Anodns can only valoch as Lhe

Tirteas Loward

v il Eeleasgty o

rvim, with the strangs slowv spead

\
\

im ranging v  and down 1Tonking for hin

it h a diffaeranl. nama i o wnne woar el

s has fotind v, as evary person’' s is almnosih csriain Lo
wvho YTorks into Lthat  aloset, especially afler meating one

in the frrest,, whom T dare =ay won have wmat "70

Tha wyohlem of the svmholic vole of the Shadow g
wilh tha and role of evil and suffering in

The vreleage nf Lthe Shadnw ias an act of disnhsdiencea! Anoddos

renealadl s ignores Lhe inner VISR IaT=Y Arnct acts on inpnlse, and
tr=rafnre hig wanrderings recsemhle A series of falls, Pail, he im
L] saved and alwvavs viven A c¢hance to hegin anaw,. This
navrative pattern raflects MaoDmnmsid' s corncent of the avil:
"What, ve xAal) evil, is the only and hest shapes, wvhich, o
the oerson and his condit i;mo al the bLima, cotld he assnmed

0



nwngs 1

hy bthe hesih ornnd "=

A= oa result, the velease mf the shadow
nf oood in its ultimate effeoct . Fven his se
th= Mmagic glass =sphearve of a l1ittle giel
& onmd Lhing o dn after a11, heacaies  sh
acdguiira a gifl of singing, hy means of  wh

Lowe

-

thea

anrihilat

Tiherating,

By the magic of her voice Anndos is
’
» and his despair. Tf nne  doe
closesh and dhes nol ewxberisnce
np. Hyde mish he acknnwledge

transfnreat.ive faTaterse af

the

ey

The nihilatinn of the FEhadow is not
T E TR it cnves on pa<sily and demands noth
Tgiven to hir asm if ho savnasd it e h
=Ty T i thiny in terms mf deageraing
Ma~Drimald' = vork bLhe matapvhvsicsl help s
ERYSR Ffellaving Lhe Trogic of endlegs onmoaas
The end Nnf the Shadow ia ot howvever
rraovecsgs] it iag nnt the death né the se1§.
the givr] fron the tower, Anrdn= hreaaks
recml lections antd from an =uthorial distance
=tage ~f hie snirritaal orogress:
"Fre long, T 1earn=aad that, it was not
Tost o 0 CAncnthar self
A dead marn, from L
mast. Douhtless, Lhis self
brriaed, and again, from ils Lowmh, sprin
nf thia mnmy history as  wvet hears  nnl
crmae tn life even in bhe slaving nf =
anmething deepery and stromnger Lhan it
last from bthe unknown abvsses of Lhe so

130

has done Anndns a 10t

1fish Aact of hreaking

\

has Lturned b o

s oy led YO

icch she conlad

Alsn set. free from

net, lookx into the

mAin Aarnd Sorvew, ona

3 and T is

OV ST COIme |

the girl's arnng Lhat

thea most convinging

irg of Broclos ThHL i

iq =iffering Pt mne

ore nnt, Aegerving. Tn

atericusiyvy cinihas And

i,y .

the antd nf spiritoaal

After haing saverd b

the sequence of his

aomnmnent.s on bhe neswt
my=elf, hut only  my
seeted Lo Aarise, like

he Aumnh Aand bLrampled
dime an he
ahi 1l
Lthe recnrd Self will
1€ hut
which wil
w52

miist., AgAain

A winger bt

Lherve

1

is Aaver
emeras Al

il



that is t.he final metanorphnsi is Lo he

b

long douvrney, the end nof  which is nnt incloudsd

in the honk, hacanesese it is hernnd the lTimits of Tmagination. Fven

in Lilith, which brings the hero heyond the world nof the senses
intno the ity in Heaven, Varne dnes nnt gel morve Lhan a glimpsa of
Lra =ardge nf Heaven, and is sent hack o his dreamgs nf reality

Fealing Matamnrphness and TransfnerHal i on:

B

Sincs  the sSpAace of Fairy Land iz Lhe space of mind,
mat amorohoses ran alsna bha Lakven  as ewpreasinns of shabes of mind
an? images nf  mental DrOCaeSSas . Moo=t of tLthe regeneralive
with images nf water and a cleansing

1 in the shirean =soringing

el

iry, Lthe hat,

Arnodns’ & hadecon, Lha suyim in bhe hasin in the Fairy Palace,

1 he =picidsl duamn inte the draars, autunmn =& armd plenty nf

tears Tha first oart of ths narrative is framed hy the imace »f
the ssa Ffound in Lthe eyes of the fairy, and then hy bthe inace nf

ic sea discnuvered in thas wpalace hasin, and finally hy the

irage nf Lhe dreary antumn seashorvs Anodos reaches in despaic
"he deminaling metamorohnsss f this oarlt arve bhe realaase of

A and tha meta

ohnsis  of the marhlie statae intbo Lhea

White Tards Manlove <laims Lhat, "Tha Shadow aned Yhitae Ladys th

&
b
3

= MY SIS Y linked: e ERVEY Adiffervent, A

o wB3 The episndess wibth Whilea Tadw caarve AR

lasmarmns i bLrus lTove, which thaag bransfovmat iuvue @ffoctas mmn Lhe
~tar: Lo ITnve means Lo give and nnt Lo recerive. "T knew now,

b

im hy Inving, and pol hy heing Toved, Lhat one can come

nearast the anonl of anotbher. "54

Y

T iz imonasihle tn fix a definite allegorical meaning tao



the mtif of White Lady. Th i again the oroosgs which ig more

raelevant than the concept. The actiial metamorrhosis of the statue

cars e nmierstinod as a symhnlic image nf bLthe crealtion 0of work nf

t, as well as Lthe releame oy f tha =onl from tLhe mat.erial

iaT T

e
of mabiber. T is guite npsatiting to mes Lthe White

Lady vmiinning away from Anodns without, a4 word of Lthanks, Th i3
nevar ewplained wvhy she does this. On a synholic level, it

hecomes c¢learer vhen one acoepts MacDonald’ s aoncept of love and

ot

the myshical concent af spirvibas] quest, in wvhich bthe mesl ing

is only one step nn Lhe Jounrney Lo parfechtion. R:»

giving life +tn his White T.:dy, Anndng releases somebhing in

himeslf, hy giving her 11 a=s the ideal he sotight., he has noenard

9

o new stages of sSwpiritoaal vroaress . Anados himsedl s

-

Thu=s T, whn  =eb outb Lo £fingd my  Tieal, came hack reinic

that T had lost sy Shadow. "B8€
fine has Lo vonder wvhy MaeDonald repeats Lhe =same scens of
metamorphoasis o the stalie in the walace. T cannat, think of any

ool evonlanaticn: it sasns t.:  he meraly  one  of the random

svnt.=zatic mntifs vhich may not convey any ssamant ic conbent and

=simrly  conbtribhute Lo the mani fest.erd dream-1ike, disinintearnr

i shrocatiire of Lhe narval. ive .

Tf we think mf t.he narvat i

7

A A mvstical aiest for

=2ctinn, bthan wve should he ahle Lo inlerpeel Lhe respsclive

T is especially Arnodos’'s stay in the palace vhich serves
Aas  an imporvitant regesnerative  stationn, in whicsh t{twvo essentisld
mat amorehnsss oo the melamorphnsis of Lthe large hasin int.o

1

12 Lhe =tatns into danoars

a =mea, and  the mebanovohosis o f
inttnding Lhe matannrphosis nf the statone of White Tlady hack o

hays hoan Fovm

Tn the palace, which seems emnnhy Lo him atl firgt, he is nn

%Y
)
.



-

lTonmager hntbhered by his Shadnw. The swim in he magic hasin, fed
v Lhae wat.ey fraom the overfloving frimbain, has Aa veaganerat ive
sE et on Anndos . His senses grow sharvepey again 1ntbil he hegins

tx discern faintl, agvacious forms, here and bLhere threoughonit, Lhea

hui1ﬂing",57 Tn the his

2

pAalace 1Tihrary he is givan a chance

W
T

learn hy

o

ahout, other lives and nther vorlds, even thong

to him he is the main hero of bLthe hooks,
the hroks do neotl Lesch him  enotigh, hecause he fails

1

during the metamorvhosis nf Lthe statite nof tLhe

WYhite Tady back Lo 1ife! he loses her when he stops his singing,
graheas hay hand and wants Lo pualdl her dﬁwﬁ from the pedeaestal.
Pt mnee Aagain hisg failure works o his uitimate bpﬁpfft; hao
grous by Jiving and giving up! hs acoepts finally Lthat Lhe knight
Finally marrisad the Vhitas Tady at. Lhe end, deserves hay diovea

that. Lthe stawv in Lthe fairy balace shonld have heen

the climaw of his vandering:! where else anuld hae achieve whall hae
has wcnahb? BEnd vel he Teauves Lthe palace withot, finding out, whna
t e most arimis, mnl half-viginlea inhahitants Avra; witbtheoart,
teaeling Lthe nwner mf thse malame, thae Ffairy atieen; Annordoe chases
the svectre nf his dreams  which, howvever, i@ nnl very keen  on
maeling him Such A reading ohvionsly makes no sense Fither Lhe
palace  was an  opporbinibty Anndns did nob Lake, or ih is only

ancothear whass in his gneaast H At in favour of the second

possibhilibly. Ons cannotl spend one’'s  life in bLthe cnmfari of
a palaae of art This is only a way =tation as wvell as an

is given a second cghancs Lo start, the fairye

all= him: . my =mon, and do sosething wnrth doing "S2

in thae fight with Lhe heast, Znodons does nnt

indervagn A physical metamorphosis rhvsically:! bhe bransformations
af his mind are exbDressed hy the syvmholic melarmorchosis of Faivw

A
\

)
W)



Larmd and its elements. His nwvn mebtamnrohosis conmes only afler his

Fiyet he achanges intao & orimyo=e . Lthen intn a a¢lroud; and

vhern sawilling in hias new mission nf 1ove, he experisncas annbhar

il

fall: "a pang and a tLerrihle shidder wvani Lhrough me! A writhing
az  of desth convalsad ma. | "%% He wvakes up hack in Lthe real

wor ol

Shrild the metamorphnses he Laken as A fall or Aas a4 risa? Or

t?v"y:r“:}'; has ot i t.‘ v

"Te the edection from Fairyland., . a =sicn that  the moral
banefil nf Anndns’'s faivy dinuarney has heen rveaped, or is it
a pinishmneant fror Aallowing =elf to enter in bLhe moment of

ultimate selflepassnesg?" 0

Rahh Tefl Lthis probhlemn  unresndved, suggesting A Divoossf

€ > f 13}
ambignity! "MacDonald  areabtes the lTimits nf human perfection by
am ultimatae amhicuity 50 Theve can he no douht abrol Anodos' s

spiritiual oragress, hs has grown wviser and leas selfish, Lakine

AL

Tasaan= from his falls and failores, as well as freom his reading

axperisncs, =suven thongh it shrowve tp only in the 1ong run. He wels

ricd of hie Shadow andd lTeryn= the valuae Aarcd Lhe bLrus natiure of

} mvye

crrhosig, howvewear, doeag  aonlbain =some sseds af

corriint ion, which prevent. him from reaching further stages nf his
=wirvitual progreas. Tha 311 from ahnue onmes a3 a8 resultl aAf his

migssion f lovs, anchthar fallacy

visminn o

Jhow o will o T tend won, and wait nioon yoan

Tave "861

igs Lo hring Yo life a nev =21fF, as Anodons

himg retrnapactive remark ewnlains, oonmnent ing on

riddance nf the Shadow. "Self will come Lo 1ife puen in bLha

ot
=
0

[y
r

piY



Zlaving of self; bual, Lthere iz ever somebthing desper and shronger
thanm it wvhich vill emearge &t last, from bLhe unknown abysses of
the soul. . "92

Rut. T would rather avoid the word 'punishment.’ . The lasti

metamorchical fall is simply Lthe last lesson Anoddos recaeives. Tha

vrithing pain iz svidently the hirth pain; Ancndos is horn inta
e ., or, in obther wvords, he ig giving 1ife to a newv self.

Althoigh it shill remaing a s=21f, it is a moach bheller self than
1,}_1‘:‘ !‘_l'}fi Inla k=20

This lasth fall wva= necessary hecanse BEnodos conld nat. staw
in Fairy Tand for ever. Similarly, bLthe reader cannol stay forever
insidea the story hea reads, Ha has by Faces the harad facts f
lank for the guiding cues in Lhe Pank nf Habore  And
1 aer hecamas flly invalvesd  in Lhas story, he  most have
hean branaformed in the cmirse nf vaading 1ike Ancdns was in Lha
™A 1aca ., RYen !_.hru_lgh the ~ha ngs Aid nemt Lake I::‘x Aar= immediabal hd Ha
hegins Lo inderstand the inmoorbant issnes ﬁnly‘?atér nn Aafler he
=uffars hecan=as of his failures and falls., Rad Lhe sane
for L he readsr, whn is t.eld hw th Fairy:! "Gn, v  Son At Ao
snmathing worth doing "23

Tha ewpulsion From Fairvry Land reflechas Lhe linits nfé himan

e evperiances: Anrdms has reached Lthe hicghesit stazs

sDonatd A= an artist could conceive, ITn Lilith MacDonald

frivvihery on!

he lets Vane vaach bhe gates of the heavenly
city anarded hy angelas hatl doas nob allow him Lo enber it Anodos
iz returned haack, ant the rest nf Lthe hook hecmmas a saries of fa

from one veality Lo another, from one drsam Lo anobher, erasing

tha hmrdervlines helbwveaen themnm

The matanmnrophical £311 hrings Anndons Titerally rinwun frnm the
Gloids Lo earth. The ‘ceircuibons douvurney’ was conpleted. Wit houotl,

a fAall there c¢Aan he no rige
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CONCLUSION

In my dissertation I discuss the development and treatment
of the motif of metamorphosis in nineteenth-century Scottish
fiction. I focused my attention on James Hogg, R.L.Stevenson and
George MacDonald, because they are major Scottish writers and
their works under discussion illu=strate the general
transformation of the concept of metamorphosis not only in
Scottish literature, but also in the European context.

I have chosen to devaote three chapters to James Hogg because
his works reflect the whole development of the concept from the
ancient. mythic concept. as found in ancient. mythas and the oldest
layers of folklore to the Romantic concept of metamorphosis.

Stevenson's and MacDonald's cancepts of metamorpho=sis
represent the other stages of the development: Stevenson shifts
the thematic focus to the moral igssues while MacDonald,
influenced by neoplatonism, uses metamorphosis at its ultimate
effect. ags a symbol of the transformation of human consciousness
and of the transcendence of the laws of reality, apart from its

role as a gsymbolic Fall.

Met.amorphosis, defined as a radical change in form and
substance, is generally conceived as the changing of someone into
a being of a lover order of life because mankind considers itself
the highest form of life. This explains why metamorphosis is
agssociated with the Fall of man, and with the myths that. refer to
it, such as the Biblical story of Adam and Eve, or the Faustian

myth, which enjoyed a particular popularity in Romanticism.

I focused my attention on the thematic aspectits of
metamorphosis in my analysis, loosely foltlowing Todorov's
structural classification of the text, vhich differentiates the
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syntactic (plot), gsemant.ic (symbolic), pragmatic, and ethical
level=s. In practice, howvever, it is often impossible to separate

the individual aspects (or levels) from each other.

In my discussion of the ontological development of the
concept. of metamorphosis I make use of Todorov’'s structural
categories: the marvellous and the uncanny. As many critics
not.ed, Romantic literature, like its forerunner, the Gothic
novel, displays a shift of emphasis towards the uncanny. Hogg’'s
fiction can serve ags a good example of this trend. To achieve an
uncanny effect the authors have Lo use more subtle ways of
characterization by means of a gskillful manipulation of
interlinked images. They have to pay close attention to the tone,
the point. of view, and the style.

¥hereas metamorphosis in Hogg's Memoirs and Confessions can
be interpreted as an uncanny event as well as a marvel lous event,
this ambivalence is lost in Stevenson's Jekyll and Hyde. He
avoidgs epistemological issues in order to focus fully on the
moral and psychological problems of good and evil. Since his
story lacks a satisfying psychological explanation wvhich would
dismiss Hyde as a hallucination, and the nature of the experiment
is too improbable, the story becomes a moral fable about good and
evil in the human soul, or in the modern reading, a psychological
fable about. suppression and sublimation. The question whether the
gstory is ‘real’ in the mimetic sense ceases to be important.

The fable quality, howvever, does not. encourage individual
characterization, the characters lack fullness and depith, the
get.ting remaing rather sketchy and the majof emphasis is put on
action. Consequently, the story lacks the psychological quality

of the previous Romantic masterpieces, as represented by James

Hogg.
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MacDonald moves even further away from =sophisticated
characterization. He expresses himself through images and
incidents with symbolic undertones. If in Stevenson’s story the
metamorphosis produced Hyde and with him the wvhole story, in
MacDonald metamorphosis stands for the metaphoric Process of
creation: a whole new world comes into being through
metamorphosis. The process of internalization ig complete. The
whole story takes place in the mind of the central character and
is therefore an expression of the contents of his own mind in
which he iz free to go on a quest for organic growth and
perfection. Metamorpho=sis thus can be read in two contexts, the
artistic and the religious: as a metaphoric process it creates
a work of art in which we can realise our sgpiritual quest.

The epistemology of the narrative space igs linked with
dif ferent concepts of metamorphosis and the Fall. Michael’'s Fatll
takes place in the mythic space, he is a typical Faustian hero in
search of secret knowledge and striving to control the forces of
nature. Each new variation brings an ironic transformation:
Robert is happy in his dogma and little schemes and does not
agpire to any kind of gnosis. Although Jekyll igs closer Lo tLhe
Faust.ian adept of mystic lore, his goal is rather limited in its
scope! he does not strive Lo understand and control the elementis
of Nature, he sgimply wants to control his own nature and escape
the frustrating inner conflict between the public persona and the
private self.

MacDonald has no use for the Faustian myth; his heroes lack

gstrong will and are carried awvay by the flow of events.
On the syntactic level, metamorphosis, being a severe

disturbance of the lawvs of Nature, molds extensively the

narrative structure as it generates and solves conflicts in the
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rlot. On the pragmatic level, it has a considerable effect on the
reader: it produces fear, a sense of the grotesque or, as in
Hogg’'s "The Hunt of Eildon", it achieves a comic effect.
‘ Metamorphosis assumes a number of roles in the narrative.
I turned to one of the oldest collections of myths of
metamorphosis, written by Ovid, and I found in it the following
archetypal roles:!: escape, rewvard, punishment., disguise.
The ethical aspect of ancient. myths is often obscure, and
the pragmatic aspect can differ from tale Lo tale. Ancient
metamorphosis does not. seem to have a clearly defined ethical

content, because it. reflects an epic world in a state of flux, in

which the wvalues, in contrast to later periods, are not. fixed.
Given this= fact., metamorphosis can enter even conpletely
contradict.ory narrative roles: in one case it may be

a punishment.,, in another, paradoxically, a rewvard.

I have traced the origin of this loose epistemology back to
the animistic mode of thought, which did not draw such a sharp
line between man and Nature and regarded metamorphosis as
a transfer into another form of 1life rather than a fall into
a lower order of life.

Hogg’'s "Hunt of Eildon" is a typical example of a tale which
is still in close touch with the ancient mythic type of
metamorphosis. The pragmatic effect. and narrative concerng
prevail over the thematic concerns. Metamorphosis in Lhe story is
an important dynamic element. in the plot and the metamorphoses of
Croudy aim at a gross comic effect, while the ethical aspect is
only vaguely implicit..

Hogg's Three Perils of Man uses metamorphosis in a more
sophisticated and conplex wvay: apart from its traditional
narrative roles of punishment and disguise, it enters various

thematic links. It operates as a coded message (the metamorphosis
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of Charlie and his companions into bulls instructs them as to the
wvay of conguering t.he besieged castle Roxburgh); t.he
metamorphoses of the Eildon Hill and the countryside show the
dangerous extent of the evil powver. The fact that metamorphosis
can function as a sporti to employ the surplus energy of the three
evil gpirits reveals the Faustian theme of the prablematic
control of the evoked power: Michael can not give it up, as if it
vere a drug. He is finally destroyed by the powver he raised.

\ Even the absence of the two nmythic narrative roles of
metamorphosis, escape and rewvard, is significant: metamorphosi=s
can be neither a rewvard nor an escape into another order of being
for the heroes in the world of romance, unless it is Heaven or
Hell, because Chrigtianity rejects animistic beliefs.

In The Private Memoirs and Confessions metamorphosis is used
in a more subtle way and at the same tLime more sparingly.
Metanorphosis assumes the role of a disguise and becomes the
means of corruption of Robert by his my=sterious companion; it
gpurs Robert to action and pushes the plot forward. Robert
himself, unlike Charlie, doe=s not undergo any real metamorphosis,
because his met.amorphosis would sway the story towvards the
marvellous and break the elaborate balance between the uncanny
and the marvellous. Similarly, metamorphosis is either an act of
the supernatural agency of justice, or a psychic mechanism of
praojecting his desire and then his guilt onto, or into another
object, which can be real or entirely imaginary.

Metamorphosis also provides the key metaphor for his Fall:
deprived of hi=s free will Robert degenerates into a flat-soled
monster, caught. in the web of his lies and delusions.

Met.amorphaosis also generates a number of strong symbolic
images that illustrate Robert’' s fallen state: he is perceived as

a ghost-like figure with an evil eye, a person either possessed
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by the Devil or mad.

In Hogg we can see that metamorphosis becomes more and mnore
central to the syntactic and semantic aspects of the text; in The
Three Perils of Man and Private Memoirs and Confessions
metamorphosis serves ag one of the major structuring thematic
elements. In Stevenson's Jekyll and Hyde, haowvever, metamorphosis
plays an even more essential role than in Hogg because
metamorphosis becomes the narrative pivot of the story. It is the
event that generates the wvhole plot and all motifs are

subordinated to it.

Stevenson not only created the most potent image of
metamorphogis in the nineteenth century, but. he also came with
a new variation: the nmetamorphosis in Jekyll and Hyde serves as
an escape from Jekyll’'s frustration. Jekyll’'s experinent fails

and his attempt to escape proves to be disastrous; the escape is
transformed into a punishment when Jdekyll1 loses control over Hyde
and Hyde takes over the body. Crossing the borders of the
Newtonian physical space, and that iz what, metamorphosis ig, wvag
felt. to be a severe Lransgression of the laws of Nature and
therefore it was doomed to failure and condemnation in late
Victorian society.

The story can be read as a Victorian version of the Faustian
myth, gsimiliar to it=s forerunner, Mary Shelley’'s Frankenstein.
Jekyll in his studies and research transcends the empiric field
of science, crosses the boundary of matter when he masters the
secret of met.amorphosis. The Devil figure ig strictly
internalised, only to be transformed into the figure of Hyde. As
critics have noted, Hyde is a monster of shame. In this respect
Robert’' s companion can be a monster of pride and guilt.

Although the metamorphosig itself is presented as a chemical
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experiment. with a Gothic flair, it is not far from alchemy and
magic. Yet the metamorphosis is not a result of magic because
magic works on the bagis of a spell: it requires the right
formula. This particular fact. has several thematic implications:
the story can be read as one the first examples of the abuse of
science and its tragic resultis. An attempt. Lo use =science to
solve psychological and metaphysical issues has to end in
disaster. On tLhe other hand, the circumstances of metamorphosis
ironically suggest, that it was not science that produced the
metamorphosis but a chance arrangement. (Lthe essential powder used
in tLhe chemical process was impure, and therefore aof unknowvn
composit.ion) . What remains then, is the fact of human
transgression of the physical space of HNature that has been
allocated to him, and this calls for a balladic punishment .

While the Stevenson metamorphosis fails to assume the role
of an escape, the MacDonald metamorphosis assumes all the
traditional roles in the course of the narrative:!: e=scape, rewvard,
punishment, and disguise. Since the whole story takes place in
the space of the hero’'s mind, the narrative roles come to signify
the processes of the mind. But in its ultimate effect. they are
not. subordinated to the myth of the Fall, but to the concept of
organic growth expressed in the image of death as a supremne
metamorphosis, transforming the human consciousness.

Metamorphosis thus turns from a mere syntactic device into
an important. thematic element in the compositioni in MacDonald
even the symbol of the creation itself, which opens space for the

human quest. for a deeper understanding.
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