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ABSTRACT

This thesis develops a cognitive approach to the venerable topic of literary genre. In
particular, it uses and explores "cognitive rhetoric", Mark Turner's theoretical framework
for literary inquiry; and it studies in depth the literary genre named "Menippean satire".
The first chapter motivates a cognitive approach to literary inquiry while surveying the
theory and criticism of satire and Menippean satire. The second chapter works out more
fully and systematically than other studies the implications of a cognitive perspective on
problems in the theory of literary genre. It argues that genres can be described as having a
"prototype structure", rather than a traditional category structure, where categories are
defined by necessary and sufficient conditions and arranged in general-to-specific
hierarchies. It applies George Lakoff's explanation for prototype structures in
categorization--his theory that thought is structured by "Idealized Cognitive Models"--to
issues in genre theory and criticism. The third chapter addresses the prototype structure of
Menippean satire--that is, ideas about "representativeness” among its members, and what
this implies for the category's cognitive model. Chapter four recasts recognized facts
about the systematicity of metaphors for satire in terms of the conceptual theory of
metaphor for the first time. It analyzes the structure of the metaphorical model for the
concept of satire as it appears in talk about satire by writers and critics. Chapters five, six,
and seven each analyze the structure of a key feature of Menippean satire in cognitive-
rhetorical terms for the first time. Chapter eight summarizes the view of the thesis by
contrasting it with the view of a recent article on "Menippean discourse", and presents an
original argument for the coherence of literary genres in terms of the coherence of the
image-schemas associated with cognitive models for its features.
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Chapter 1: Testing Frameworks: Theory of Satire, Literary Theory, Mid-level
Problems, and Cognitive Rhetoric

I begin this study with a remark on the recent history of satire criticism. Along with the
bulk of critical terminology, "genre", "satire", and "Menippean satire" in the first half of
the twentieth century became associated with a body of scholarly findings, ideas and
opinion whose disagreements could still be rendered in cognate critical languages.
Philology, source criticism, historical criticism, biographical criticism, psychological
criticism, New criticism, myth criticism, etc. might disagree about many things, but it
was not difficult to pin down the nature of the disagreement. In the decades following the
1960s, the advent of structuralism and post-structuralism undermined the whole set of
cognate approaches and generated a new body of scholarship in a new set of broadly
related frameworks. The basic assumptions about language, thought, and human
behaviour held by Roland Barthes, Jacques Derrida, Jacques Lacan et al., were so
different from those held by previous generations that it could be quite difficult to grasp
the implications of differences of opinion about matters closer to the surface. Two
interpretations of a text's meaning might seem relatively congenial at first blush, and yet
turn out to be poles apart in their understandings of how the meaning related to its author,
its historical context, its text, its reader, and so on.

Scholars of the earlier period include Northrop Frye, Ronald Paulson, Alvin
Kernan, Robert C. Elliott, Sheldon Sacks, and others. They concluded, Dustin Griffin
generalizes, that

satire is a highly rhetorical and moral art. A work of satire is designed to attack
vice or folly. To this end it uses wit or ridicule. Like polemical rhetoric, it seeks to
persuade an audience that something or someone is reprehensible or ridiculous;
unlike pure rhetoric, it engages in exaggeration and some sort of fiction. But satire
does not forsake the "real world" entirely. Its victims come from that world, and it
is this fact (together with a darker or sharper tone) that separates satire from pure
comedy. Finally, satire usually proceeds by means of clear reference to some
moral standards or purposes. (1)

Swift exemplifies in verse the consensus view of the satirist:

Yet malice never was his aim,;

He lashed the vice, but spared the name . . .
His satire points at no defect

But what all mortals may correct. . . .

Vice, if it e'er can be abashed,
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Must be ridiculed or lashed.!

Griffin himself aims to shake up this consensus of the early 1960s, to bring satire theory
up to date with the state of criticism of individual satirists and their works. He maintains
an admirable independence with later criticism as well, taking a tempered and selective
view of the findings of new historicist and deconstructionist approaches. His emphasis is
always on the ambiguity, complexity and ambivalence of satire. This is a salutary
corrective to the many blanket claims of earlier years. Griffin uses facts about what satire
actually is to challenge views based on idealized visions of what it should or might be.
But he perhaps loses in explanatory power what he gains in accuracy and consistency:
"Insofar as my perspectives converge, I argue in each case that satire is problematic,
open-ended, essayistic, ambiguous in its relationship to history, uncertain in its political
effect, resistant to formal closure, more inclined to ask questions than to provide answers,
and ambivalent about the pleasures it offers" (4-5). This very skeptical approach may be a
reflection of satire's skepticism, but I think that with a different approach to satire's
rhetoric and structure, less ambivalent conclusions are possible.

The poststructuralist reconceptualization of satire has perhaps been later and less
thorough than it has been in other areas. This is surprising insofar as "Satire itself [. . .] is
in fact deconstructive" (Connery and Combe 11), and insofar as the other side of the coin
obtains, that deconstructive methods and views have a certain affinity with satire.” Brian
Connery and Kirk Combe offer an excellent history of satire criticism, prefatory to their
1995 collection Theorizing Satire, the first instance of what might be called the "re-"
genre--the rethinking or retheorizing or rereading or rewriting of the topic under the aegis
of post-structuralist thought.? (Griffin's Satire [1994] is subtitled A Critical
Reintroduction, but has different aims.) They are optimistic that

the last thirty years of debate on critical theory have served generally to tease out
and elaborate many issues that were central to the study of satire prior to the
emergence of post-structuralist analyses, and current movements within critical
theory and practice seem to us quite capable of producing increased insight into
satire--without voiding the pioneering work of readers like Kernan. (10)

! From "Verses on the Death of Dr. Swift", qtd. in Morton, Introduction to Satire in the 18" Century 1.

2 The affinity is with Menippean satire in particular. Derrida's philosophical playfulness has been compared
to Kierkegaard's. Sherbert notes that Derrida himself says his text Glas could be related historically to the
genre of Menippean satire or "anatomy" because of its play with genres: it is between philosophy and
poetry, it is "philosophic parody where all genres {. . .] are summoned up at once", it is "a graft of genres"
(Derrida, Ear of the Other 140-41, qtd. in Sherbert 197). Eleanor Cook notes the affinity of deconstruction
with the "anatomy" genre (17, qtd. in Adamson, Rereading 101 n3). Deconstruction rejects the structuralist
dream of a complete systematization of thought and human culture (Barthes); it is rather an "omnipresent
and indefatigable anti-bureaucratic virus" (Turner, Reading 237). It values the inversions of hierarchies that
satire presents, the reversal of marginal and central positions, and posits a decentered universe, with a
"rhizomatic" centreless network structure. Derek Attridge's study of digression links a number of
Menippean works with deconstruction (see below).

3 Connery maintains a website with an ongoing bibliography of satire and satire criticism at
http://www.otus.oakland.edw/english/showcase/satbib.htm.
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They sketch some significant connections with Fishian reader response theory, cultural

“theorists like Bakhtin, Turner, Girard, and Geertz, the psychological thought of Lacan
and Kristeva, structuralist thought, and new historicism, including postcolonial and
feminist approaches. Perhaps most significantly, they note that

satire has always focused upon the aporia created by ironic difference, for its
rhetoric of exposure is based upon the demonstration of its victims' differences
from themselves. Post-structuralist poetics, like deconstruction, continuing to
work with the destabilizing of oppositions and hierarchies, seem well-designed to
reconsider the problems of irony and indeterminability that readers of satire have
sensed all along. (11) '

The lateness of this event can be partly explained by the sympathy of the critic of satire
for the satirist's traditional independent attitude and skepticism about systems. Like
Griffin, GeorgeTest, for example, distances himself from all systems:

Given my eclecticism, it would not do to adopt a particular psychological or
critical theory as a controlling frame or guiding motif. Neither Freud, Fish, nor
Frye will be found to dominate the approach of this book. There is nothing from
Paris, Prague, or Geneva, no Bloom or Eco or Marx of some contemporary
critical scheme. (ix)

Post-structuralism, after all, is not without its posturers, or immune to parody.*

I would hazard that the study of satire has penetrated and informed contemporary
critical theory mostly via the work of Mikhail Bakhtin, and those who have employed his
thinking, such as Julia Kristeva. Bakhtin has made an immense contribution to our
understanding of the folk-culture roots of satire, the relation of literary style and structure
to various genres of speech as well as writing, and the role of Menippean satire and other
anti-official genres in the development of the novel--its "heteroglossia", its philosophical
dimension, its remarkable developments in the conception and depiction of character. But
it seems that Bakhtin's laudable celebration of the "folk" and the value of traditionally
"lower" genres leads to an unreasonable simplification and derogation of supposedly
"monologic" genres like the epic and the sonnet. I have therefore used Bakhtin
sporadically and cautiously, while relying more heavily on the approach to satire
developed by Frye, Kernan, and Paulson.

DIGRESSION ON MENIPPEAN SATIRE AND THE QUESTION OF GENRE

4 What has come to be known as the Sokal Affair indicates that it can become close to self-parody.
Physicist Alan Sokal published in the influential critical journal Social Text a hoax article in which he
mimicked poststructuralist attitudes and jargon to justify the jettison of basic realist scientific assumptions.
He revealed the hoax on the day of its publication, and storms of denunciation and acclaim ensued. The
essay "Transgressing the Boundaries: Towards a Transformative Hermeneutics of Quantum Gravity",
appears in Social Text 46/47 (spring/summer 1996): 217-252. Mark Turner's "Pretext" to Reading Minds
furnishes a few more ironic views of contemporary critical theory, esp. 3-6.
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Bakhtin and Frye are largely responsible for the resurgence of interest in the more
specific genre known as Menippean satire. Books dealing with Menigpean satire include
Eugene Kirk's useful bibliography of satires from antiquity to the 17" century (1980);
Michael Seidel's 1979 Satiric Inheritance: Rabelais to Sterne; F. Anne Payne's 1981
Chaucer and Menippean Satire; Frank Palmeri's Satire in Narrative (1990); Joel
Relihan's Ancient Menippean Satire (1993); W. Scott Blanchard's Scholar's Bedlam
(1995); and Garry Sherbert's Menippean Satire and the Poetics of Wit (1996). Numerous
scholarly articles have also appeared over these years.

These books are literary-critical rather than literary-theoretical, and their typical
approach is to deal with the theoretical issues in an introductory chapter. At this point I
want to touch on a preliminary question that is both literary-theoretical and critical: that
is, the question of whether or not Menippean satire is a genre at all, and if so, what kind
of genre it is. It is not perhaps a particularly deep or complex question, but it is a
necessary step in a study of the genre, and critics must make some decision about it in
order to proceed.

Payne and Palmeri do not really address the issue of genre theory, but simply
assume from the start that they are dealing with a bona fide genre. Relihan calls
Menippean satire an "anti-genre" (28); Milowicki and Wilson call it a "form of discourse"
rather than a genre (292-93). True, Menippean satire tends to be profoundly parodic of
many other genres, major and minor, and in that sense can be considered an "anti-genre."
But an anti-genre may still be a genre, as an anti-novel is still a novel. The "anti-genre"
label is based on the fact that satire parodies certain literary features. But many other
genres have a parodic or contrastive relationship with other genres and features, and are
not for that reason denied the status of a genre. Frye says that "It would hardly be too
much to say that realistic fiction, from Defoe to Henry James, is, when we look at it as a
form of narrative technique, essentially parody-romance" (Secular 39). Claudio Guillén
shows how "Basically, from the sixteenth century to this very day, the pastoral and the
picaresque have represented two diametrically opposite attitudes toward the ills of the
city: the pastoral attempt to flee the city and to replace it with nature and sentimental
love; and the decision to live and survive in it, but not to fight or to 'join' it, on the part of
the 'half-outsider™ (97). Both pastoral and picaresque are genres.

My decision to view Menippean satire as an authentic genre rather than something
else is based not on the nature of its features but rather on important extra-featural factors
that it shares with all other genres: the existence of a set of prototypical exemplars of the
form; the existence of a conceptual model "abstracted" from the set of exemplars; and the
human ability to use that conceptual model in certain ways: to make intuitive judgments
about membership, and to create new members. Different genres are defined by different
kinds of features, as Fowler shows so well, so the absence of some kinds of genre-
defining features should not deter us from acknowledging Menippean satire as a genre.
Prose genres are not defined by specific metrical forms, and broad genre-related
categories like comedy, tragedy, satire, and romance are not defined by specific media, as
are genres of film, television, radio, etc. This attitude to the question will be developed in
greater detail in the following chapters.
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A COGNITIVE APPROACH TO LITERARY INQUIRY:

Perhaps, given my notice of the anti-systematic tenor of satire, and satire's affinities with
post-structuralist thought, some further explanation is needed for what may appear to be a
return to systematicity with a vengeance--an embrace of systematic thinkers like Bakhtin,
Frye, and Fowler, and the yet more systematic thinkers engaged in the study of cognition
and conceptualization.

I am disinclined to pursue the other contemporary theories that Connery and
Combe discuss. Post-structuralist and new historicist approaches to satire often make
valuable local insights into works and genres, but their larger claims are, I think, vitiated
by their theoretical frameworks. The significant problems with those frameworks that
have been pointed out are, to my mind, very telling.’ I do not find in the overall tendency
of these projects anything like a promising research program. Post-structuralists are free
to reject the rhetoric of the "promising research program" and its associated ideas and
practices; but the choice of approach may just as well go the other way.

But neither am I returning to the conventional view that Griffin rightly challenges.
I am happy to accept his careful qualifications of received ideas about satire, based as
they are on a commitment to what is actually demonstrable. My focus is not the
reconsideration of satirical irony or effects, but rather the reconsideration of how
Menippean satire means what it does--how we understand the rhetorical and literary
features of Menippean satire as a genre.

Modern critics have concentrated on the rhetoric of satire ever since Maynard
Mack's influential 1951 article on "The Muse of Satire". Ronald Paulson and Leon
Guilhamet, and others up to Garry Sherbert, have studied rhetoric as a wellspring and
continuing influence on satire. Here I build more specifically on the scholarly
groundwork laid by Kernan and Paulson on scene and narrative, and by Randolph and
Bentley and Korkowski, on rhetorical-structural features that are better-recognized as
characteristic of Menippean satire, such as specific kinds of metaphor and digression. The
strong link between rhetoric and genre is established by critics like Frye, Bakhtin (his
sense of his favoured term "stylistics" is close to rhetoric), Colie, and Fowler. I examine
the rhetorical nature of literary genre by way of the theoretical project named "cognitive
rhetoric" by Mark Tumer. Cognitive rhetoric is rooted in cognitive science and cognitive
linguistics, and these enterprises have proven their value and power as ways of explaining
human meaning, in thought and language and feeling and action.

Hence if this study appears untraditional, or improbably systematic, that is a result
of my sense of the goals of literary study and the nature of inquiry--a sense that has been
much influenced by philosophical and cognitive-scientific discussion of literary theory
and criticism.

Paisley Livingston calls "business-as-usual criticism" the kind of close readings
that appear regularly in critical journals. He proposes an alternative model of literary

3 Noam Chomsky, Mark Turner, Christopher Norris, Norman Holland, John Searle and others have
critiqued the linguistics of Derrida and Lacan. Paisley Livingston has criticized poststructuralist
"framework relativism". Gregory Currie and Norman Holland note the absence of any clinical evidence for
key concepts of Lacanian psychology, such as the "mirror stage".
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inquiry in part four of his book, Literary Knowledge. He makes his point by contrasting
his model of inquiry with the much more prevalent model. Literary study commonly has
the "most basic structure” of "the literary explanatory pattern produced in response to
inquiries" of the type "What did literary text x say about topic y?" (235, 233). He
produces examples of sixteen types of arguments following this pattern (235-37).

He advocates, in contrast, "an investigation of the ways oriented readings of
literary works serve to challenge and to refine, to complexify and perfect hypotheses
within the other anthropological disciplines." This type of inquiry amounts to a question
something like "What is the meaning of a text in the context of a particular program of
research (typically, a body of hypotheses and evidence within one or more of the
anthropological disciplines)? In what ways can the interpretation of the text contribute to
the research program through a refinement of its hypotheses?" (260). He emphasizes that
this is far from a "one-way" determination of readings by the simple application of a
theory to a text. Instead, "The emphasis on the refinement of hypotheses is made for two
reasons, having to do first with the nature of the contribution that critical interpretations
of literature are most capable of making, and second with the kind of contribution that is
typically most badly needed in the anthropological disciplines" (260). The present
interest in "interdisciplinarity” is laudable in its comparable attempt to connect careful
literary studies with other areas of scholarship and larger issues.

This view implies that literary inquiry should aim for some results that are, if not
precisely measurable, at least testable in some way. I am, however, wary of overly
narrow conceptions about what counts as testable. A field dedicated to the imagination
should have deep tolerance for long shots, for ideas and theories that have going for them
insight and importance, if not immediate direct falsifiability. Noam Chomsky notes that
in the sciences, theories often rest on profound idealizations, which create implications
that may not be proven for hundreds of years (Language and Responsibility 108, 187-88).

Mark Turner's "Pretext" to Reading Minds similarly argues for a form of inquiry
other than "giving a reading" of a text:

The text is what we confront and the reading is some sliver of the conscious part
of interpretation. "Giving a reading" of a text and "arguing for" that reading
"against" other readings has been promoted to principal place among our
profession's activities. (18)

Instead, he proposes to

offer explorations [. . .] that do not consist of "giving" and "arguing for"
"readings." In my view, our profession takes as given exactly what we should be
trying to explain. We take for granted our capacities to invent and interpret, and
devote ourselves to exercising those capacities and publishing the results. It is the
capacities themselves that need explaining. Reading is not giving a reading; and it
is reading, not giving a reading, that I am concerned with. [. . .] I ask a different
and evidently prior set of questions. Given a bit of language, a discourse, or a text,
how does a reader understand it? Given alternative readings, what were the
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different processes that led to those alternative understandings? The most amazing
phenomenon our profession confronts, and the one for which we have the least
explanation, is that a reader can make sense of a text, and that there are certain
regularities across the individual senses made of a given text. How do readers do
that? That is a question that leads us to touch home base. (19)

This project thus gels with Livingston's vision of literary inquiry: it uses literary readings
to complexify and refine hypotheses in cognitive science.

Turner focuses on common readings "exactly because they are more widely
shared and thus more likely to show us common conceptual capacities at work". His
activity is not concerned with originality of reading, and "views the originality of an
author as an exploitation of the dominant unoriginal apparatus at his disposal” (19):

Any original achievement in invention exists as an exploitation of a dominant,
active, unoriginal, and largely unconscious matrix of conventional conceptual
thought. [. . .] I offer an approach that focuses on the complex structure of the
unoriginal that suffuses, defines, and creates the original. (20)

For me, this kind of inquiry has meant also avoiding an activity that can be seen
as the other end of a spectrum from giving a reading, and which suffers from a
complementary futility. I mean readings that use literary works as grist for an academic
mill that churns out repeated ratifications of large-scale worldviews. David Bordwell and
Noel Carroll have criticized what they call Grand Theory, the (circular) ratification of
poststructuralist thought by "readings" that apply its tenets.® I have therefore turned to
studying those "middle-level" concepts and entities that have some claim to be definitive
of literary art: genre, allegory, satire, Menippean satire.” And I have turned to a
framework for studying these elements of language and thought that has a proven track
record and at present continues to swell and deepen at such a pace that it is difficult to get
a sense of its full scope or limits.®

§ Bordwell and Carroll's introductions to Post-Theory, their "cognitivist" collection of essays on film and
film theory, "Contemporary Film Studies and the Vicissitudes of Grand Theory" (Bordwell, 3-36), and
"Prospects for Film Theory: A Personal Assessment” (Carroll, 37-68), are excéllent statements of the case
for "middle-level", localized, problem-driven inquiry, rather than Grand Theory, or doctrine-driven inquiry.
An earlier statement is Bordwell's "A Case for Cognitivism". A later statement supporting an "analytical
approach” to film is the introduction by Richard Allen and Murray Smith to their collection, Film Theory
and Philosophy; and Gregory Currie's "The Film Theory That Never Was: A Nervous Manifesto", in the
same volume (42-59). Reed Way Dasenbrock's Reading Between the Lines is an earlier exploration of how
analytic philosophy can and should relate to deconstruction and literary theory. Livingston's "Literary
Knowledge" contains an admirable discussion of goals and methods for literary studies, as do Turner's
"Pre-Text" and "Envoi" in Reading Minds.

7 Definitive, if not unique to it: I've found along the way that these concepts can have various extraliterary
manifestations. There are non-literary metaphors, allegories, and genres, for example.

8 Thereis a quickly growing body of research, and an expanding network of researchers in the area, both of
which attest to the value of "cognitivism" in literary studies. There are general resources beyond my list of
specific Works Cited. Journals that regularly publish cognitive studies include Poetics Today, Style,
Literary Semantics, Language and Literature, Journal of Pragmatics, SubStance, and Metaphor and
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I close this section with Tzvetan Todorov's words describing his sense of the
"intermediate character" of his own essays. The description applies well to the
intermediate spirit of inquiry I have tried to maintain:

I am not interested in speculation pure and simple, or in the description of facts as
such; I continue to move between the two extremes. The entire field of literary
theory has this intermediate status: it is challenged by a wholly general reflection
on the one hand, and by the study of concrete texts on the other. (vii)

We now turn, with this intermediary spirit, to the theoretical question of the nature of
literary genres.

Symbol. The main websites for cognitive literary research are Alan Richardson's Literature, Cognition, and
the Brain, and Francis Steen's Cogweb. (One may also consult the less active Cognitive Science,
Humanities, and the Arts maintained by Cynthia Freeland; and the cognitive approaches to literature
website, maintained by David Danaher.)
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Chapter 2: Genre Theory, Genres, and Idealized Cognitive Models

[Glenre study [is] the project of grouping literary works into kinds and analyzing the
nature of the connections between them. How is it that readers, from naive to sophisticated, carve
up the literary continuum (or the linguistic continuum that includes the literary continuum)? What
are the principles that the genre theorist uses, perhaps unaware? How are those principles based
upon everyday principles of conceptual connection? ...

We have a standard commonplace notion of genre, of course: A genre is defined by
criterial features possessed by every member of the genre. But this is exactly the standard
commonplace philosophical notion of a category so thoroughly discredited by cognitive studies
during the last decade. Given the cognitive scientific study of the nature of categories, we should
not be surprised to find effects of the basic level in genre categories, or prototype effects in genre
categories, or metaphoric members of a genre category, or radial categories within our conception
of a given genre, or a gradient from the categorical to the analogical in the ways literary works are
connected, or (perhaps most obviously) family resemblance as a creator of genres, and so on. The
analysis of genre theory in the light of the cognitive scientific study of conceptual connections
would be a large, intricate, and important work. It is so necessary and obvious that its development
as a literary critical project seems inevitable. I leave it to the reader to imagine the forms such a
literary critical project might take.

-Mark Turner, Reading Minds: The Study of English in the Age of Cognitive Science

Genres are categories of literary works, and as such they are sometimes taken as mere
rusty implements of an antiquated taxonomy. While genre theory draws on an extensive
biological analogy, with concepts of patrimony, fertilization, inheritance, mutation,
hybridization, evolution and degeneration, categorizing itself is sterile and lifeless; it
exsanguinates its victims. It is like an application of leeches, or of the letter that killeth.

Genres are in fact more powerful and productive in the creation, reading and
interpretation of literature than mere taxonomy could be. They are, Alastair Fowler
insists, "instrument[s] not of classification or prescription, but of meaning" (Kinds of
Literature 22). For Northrop Frye, the purpose of genre criticism is "not so much to
classify as to clarify...traditions and affinities, thereby bringing out a large number of
literary relationships that would not be noticed so long as there were no context
established for them" (Anatomy of Criticism 247-48). These endorsements are a familiar
answer to the familiar complaint. Still, the problem of how to describe and use these
categories remains.

Mark Tumner points out that our default conception of a genre is precisely the
traditional view of categories as logical classes defined by a set of features, possession of
which is necessary and sufficient for membership (150). Beyond its distasteful
associations of filing systems and obsessive compulsion, this view of genre defines the
abstract problem of how the parts (the members) relate to the whole (the class): in logical
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terms, ghe "hermeneutic circle," and in methodological terms, the induction/ deduction
debate.

Not only poststructuralists have complained that the participation of an individual
work in some genre or genres never amounts to belonging (Derrida 61)'; or that "every
work deviates from any particular set of characteristics that may be attributed to its kind"
(Snyder 1). Earlier critics vented frustration at the intractability of genres within the usual
view of categories. On the first page of the first issue of Genre (January 1968), John
Reichert rejects Crane and Olson's 1950s development of the Aristotelian strategy that
started "with the most general classes...[and] zeroed in on a work by locating it in
increasingly specific sub-classes” (1). A few pages later, Leonard Feinberg writes, "I
share Robert Elliott's reluctant conclusion that no completely satisfactory definition of
satire is possible” (31). No single feature or set of features is either necessary or sufficient
to define a genre.

A number of dexterous critics, agreeing that "Definition is ultimately not a
strategy appropriate to [genres'] logical nature" (Fowler, Kinds 40) have turned to
Wittgenstein's concept of "family resemblances” to describe the relations among literary
works, discarding the clumsy deductive grid and preserving the biological analogy.
Alastair Fowler deserves the credit for most fully exploring the dynamics of genre in

® Some critics also despair of definition because of the supposed circularity of finding the features of a set
then defining the set by these features. Recent criticism is still obsessed with this: "All genre theories are
inevitably defeated by the paradox of the hermeneutic circle” (Cobley 321). This essay supports Hirsch's
view that the conceptual power of examples blunts the edge of this problem:

[The] genre-bound character of understanding is, of course, a version of the hermeneutic circle,
which in its classical formulation has been described as the interdependence of part and whole: the
whole can be understood only through its parts, but the parts can be understood only through the
whole. This traditional formulation, however, clouds some of the processes of understanding in
unnecessary paradox. ... [The encounter with the parts that generates the idea of the whole] could
not occur if the parts did not have an autonomy capable of suggesting a certain kind of whole in
the first place. (Hirsch 76)

Experience shows that the circularity is not vicious, and I cannot see that it is more urgent for genre than
for any other aspect of interpretation that requires classification.

Rosmarin's theoretical introduction and first chapter (3-29) are a useful discussion of induction

and deduction. I sympathize with Rosmarin's general approach; I differ in that I take it that since we can
judge the appropriateness of a schema not just by its generation of literary "value", but by its fit with
"facts", our understandings of schemas and the situation to which we apply them must be partly
autonomous from each other. I presume that these independent understandings involve "“direct"
understanding at some level, as well as access to a variety of frames for most topics. Prototype theory
suggests a way out: we learn from examples first, build up a cognitive model, and locate new instances in
relation to the ICM.
' The full statement of Derrida's hypothesis is: "a text cannot belong to no genre, it cannot be without or
less a genre. Every text participates in one or several genres, there is no genreless text; there is always a
genre and genres, yet such participation never amounts to belonging" (61). For further poststructuralist
views of genre, see the special issue of Glyph on the topic (no. 7, 1980). Michel Foucault ("What Is An
Author?") and Clifford Geertz ("Blurred Genres") have also commented on the extreme permeability of
scholarly genres.
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terms of family resemblances.'’ He notes that even Benedetto Croce, forefather of the
individualistic, expressive polemic against genre, recognized a bond of "family likeness"
among works, while denying that this bond amounted to a definable class ("Genre" 152).
Genres are constituted by the interaction of several productive features, a "subtle
amalgamation of qualities" (Dubrow 5), and genre histories even more so.

Family resemblance carries its own problems. Fowler and Swales have wondered
if its vagueness permits productive use: "[t]he language of family resemblance... seems
less rigorous, less capable of demonstration" (Kinds 41-42); "it can be objected that a
family resemblance theory can make anything resemble anything" (Swales 51).!? Fowler
follows the metaphor to a foundation in "inheritance": "the basis of resemblance lies in
literary tradition ....a sequence of influence and imitation and inherited codes connecting
works in the genre." While he insists that "the direct line of descent is not so dominant
that genre theory can be identified with source criticism" (Kinds 42-43), his admirable
trailblazing towards a study of truly generic history needs consolidating by a theory of
categorization and other conceptual operations.

Poststructuralist discourse-oriented critics have also attempted revisionary
projects. Fredric Jameson's intensive analysis of genres as mediating between literary and
social history has had more influence on genre studies than Foucault, Geertz, or
Derrida."® These projects tend to view categories as radically open but subject to
determination by historical or discursive forces. They overlook the way general cognitive
architecture and principles operate even in particular complex adaptations of categories.

So even if they are active and useful families rather than passive and useless
containers, genres are still categories, and the need to understand how they work persists:
how to relate genres to features, to works, to other genres, to readers and to writers. But
categories are not what we thought they were: they are not cut-and-dried, but rich,
complex and flexible. Rather than pushing at our concepts of works or genres to settle
discrepancies, I want to turn to this reshaping of categories in cognitive science.'* We can

! Fowler (presumably following Hirsch, but giving Dugald Stewart credit for inventing the theory) takes it
as a general principle that genres bear family resemblances to one another (Kinds 40-42). Hirsch used the
family resemblances concept in 1967 (68ff.). Gustavo Pérez Firmat and John Swales doubt the utility of
this view. For an analysis of the use of the "biological species" and "family" metaphors in genre study, see
Fishelov, chapters 2 and 3 (19-83).

12 Understood as concerning the part-whole relation, the circularity problem is more pressing for the
traditional view, with its emphasis on uniform members and defining properties, than for the family
resemblance view, with its emphasis on various criteria, open definitions, shifting boundaries, and learning
to "go on in the same way" from examples. But Wittgenstein uses the problem to create an original form of
skepticism about rule-following: we presumably go on in the same way by following a rule, but we must
interpret each step of the rule in order to follow it, which interpretation itself requires a rule, and so forth,
generating an infinite regress (see Kripke).

B Adena Rosmarin (174 n52), John Snyder (7, 92-93) and Deborah Madsen (Rereading Allegory 24) all
characterize their work as developing Jameson's dialectical theory of genre. Thomas Beebee agrees with
Jameson that genres are institutions specifying the uses of cultural artifacts (277). But he sees a dialectic
between genres, not within individual genres, and criticizes Jameson for placing literature "outside genre"
rather than in generic conflict.

14 Cognitive science is a complex field growing quickly. In 1989 David Bordwell was already warning that
the literature on cognitivism in various areas was too vast to keep track of.
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better explain genres not by denying their fluidity or their structure, but by showing how
they reflect the fluidly structured character of categories. And we can explain family
resemblance structures by invoking theories of cognition that see categories as elements
of mental models that characterize prototypical or central subcategories and cases, and
get extended to noncentral cases according to cognitive principles.

CLASSICAL VS. PROTOTYPE THEORIES

"It is a trite but true observation, that examples work more forcibly on the mind than precepts"
-Henry Fielding, Joseph Andrews

The two cornerstones of classical category theory have been overturned: the nature of
individual categories and the way they form structures. According to the "classical
theory," categories are classificatory entities defined by a set of singly necessary and
jointly sufficient objectively existing properties. They have clear boundaries, and
membership is binary: you're in or you're out, and a few borderline cases don't alter the
principle. Therefore they have no internal structure, and all members are members
equally'” (Lakoff 16-17).

It is a major cognitive scientific discovery, due in the first place to Eleanor Rosch
and her colleagues in the 1970s, that most human categories are not definable in this
way.!® Rather, people identify certain prototypical members of the category, and then
view other instances in relation to the prototypes. In the West we define bird by reference
to prototypes like robins and sparrows, then recognize chickens, ostriches, and penguins
as nonprototypical. Categorization studies start with this fact of centrality and show how
important conceptual effects follow from it. For example, prototypes are identified as
members of the category more quickly, and they are voluntarily produced as examples of
the category. They are thought to have greater causal influence within the category than
other members: that is, less representative members are thought "more similar to" more

1% This conjunction of qualities has led Johnson and Lakoff to argue that the traditional view sees categories
as metaphorical containers. A container structure has a clear boundary, and while something may be only
partly inside it, anything that is in the container is just as much in as any other thing in it. (See Johnson 38-
40; Lakoff 283ff.; Lakoff and Johnson, Philosophy in the Flesh 380-82, 544-45.) The assumptions built
into this metaphoric structure, combined with the metaphor Thinking is Physical Functioning (part of the
"Mind as Body" metaphor system (Lakoff and Johnson, Philosophy 235ff)) define the hermeneutic
problem: from a point outside the container, one cannot see or grasp what's inside; from inside, one cannot
see or grasp the outside. In fact, we can understand individuals and their classes independently, and our
minds can metaphorically be in several places at once.

'° Thinking about nonclassical category relations started with Wittgenstein, was picked up by J. L. Austin,
and developed into more formal research and theories by a number of philosophers, anthropologists, and
cognitive psychologists: in regard to mathematics by Lotfi Zadeh, kinship relations by Floyd Lounsbury,
colour concepts by Brent Berlin and Paul Kay, "basic level” concepts by Roger Brown, plant and animal
naming by Berlin and others, and emotions and facial expressions by Paul Ekman (Lakoff 14-40). Eleanor
Rosch "saw the generalizations behind such studies of particular cases and proposed that thought in general
is organized in terms of prototypes and basic-level structures” (Lakoff 15; 39-46). The Nobel prize-winning
neuroscientist Gerald Edelman describes how the cognitive model approach to categorization fits current
knowledge of the mind and brain (239-49).
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representative members than vice-versa (this is "asymmetry in similarity ratings"); and
people tend to believe that more representative members (e.g. sparrows) could transmit a
disease to less representative members (e.g. ducks), but not vice-versa (this is
"asymmetry in generalization"). And prototypes are used to represent the category in
reasoning (what Rosch calls "reference-point reasoning") (Lakoff 41-42). Membership is
often a matter of degree, but even a category with clear boundaries may have degrees of
representativeness or "centrality." There are some artificially constructed classical
categories; but most human categories have one or another prototype structure, with
central members and extensions.

Structures of categories have traditionally been understood as hierarchical
inverted trees branching downwards, from a single category with a small set of very
general features, through subnodes with increasing numbers of features, down to a wide
range of particulars (Turner, Reading Minds 125-126). But any such tree is artificial, not
natural. Categories are arranged not hierarchically, but in the first place at a
psychologically basic middle level, and are developed upwards and downwards from
there according to need."”

FIRST APPROXIMATIONS
I want to pause to show how intuitively this view fits literary genres, then move on to
sketch some applications of George Lakoff's theory of categories to some chestnuts of
genre criticism to show its value for issues in genre theory.'®

Let us consider, in capsule form, a fairly standard account of the early English
novel. The novel's precursors are the Italian novella or "new" tale like Boccaccio's, the
epic, medieval romance, the picaresque tale, Menippean satire, and "non-fictitious
narrative forms like the letter, the journal, the memoir or biography, the chronicle or
history" (Wellek and Warren 216). In 1605 Cervantes confronted the lofty adventures of
romance with the gritty realities of the picaresque in the powerful comic amalgam of Don
Quixote, which shaped the English novel through Henry Fielding. While Daniel Defoe's
Robinson Crusoe (1719) stands as the first full modern novel, uniting the three attributes
of contemporaneity, verisimilitude, and philosophical significance, Richardson's

' The "basic level" is a level of categorization that is cognitively most salient. It is in the middle of
category hierarchies (as "dog" falls in between "mammal" and "Pomeranian"), and emerges from everyday
interaction in a physical environment and a culture. Factors defining the basic level include gestalt
perception, motor interaction, mental images, and cultural importance. Categorization begins with this level
and is primarily organized around it (Lakoff 112).

'8 Of the many critics who have discussed family resemblances in genres, only three small groups have
connected this with prototype theory: Swales (1990), and following him Paltridge (1997) mainly examine
nonliterary genres such as the academic research paper; Chandler (1997) cites Swales in his studies of
literary and nonliterary genres of film and television. Mancing (2000) applies Fishelov's theorizing (1993)
to the picaresque novel. Turner (1991) promotes the use of prototype theory in the study of literary genre,
but does not explore it; Williams (1995) and Hart (2001) follow his suggestion. Mancing and Williams rely
mainly on Lakoff to extend the prototype idea. Fishelov develops the idea of family resemblances with
ideas from Morris Weitz and Max Black (54-61). He turns to Eleanor Rosch for prototypes (62), then
integrates Maurice Mandelbaum's view that family resemblances are based on common ancestry (65)--just
as Fowler claimed literary tradition as a kind of limiting condition for family resemblances (Kinds 42-43).
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epistolary domestic-romance novel Pamela (1740) jump-started the genre. Fielding
parodied Richardson in Shamela and Joseph Andrews (both 1741). Richardson followed
with the tragic Clarissa (1748), and Fielding with the "comic epic" Tom Jones (1749),
both larger and more ambitious developments. Smollett's Humphry Clinker (1771)
concluded the first period of comic realism. If the novel was then a romance made
realistic and/ or comic by domestication, two subgeneric strains arose in a kind of
defamiliarizing fantastic counterpoint--the satirical with Steme's Tristram Shandy (1759-
67) (inspired by Swift's Tale of a Tub (1704)), and the exotically romantic with Horace
Walpole's gothic romances of 1764 and after. The sentimental novel grew out of comedy
with Goldsmith's Vicar of Wakefield (1766). In the 1790s Jane Austen also parodied the
romances of her day, specifically Anne Radcliffe's gothics, and produced her comic
masterpieces from 1811-1818. In the 19™ century the novel became the leading form
internationally.'® Poststructuralist critics think along similar lines: Deborah Madsen
accepts that "all the subgenres of the novel ...are identified according to the way in which
they depart from a standard provided by the romance and the verisimilar novel" ("Genre
Criticism" 466). Ralph Cohen notes that genre identification, when it gets tricky, is most
importantly determined by relation to other works:

Any instance of a genre is analyzable as pointing backward to its diachronic
ancestry, forward to its alteration of this inheritance.... [M]ore important [than
author's claims or critic's structural classifications of Joseph Andrews], generic
identification would be determined by the works to which it is related.
("Afterword" 269-72)

So this diachronic account serves the function of a definition of the genre by way
of a history containing a list of significant exemplars and a pattern of development by
imitation, elaboration and revisioning, working in relation to schematic oppositions
(especially romance/ realism). There are no strict defining features of the class; rather,
certain prototypical members function as springboards for extension of the class
according to certain prototypical themes. Critics recognize that this is the best, or at least
the only way to give a "definition" of a literary genre, since theoretical definitions are so
conspicuously inadequate. Back in that first issue of Genre, Leonard Feinberg's
disavowal of definitions reads like an unconscious plea for prototype theory:

All we can do...is familiarize ourselves with the literature traditionally called
"satire"; when a new work comes along which exhibits a reasonable number of
similarities to accepted satires, we are justified in calling [it] a satire. But we have
no right to demand complete conformity to a particular variety of satire, and we
should be willing to accept numerous deviations from customary procedure. (31)

' My account is a pastiche adapted from encyclopedia and handbook entries: Frye, Baker and Perkins'
Harper's Handbook to Literature; Wellek and Warren's Theory of Literature; M. H. Abrams' 4 Glossary of
Literary Terms; Philip Stevick's Theory of the Novel, Deborah Madsen's "Genre Criticism: Problems in
Categorizing the Novel as a Genre" in The Encyclopedia of the Novel; and Fowler's discussion of "Kinds of
Novel" (Kinds 118-126).
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And the frustration continues, in debates over the incongruity of, and relative priority of,
particulars and abstractions (part or whole, induction or deduction, "historical kinds" and
"theoretical genology" (Pérez Firmat), extensional logical "inclusion" classes or
intensional, discontinuous and historical "constitutive" classes (Schaeffer)).2

My point is that if "baggy monsters" or "fluid puddings" like novels and satires
have a kind of prototype structure, then probably any genre could likewise be formulated
accurately in terms of a set of representative examples that flesh out a central prototype
plus developments of that prototype along certain "motivated" lines.2! More fine-grained
studies of literary history and genre hone and develop such models, but do not
substantially alter them. They typically move from here to issues of the relation of the
series' features to its historical context, or to debates over the structure (imagery,
character, plot, theme, etc.) of the novels in relation to its contributory works and genres--
the details, for example, of how Fielding responded to Richardson and Cervantes: the
relative weight in Joseph Andrews of burlesque of Pamela vs. imitation of Don Quixote
vs. romance form vs. mock epic, and so on. Watt, Jameson, and McKeon are partly
sociological in their approaches to the novel, but increasing sophistication leads past the
view of writers and works as cultural superstructures somehow "determined" by their
socioeconomic base to an increasing focus on how writers receive, reshape and comment
on sociopolitical forces. Such approaches do not reject the standard generic history with
its prototypes, but rather supplement it with histories of social and epistemological
conditions. Again, it is a matter of a set of prototypes, their structures and their relations
to one another and to the genre as a whole. If we accept that this is a fair description of
our understanding of genre, we should then try to explain this structure of prototypes and
family resemblances. And the place to turn, then, is to the theory that has given much-

% There are comparable conflicts even in science. Lakoff uses Gould's account of the battles between two
groups of biologists to argue that there is not any single correct way to arrange one's objects. "The
pheneticists look at overall similarity in form, function, and biological role, while the cladists are primarily
concerned with branching order in the course of evolution and look at ... features present only in members
of an immediate lineage and not in distant primitive ancestors" (119). Ideally the differing criteria yield the
same taxonomy; but in many cases they do not. For example, cladist criteria skew the pheneticist category
of "fish" by putting the lungfish and coelocanth closer to sparrows or elephants than to trout.

Lakoff speculates that the remarkable persistence of "the idea that there is a single right taxonomy
of natural things.... [perhaps] arises from the relative stability of basic-level concepts" (119). Further, since
scientific classification grew out of folk taxonomies like that of Linnaeus, "it is not at all surprising to find
that folk criteria for the application of taxonomic models find their way into science" (119). Genera were
"practical units of classification" that everyone should be able to agree on. He used the shape of fruits, etc.
because shape is easy to perceive and describe. "In short, the genus was established as that level of
biological discontinuity at which human beings could most easily perceive, agree on, learn, remember, and
name the discontinuities” (35). At this level, folk and scientific categories correspond quite accurately.

The lesson for genre criticism is perhaps to examine basic-level differentia of genres to explain
major widely-accepted distinctions, but not to expect to be able to construct uniquely correct systems,
whether cladist (theoretical genology) or pheneticist (historical genology). Fowler's chapter 13 discusses
the inadequacy of the multifarious genre systems and "maps" (Kinds 23511.).

2! Motivated development is neither arbitrary and random nor mechanically causal and predictable, but has
a basis in (non-deterministic) principles and therefore can be given reasoned explanations (Lakoff 346-48,
537-40). Genre histories generally fit this kind of development.
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needed substantial content to that necessary but fugitive Wittgensteinian concept: George
Lakoff's theory of categorization.

David Fishelov and others show how prototype theory clarifies a family
resemblance view of genre.” I want to show how Lakoff's theory of categorization in
turn clarifies that by clarifying prototype theory.”> When Fishelov and Fowler anchor

22 Fishelov's aim is to work out the dominant metaphors used in genre theory, in order to analyze how they
enable some findings about genre and hobble others. His analyses are acute and judicious, but relative to
this aim, the notion of prototypes is a minor point, and he does not deeply pursue it. He uses it to argue that
we can distinguish a "hard core" of highly typical members from a set of less typical members:
[I]n our perception of generic categories the prototypical cases play a major role. Furthermore, the
‘prototypical hypothesis' enables genre theory to break the conceptual deadlock implied by the
approach despairing of generalization on literary genres that permeates modern criticism.... The
main point, however, is that generic categories... are part of a community's shared linguistic and
cultural knowledge (64).
We can go on to try to make explicit the implicit knowledge the community relies on in its uses of genre
categories. Mancing makes the important, but fairly minimal claim that,
we can perceive much more detail, subtle distinction, and uniqueness if we use prototypical
generic models and a graded continuum than if we talk in terms of categorical groups. ... [The fact
that Persiles and Quixote are different but not opposites] would be more obvious if we didn't tend
to think of one as romance and one as novel and these as two distinct and unique literary genres
that have nothing in common. To think in terms of binary oppositions, that staple of structuralist
and poststructuralist thought, is not a strategy of modern cognitive science. (141-42)
Williams writes that,
Lakoff's theory of categories suggests a new way of thinking about the "surface" of Gothic that
renders some long-standing critical problems less obscure, and his theory offers a way of
discerning the evolutionary "rules" by which the category has changed during the past two
centuries. But while helping us to see certain organizing principles, a theory of the category as a
cognitive structure also clarifies various questions about the Gothic "myth" that this theory cannot
itself address. (20)
Williams seems to draw from Lakoff the idea that the genre, as a category, can be structured by chaining,
and that one of the principles of chaining can be "myth". Hence she suggests an outline of the "myth" that
defines the prototypical Gothic fiction. The centrality idea and the myth connection also dovetail with
Guillén's claim that seeing genre as based on an organizing myth permits a distinction between works in the
"inmost circle” of a genre, which have all its features, and works in a second circle, manifesting the
indispensable traits but not all others (15-16).
2 The way Mancing and Williams construe the theories they use is sometimes casual and potentially
misleading. Mancing confuses the primary point about "centrality"--that some members are more
representative of their category than others--with the idea of a "radial category" (a category defined not by
a single cognitive model but by a set of models arranged around a center, to which they are linked) (131).
Williams identifies centrality too closely with "basicness." Her version of Lakoff's claim is that "centrality"
means that "some members of a category are 'basic,' more authentically belonging to the group than others"
(18). Lakoff avoids terms like "authenticity." It is not that some experiences are more basic than others, but
rather that some conceptualizations emerge more directly from embodied experience than others
{(Metaphors We Live By 60). Williams also confuses chaining (category extension by linking individuals on
the basis of as little as one feature, which can change at each link), with schemas (a skeletal organization of
concepts). She writes, regarding the castles typical of Gothic novel settings, that the principle of chaining
"suggests other things belonging in this locale or available for plotting. Castles have dungeons and
battlements; they are inhabited by certain kinds of people" (20). Chaining is associative movement across
concepts rather than the interaction of parts within conceptual models. The chain connecting women, fire
and dangerous things would better correspond to a chain connecting castles to Hearst Castle, then to
William Randolph Hearst, then to newspapers. In these studies prototype theory supplies a general
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family resemblances and prototypes in "literary tradition," they miss the point that we can
grasp genres without knowing anything much about the tradition. We could read the
originary prototypical works all out of order, hence with a skewed sense of the sequence
of influence and imitation, and still have as good a grasp of the genre, as a genre, as
anyone. Or we could read works that are prototypical in structure but less definitive of the
tradition (say, Humphry Clinker rather than the works of Defoe, Richardson and Fielding)
or not definitive of it at all (say, Alonso Fernandez de Avellaneda's false continuation of
Don Quixote rather than Don Quixote itself), and still have as good a grasp of the genre
as such. And here we are still circling around the "early novel" subclass. With respect to
the more general genre "novel", a reading of a variety of works published in the past year
would probably furnish a sound grasp of its main lineaments. Of course, more knowledge
about literary history will always add to our understanding of a genre, in the sense of
increased knowledge of how authors, texts and conventions relate to one another and
their sociocultural surround; but there is a point beyond which extra knowledge does not
add to specifically generic understanding. And this is because genre is not definable by
tradition alone. Genre knowledge is not specialist understanding; but rather functional or
interactive capacity, based on acquisition of a new "gestalt"--an ability to "go on in the
same way" as Wittgenstein would say, to recognize new as well as existing members of
the genre by their own features, to understand conventions and how to respond to them.

PROTOTYPE THEORY AND COGNITIVE MODELS _

"Prototype effects" are these asymmetries in judgment about category members and
structure; they are not equivalent to category structure. George Lakoff explains them as
by-products of the Idealized Cognitive Models or ICMs, that structure our thought (68).
ICMs are like theories of some domain of knowledge, presupposed background frames
against which our concepts make sense. Prototype effects arise from incongruities
between our cognitive models and our experience of the world. Charles Fillmore was
among the first to challenge the standard view of "objectivist" linguistics and philosophy
that we understand words by analytical definition by features. The canonical example for
the definitional view says the meaning of "bachelor" is "unmarried adult male." But this
definition fails to cover exceptions like the Pope, Tarzan, Muslims with only three wives,
etc., because, Fillmore observes, it only holds against the background of a script-like
semantic frame in which a man starts out as a child, enters a period of sexual availability
and activity, and then marries one woman. When this model of cultural expectations does
not gt a situation, the definition does not properly apply and prototype effects arise (69-
74).

orientation, and a justification for it. It helps to clarify certain critical issues, but the framework associated
with it is not extensively integrated.

 Lakoff also reviews Eve Sweetser's more intensive study of the concept "lie" and its common definition
as "false statement.” Sweetser shows that the definition only applies against the background of an idealized
model of communication defined by the Gricean "conversational maxims" of truth and helpfulness: people
communicate in order to help each other, and have true beliefs. In this world, the truth of all utterances is
assumed, so a false statement must be a lie. Studies of actual use of the word "lie"” show a cluster of three
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These kinds of background frame are "propositional" ICMs, cognitive models of
the elements, properties and relations of an object, situation or event. This and three other
kinds of ICM--the image-schematic, the metaphoric and the metonymic--can define
category structure, central members, and principles of extension (113-14). These other
ICMs are important for genre, but I want to investigate some further aspects of
propositional models here.?

Adena Rosmarin and Daniel Chandler have developed the important equation of
genre with "schema." As Colie did earlier (Colie 8), Rosmarin works from E. H.
Gombrich's use of the idea in Art and Illusion; but Rosmarin turns it into a self-
consciously deductive framework for criticism: "'schemata’ or 'premises' or ‘models' are
general terms for what in literary studies we call 'genres.' Or: a genre is a kind of schema,
a way of discussing a literary text in terms that link it with other texts and, finally phrase
it in terms of those texts" (21). Rosmarin does not define schemas in detail, but she
moves from Gombrich's use to logical deductive structures like syllogism and sorites.
Others have proposed and used like ideas in a less formal way. There is much discussion
about genres as "systems of expectations" on the audience side, and as "frames for
creation" on the artist side.”® Chandler works from a cognitive-psychological account of
schema corresponding to Lakoff's propositional ICM and Fillmore's frame that ascribes to
them a psychological reality better-attested than Rosmarin's logical forms, and fitting the
kind of mental "template" role that genres play for both artist and audience:

-A schema can be envisaged as a kind of framework with 'slots' for 'variables',
some of them filled-in and others empty.

-The slots are either filled in already with compulsory values (e.g. that a dog is an
animal) or 'default values' (e.g. that a dog has four legs) or are empty (optional
variables) until 'instantiated’ with values from the current situation (e.g. that the
dog's colour is black).

(non-necessary) conditions for its applicability in prototypical situations: here factual falsity comes last,
behind falsity of belief and intended deception (71-74, see also Sweetser).

% Scenarios (like the "restaurant" schema) are the best-known kinds of propositional ICMs, but there are
other kinds, including simple propositions, feature bundles, taxonomies, and radial categories. Most of
Lakoff's metonymic models probably have important roles in thought about individual genres and genre
systems (he discusses stereotypes, typical examples, ideal cases, paragons, submodels, and salient
examples). As for metaphoric models, Fishelov's Metaphors of Genre surveys the uses and limitations of
the four major "deep metaphors" or analogical frameworks in genre theory: genre as biological species, as
Jamily, as institution and as speech-act (others could be considered: classical category, colour, personality,
grammar, gestalt (1 nl)). Lakoff and Johnson claim that metaphorical models structure our thought about
highly abstract domains, and do not just represent some more basic conceptualization. If these metaphors
are constitutive of our thought about genre, they have much to tell us about its mechanisms.

%% Hernadi discusses how critics Pierre Kohler (1938) and Paul Van Tieghem (1938) recognized that genres
can be "helpful guides to writers as conventional frames" (Beyond Genre 21). In a later paper, he lists some
other like-minded critics ("Order Without Borders" 207 nl).
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-When what seems like the most appropriate schema is activated, inferences are
generated to fill in any necessary but inexplicit details with assumed values from
the schema. [. . .] (Chandler, schematv.html)27

Genre schemas "organize knowledge about related kinds of texts" (schematv.html).?®
This is a fine rough sketch, but Chandler leaves out some important points. First, schemas
consist of sets of relations as well as elements--the "slots" are for the elements, but the
relations are the "framework" part of the schema. Lakoff puts it that such ICMs have an
ontology (their elements) and a structure (the properties and the relations of the
elements). The elements may be either "basic-level" concepts such as entities, actions,
states, properties, etc., or they may be concepts characterized by other ICMs (Lakoff 284-
288).

Second, such schemas have gestalt structures: their parts are "interdefined" and do
not make sense without the whole. It is this quality of schemas that makes them an
advance on the view that concepts and categories are defined by a list of features. E. D.
Hirsch describes genre as that sense of the whole by which we may understand all of the
parts (71-89), a sense shared by performer and audience.” As Colie says,

[With certain] sets and boundaries understood, a great deal need not be said about
them: one needn't recapitulate all pastoral values in a dialogue set in Urbino the
well-named, when one can show by various signposts that pastoral values are
understood as part of this work's urbanity. (115)

27 See Chandler's website at: http://www.aber.ac.uk/media/Documents/intgenre/intgenre.html. Lakoff
describes the development of the concept from Fillmore's "frames" (1968), Marvin Minsky's frames with
defaults (1975), Hilary Putnam's "stereotypes" (1975), Rumelhart's "schemas" (1975) to Schank and
Abelson's "scripts" (1977). All are "network structures with labeled branches that can code.... conventional
propositional structures in terms of which situations can be understood” (116). Minsky and Putnam
emphasized the importance of default values defining the normal case. Turner writes that schemata are
"skeletal organizations of conceptual knowledge [that] have variables, can embed, and can represent
knowledge at all levels" and gives a summary history of the concept (Reading Minds 266 nl5). He also
criticizes E. D. Hirsch's use of the idea (225ff.).

8 Chandler develops the schema concept a little further. He connects them to Barthesian intertextuality: we
make sense of a text in relation to other texts of the same genre rather than in relation to experience
(intgenrel.html). And he claims that genre schemas are one kind of textual schema, along with story
schemas and formal-feature schemas. This textual basis obscures certain things. First, genres adapt for their
own use schemas that are also used in real life. He discusses social and ideological schemas, but does not
distinguish between schemas for events in the world, and those for events that typify genres. (Swales
imagines how someone who had only known "arrests” from detective movies might behave inappropriately
in an actual police station (85).) Second, nonliterary arts also have genres. He does not distinguish between
formal features related to particular media (such as cuts and zooms for visual media) and more abstract
ones (e.g. discourse forms like "dialogue").

» Hernadi sees the same concern in other genre theorists, such as Harold Elmer Mantz and Yurij Tynjanov.
Tynjanov argues that the relative weight of the parts cannot be assessed without the perception of the whole
of a small or large form; without the "mental image of the total dimensions of a work" words do not
resonate, action does not develop (Hernadi 42). Gestalt psychology is often mentioned by genre theorists
(see Hernadi 5-6, Dubrow 36-37, Schauber and Spolsky 25-28). The concept of a gestalt bears significantly
on the "part-whole" issue of the hermeneutic circle.




20 Ph.D. Thesis - M. Sinding
McMaster - English

Third, because this gestalt model assumes some optional and default values, not
just necessary features, instances can depart from a prototypical standard by changing
those values, yet still be easily recognized. (The integrity of the schema is a product of
concepts of defaults and options that are made possible within an abstract relational
framework.) The image of emulation as changing specific values within a stable skeletal
structure is a promising one for literary histories seeking to preserve the specificity of
works alongside the generality of genres. It also answers to the fact, inexplicable on the
feature-set view, that people can easily conceive of category members having none of the
usual (default) features associated with the category. Hence we have no trouble accepting
that three-legged, toothless albino tigers are still tigers, that Tristram Shandy is still a
novel, and indeed that "every work deviates from any particular set of characteristics that
may be attributed to its kind" (Snyder 1).

Ideally, a theory of genre would enable us to construct by close study the ICMs
composing the highly complex categories of individual genres. It would fulfill the goals
generated by seeing genres as schematic gestalt structures interrelating conventional
features of rhetorical purpose and stance, form, content and theme in a "sense of the
whole."*® The interrelation of form and content is, as Fowler and others argue, crucial:

The repertoire is the whole range of potential points of resemblance that a genre
may exhibit. [. . .] Every genre has a unique repertoire, from which its
representatives select characteristics. These distinguishing features, it is worth
noting, may be either formal or substantive. As Austin Warren says, generic
grouping should be based "upon both outer form (specific metre or structure) and

. upon inner form (attitude, tone, purpose--more crudely, subject and
audience)." And Guillén cautions against the vagueness that comes from
concentrating exclusively on external features, or on internal ones such as "the
‘essence’ of tragedy, or the 'ideas' of the Russian novel." The best of the older
theorists, in fact, always kept external and internal forms together in discussing
the historical kinds. (Kinds 55)°!

% The dense interweaving of form and content could make up for the absence of specific communicative
purpose that is said to ground structure in studies of nonliterary genres. The Bakhtin-inspired "new
rhetoric" of Michael Halliday, Carolyn Miller, Peter Medway and Aviva Friedman characteristically
defines genres as forms of discourse embodying socially standard strategies for responding to recurring
types of rhetorical situation. Swales helpfully clarifies how communicative purpose relates to schemas,
family resemblances, and prototypes:
A genre comprises a class of communicative events, the members of which share some set of
communicative purposes. [This set of purposes]... shapes the schematic structure of the discourse
and influences and constrains choice of content and style. ... In addition to purpose, exemplars of
a genre exhibit various patterns of similarity in terms of structure, style, content and intended
audience. If all high probability expectations are realized, the exemplar will be viewed as
prototypical by the parent discourse community. (58)
However, since literature "inevitably makes an appeal to the reader or listener so complex as to allow no
easy or useful categorization of purpose", communicative purpose is "unsuited as a primary criterion" for
its genres: "[a]lthough there may be overt political, religious or patriotic tracts put out in the form of verse,
that poetry that is taught, remembered, known and loved is rarely of that kind" (47).
*! Fowler reiterates this priority in later work:
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Because "repertoire” implies an unstructured list, we should substitute "model." This
model may be characterized by what cognitive linguists call "mappings" of content to
form, as long as the various kinds of literary form and content can be adequately
characterized. The real challenge here may be to characterize form in a way specific
enough to plausibly represent or match content, since language has richer resources for
describing conceptual content than it has for describing conceptual form. Lakoff and
Turner have commented on the relation of cognitive linguistics, which proposes cognitive
models of grammatical form-meaning "constructions," to broader elements of thought,
and it seems to be the best available framework for such a project.*> An initial step, then,
is to characterize generic features as much as possible in terms of Lakoff's propositional,
image-schematic, metonymic and metaphoric models. Such a framework would set the
stage for explanations of generic histories in prototype-and-extensions terms. We can
begin to see how schematic models would figure in this project by exploring how one
kind of schematic model can characterize one kind of generic feature.

SCHEMAS FOR PLOT

Schemas of the script or scenario kind, as with the restaurant example, immediately
suggest parallels with plot as a feature of literary genres.>® Chandler notes that "The most
well-known kind of schema is that for a familiar event (such as going to a restaurant).”

Until now, genre theory has largely consisted of empirical listing of generic repertoires.... These
preliminaries behind, it should now be possible to investigate how the features of generic
repertoires are related functionally. Accepting that genres exist as cultural objects, we can go on to
ask how they work. ... [E]ach function must be embodied in a rhetorical structure (or perhaps in
several;...). ... When constructional types have been studied in the past, a philological method has
generally predominated; series of imitations being traced back to a fons et origo.... [But some
works] stand in a more distant relation to the [prototype, and may]... share nothing more than a
fundamental [generic] constructional type. (296-99)
32 Lakoff proposes a general "spatialization of form" hypothesis (283ff.); Lakoff and Turner discuss iconic
form in William Carlos Williams' poem "To A Solitary Disciple" (Chapter 3); and Turner in his study of
rhetorical figures suggests further ways to conceive of the "formal anchor" of a figure's form-content
pairing (which is the meaning of the Greek word for figure, schema). When conceptual content is mapped
to an abstract image-schematic form it is iconic (a series of steps along a path is the form of climax, the
symmetrical transposition of elements along a path is the form of antimetabole (A-B B-A)). Schematic
content can also be a conventional framing of a rich human scene (aposiopesis pairs cessation of speech
with a scene of paralysis by emotion); it can be an abstract meaning (the figure question pairs interrogative
forms with the abstract meaning of posing an inquiry); and it can be a yet more abstract mapping (what
Turner calls the XYZ figure, as in "vanity is the quicksand of reason") ("Figure" 44-60). He quotes Jeanne
Fahnestock: "One or the other arm of this form-function pairing connection could pivot...but the central
link should still hold" (46).
* Narrative is a large subject in itself, and I discuss only aspects of how it relates to schemas and genres. In
this regard, the essential thing is that plot-types are structured specifically enough to have default forms
defining expectations, but abstractly enough to allow variations. They can be learned, recognized, and used,
and associated with certain genres. These analyses are obviously close to Propp's studies of the variant plot-
structures of Russian folk-tales, and Frye's applications of such morphological studies to literary myth.
George Lakoff's "Structural Complexity in Fairy Tales" develops Propp's structural framework (I have been
unable to obtain a copy of this paper).



22 Ph.D. Thesis - M. Sinding
McMaster - English

These "consist of a sequential list of the characteristic events involved in a common
routine" and also include "related props (such as menus), roles (such as waiter), enabling
conditions (such as having money) and outcomes (such as feeling less hungry)," as well
as schemas for person types and places (schematv.html). Plot involves aspects of setting
and character, since actions must include actors and take place somewhere; but specific
settings and characters can have their own schemas too, if they have roles in the generic
repertoire beyond their plot function. I will speak of "plot-schemas" as those event-
schemas or scenario propositional models that provide structures for plot actions but do
not determine specific plots, points of view, or narrations. There are of course many
kinds of features that work in concert with plot to establish genre. But the importance of
plot is indisputable, so let us consider it in isolation as a first step, and let us begin with a
genr§4for which a quite specific kind of plot is a salient feature of the repertoire: film
noir.

Early critics study the genre from various vectors, and again often in terms
evocative of prototype theory and family resemblances. Borde and Chaumeton in 1955
use the word "type" rather than "genre," but define it in relation to a "series", connected
to filmic "evolution," in analogous terms:

A series can be defined as a group of motion pictures from one country sharing
certain traits (style, atmosphere, subject matter...) strongly enough to mark them
unequivocally and to give them, over time, an unmistakable character. ... From
the point of view of "filmic evolution," series spring from certain older features,
from long-ago titles. Moreover they all reach a peak, that is, a moment of purest
expression. Afterwards they slowly fade and disappear leaving traces and
informal sequels in other genres. (17)

The classic noir series is generally agreed to begin with The Maltese Falcon in 1941 and
end with Orson Welles's Touch of Evil in 1958. Raymond Durgnat (1970) studies the
"family tree" of noir, from literary precursor cycles of Greek tragedy, Jacobean drama
and Romantic Agony, to those of the more specific nineteenth-century tragic genres of
bourgeois realism, the ghost story and the detective story, to those of contemporary film
(37). He then offers schematizations of dominant cycles or motifs, thematic and narrative,
in American film noir. Paul Schrader (1971), circumscribing or circumventing the
definitional issue, tries to reduce noir to its main elements: he notes stylistics, themes and
"catalytic" cultural conditions in the Hollywood of the Forties.>

** [ am indebted to Imre Szeman for introducing me to the thinking around film noir.

3% Of course, other critics have different takes on noir. Many hesitate to call it a genre, either because of the
prototype effects that prevent clear classification or because they see genre as more like "mode" than
"historical kind." Place and Peterson advocate the influential view that noir is a "visual style" rather than a
genre: "The characteristic film noir moods of claustrophobia, paranoia, despair, and nihilism constitute a
world view that is expressed not through the films' terse, elliptical dialogue, nor through their confusing,
often insoluble plots, but ultimately through their remarkable style" (65). Robert Porfirio, wishing to avoid
the simplification in either "semantic" or "genetic" treatments of genre, sees period, visual style and mood
as criteria for the category. The pessimistic sensibility is defined in terms of existential philosophy. Doll
and Faller's semiotic approach sees genre functioning through common cultural codes. Features are codes
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Films noirs are recognized, and presumably created, in part through models of
typical plots. In fact their features eventually become so typical as to be not just part of
the expectations of informed audiences, but also easily parodied stereotypes in a way
impossible for broader, less plot-defined genres like novel or tragedy.’® We can sketch a
plot schema, with some elements of character and setting, as follows:

-Necessary: a crime; a criminal; some attempt to "solve" the crime.

-Default: the crime is brought to the attention of the protagonist, who is a
"hardboiled" male private investigator' he tries to solve the crime. The client is a
beautiful, mysterious woman. The crime is low-level, personal, and violent; and
motivated by money and sex. The settmg is the urban underbelly.

-Optional: specifics of character, crime, and 1nvest1gat10n (e.g. may or may not
have partners; may solve the crime or fail to, etc. )’

The plot schema presupposes as necessary the existence of a crime, but the narrative need
not present it. And although there must be an investigator, default values are flexible and
optional values are open: the investigator could be female, a lawyer, journalist,
policeman; he or she can have any name and appearance. Such cultural knowledge is
often a set of specifications of a more abstract schema from our background social
knowledge, and a noir schema like this clearly hangs on a framework provided by our
knowledge of the sequence of events involved in crime and detection. We rely on this
knowledge to make inferences in stories about these topics. We know that a detective
typically runs a business solving various kinds of crimes, has an office etc., and that the
typical sequence of events in a job would be for the client to meet at his or her office,
explain the problem, perhaps agree on a price and hire the detective, who would then

and can be "both pretext (subject matter, content, and theme) and text (i.e. style--setting, décor, lighting,
mise-en-scéne, editing, and music). Genre also functions semantically (as an autonomous system of
conventions), and by syntax (narrative systems)" (89). For Cawelti, it embodies "the drama of heroic quest"
(227). It is a myth in the sense of "a pattern of narrative known throughout the culture and presented in
many different versions by many different tellers" (228). Coapjec wants to go beyond features to inquire
into "the principle by which they are established. In virtue of what, we neglect to ask, is this particular
organization instituted?" (xi). This will not be found in filmic or societal structures (xi). His anthology
gwes poststructuralist answers to the "question of the genre's 'absent cause' " (xii).

There is a history of parodies of noir that help to highlight its schemas, from Beat the Devil and The Thin

Man to Dead Men Don't Wear Plaid and Who Framed Roger Rabbit? Recently, the comic novels of
Elmore Leonard and Carl Hiaassen have been dubbed "sunshine noir" by critics. The Coen brothers' film
Fargo reverses the features of setting and characters: instead of the sultry and sensual urban south we have
the bundled-up rural north; instead of the tough-talking single male PI we have a polite and friendly
pregnant wife; instead of the cool and mysterious femme fatale we have the jittery car-salesman husband;
instead of the snappy dialogue we have numbing prattle in Fargo dialect. The action--the crime against
family--is a noir staple, but the usual suspense in depicting or reconstructing it is gone. It is presented in
graphic, clumsy, grotesque entirety at the beginning.
" We all know how noir uses Chandler's other aspects of the routine of crime and detection: props (gun,
car, lockpick, etc.); roles (PI's colleagues, relatives of the client, witnesses, known criminal informants);
enabling conditions (the motive, the crime, the victim's desire for restitution, the PI's credentials); outcomes
(the crime may be solved, property restored, revenge achieved, the PI rewarded); person types (the tough
cynical PI, the femme fatale, brutal thugs); and place types (the PI's office, city streets, sleazy motels).
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conduct an investigation by gathering information from the crime scene, from witnesses
and contacts in the relevant fields of endeavor, piecing together the criminal events and
their motivation, and divining the perpetrator from among a number of possible suspects.
We have some knowledge of detection techniques, such as dusting for fingerprints,
wiretaps, interrogation of suspects (good-cop/ bad-cop techniques, polygraphs), etc. As a
result we can reconstruct causal sequences from very partial cues: from seeing one man
questioning another in a certain way, we can infer that the first is a detective and that the
second is a witness or suspect for a crime that has been committed.

Paul Schrader claims that since it "need not necessarily concern crime and
corruption” film noir is not defined by "conventions of setting and conflict", and hence is
not a genre (9, 8). The view that noir "takes us into the realm of classification by motif
and tone" rather than genre seems to come from Durgnat, whose evidence for it, however,
is weak: "films noirs in other genres include The Blue Angel {1930/ 1959], King Kong
[1933/ 1976), High Noon [1952}, Stalag 17 [1953)], The Sweet Smell of Success [1957],
The Loves of Jeanne Eagels [1957], Attack [1957], Shadows [1960], Lolita [1962],
Lonely Are The Brave [1962] and 2001 [1968]" (38). To call these films noir is, as we
significantly say, "stretching,” and I think this is the place to reclaim the genre concept by
distinguishing these as noncentral members. Most come very late in, or after, the classic
series of prototypes, and it is more plausible to consider them extensions of some noir
features into other genres, or perhaps blends with other genres (they need not be just one
or another). If "interbreeding is intrinsic to motif processes" (39), most today would say
the same about genre, and the ICM theory of categories expects edges to blur and
overlap. If their effects rely on allusion to the noir vision of unredeemed humanity, this
vision is defined or symbolized by the pervasive small-time crime of the prototypes, a
topos readily evoked as a schematic scenario. While "it's impossible to say exactly when
a crime becomes the focus of a film rather [than] merely a realistic incident", Durgnat can
still go on to describe "dominant cycles or motifs" in many films where "crime or
criminals provide the real or apparent center of focus" (38-39).

A larger challenge to the idea of plot-schema as part of the cognitive model for
genre prototypes is the point that even central, prototypical members may enact
significant variations on the schema. Although it is otherwise lousy with the defining
features of noir, many of which it helped to put in place, Double Indemnity is about the
criminal rather than the detective. This plays havoc with a definitional approach to genre,
since it pushes us to an over-abstract level of definition: it turns a specifically narrative
defining feature ("detective protagonist") into a vague topic ("concerned with crime") and
so widens the scope of the genre to the point where it could include documentaries, for
example.*® But the seeming anomaly is easily accommodated within a cognitive schema

¥ Borde and Chaumeton take the usual path of genre definition driven by a classical view of categories:
"while remaining as scientifically grounded as possible, one must examine the most prominent
characteristics of the films which critics have classed as noir. From these characteristics one may then
derive the common denominator and define that unique expressive attitude which all these works put into
play" (19). They then claim that "It is the presence of crime which gives film noir its most constant
characteristic"; crimes "set the stage for a narrative where life and death are at stake" (19). They spend the
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approach, because it is simply a different use of the same schema. Here the point of view
is that of the criminal rather than the detective, and the detection process is a secondary
action serving to heighten the tension of the main action, which follows the criminal's
planning, commission and covering up of the crime in pursuit of his goal.*® But we still
understand it using our schema for the action where a criminal commits a crime, a
detective is assigned to pursue the criminal, and so forth. Our schematic knowledge
relates the roles of detective and criminal in specific ways, even if the criminal is never
found, even if a detective is not called in, even if it turns out a crime has not been
committed.** Even prototypes may override the default values of the plot-schema without
displacing it--in fact, while relying on it. The good news is that this is in line with how
categories are now known to work. Plot-schemas align rather than oppose varying plots
with single topics, and so consolidate the point that prototypes can "define" a category. In
this view, a crime documentary could use a noir style of cinematography for example, but
would likely be noncentral, since prototypical noirs are fictional. More decisive to our
judgment would be whether it invoked our crime event-schema by following the
commission and investigation of a specific crime, or whether it drified away from the
noir prototype by examining crime in the abstract.

There is more to genre schemas than social knowledge, and there is much work to
be done in this line. The kinds of structure associated with plot-schemas are not specific
enough to account for our cultural knowledge of all that enters into a subgenre. They do
not account for many typical but specific characters who populate film noir, like the
femme fatale; stereotypical specific scenes like the femme fatale silhouetted against the
frosted glass of the PI's office; typical specific devices of imagery like the shadows of
window-blinds cast like prison bars across characters; typical cinematography like
skewed framing; and the snappy sparring that is typical of noir discourse. These elements
are cultural conventions: some are taken over from hardboiled detective stories, others
seem to be picked up by the prototypes from earlier forms of cinema, then emulated by
later members (e.g. the light/ shadow contrasts and gothic cityscapes from German
Expressionism brought to America by Welles's Citizen Kane).

These conventional features should be explicable, rather, in terms of that
matching of outer forms with inner contents and themes that is typical of genres. Plot
schemas considered in isolation say nothing about the how and why of this matching, but

rest of the essay distinguishing the narrative features of noir from those of the crime documentary, and
connecting them with moods and themes.

% Double Indemnity establishes itself as central partly by using this variation to develop a central noir
theme, the blurring of the line between good and evil. In a sense Neff is, like Oedipus, both criminal and
detective: part of his motivation is his idea of the perfect crime, based on his inside knowledge of how best
to defraud his own company. The insurance investigator Barton Keyes is thus a kind of double of him.

40 Compare how our restaurant-scenario structure of knowledge relates to restaurant narratives: we know
the roles and elements from "outside" as it were. We are not committed to being just the customers but can
put ourselves into the role and point of view of the waiter, cook, etc. (otherwise, how would Sartre's famous
waiters "act too much like waiters” from the patron's point of view?). We can imagine a series of variations
on the "restaurant" scenario from different points of view forming a subgenre. In fact a cena or symposium
banquet setting is a feature of some genres of comedy and satire. It motivates another feature: a variety of
collegial, informal, quasi-philosophical discourse.
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we could begin that exploration by noting some fairly straightforward metaphoric and
metonymic mappings of content to form. The plot-schema evokes, by its roles and
relations, schematic oppositions of good and evil, seeking truth and concealing it. These
can be expressed through the visual opposition between light and darkness, due to
conventional conceptual mappings (the name film noir relies on this correlation). The
coherence of the metaphors GOOD IS LIGHT/ EVIL IS DARKNESS and TRUTH IS
LIGHT/ FALSEHOOD IS DARKNESS underpin one-to-many mappings of form to
theme. That is, a figure draped in shadows can come across as both evil and unknowable.
This symbolic redundancy contributes to the gestalt quality of the genre in that, as such
interconnections and redundancies build up, the whole system of mappings becomes
psychologically simpler than the "parts" taken separately.

The abstract schema allows the detective to fail (in knowledge and goodness), and
this threat has been a strong undercurrent in much of noir: the goal of the search is
worthless (The Maltese Falcon), the crime is not fully solved (Kiss Me Deadly), the
clients are corrupt (The Maltese Falcon, The Big Sleep), the detective can't stop or punish
the crime even when he figures it out (Chinatown), the criminal is the protagonist
(Double Indemnity, The Killers, Detour) the investigator is identified with the criminal or
object of the search (arguably Double Indemnity, Touch of Evil, Blade Runner), and/or
dies at the end (Double Indemnity, Out of the Past, Touch of Evil). The immersion of the
detective in the "world of crime" and his position in-between police and criminals, makes
complicity or corruption a danger. So the basic oppositions are complicated by the
themes of the individual versus the group, and the challenge to the detective's integrity.
High-key lighting, playing light and shadow off one another, is frequently used to reflect
this. Along with the lighting go other visual cues: the skewed framing also intimates a
skewed vision of things; the settings are often drenched in obscuring elements like rain,
fog and smoke. This "atmosphere" can also literally stick to the detective, hinting at the
impossibility of keeping "clean" in such a hostile environment.

The difficulty of the search for truth can be mapped in other ways. Conventional
metaphors map knowledge as a straight unobstructed path, as well as a clear vision. A
world in which knowledge is hard-won and uncertain is expressed by a labyrinthine
setting of city streets and closed spaces. A "convoluted" plot, with complex characters
who are deceitful or unbalanced, are metonymic for uncertain knowledge, because they
are literally connected with it. Convoluted streets and closed spaces obstruct light and
sight as well as movement, so they serve multiple thematic functions: increasing the
darkness of evil, and challenging the detective's ability to reach the truth of the situation.

Further connections can develop these rudimentary mappings of plot content to
form and theme content in various ways. The quest for world-knowledge easily becomes
in part a quest for self-knowledge, so the setting can be a dark labyrinth of the psyche,
especially its criminal, evil or mad elements. This adds motivation to somehow
identifying the hero with the villain. Making the client or criminal a femme fatale can add
a layer of erotic quest to the search, and lead to an erotic kind of corruption, betrayal and
grim self-knowledge. The snappy, tough talk of characters expresses their mental strength
and agility. But the metaphor of characters as "tough" or "hard-boiled" can relate to
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genuine moral strength (Marlowe), or to a cynical "shell" that conceals selfish intentions
under a veneer of integrity (Spade).

This is a sketch, of course, but already we can see how the features hang together.
This is not a chain of associations or significations but a gestalt complex of elements, in
that schematic structures inherent in the plot-schema's roles and relations (e.g. the
oppositions detective vs. criminals, knowledge-seeker vs. mysterious situation) are
projected as theme (good vs. evil, knowledge vs. ignorance, truth vs. falsehood), serting
(structure and atmosphere), character (appearance, behaviour, speech), and formal
conventions (cinematography).*

NOVELS AND THEIR SCHEMAS

We can now make similar observations about the novel. Once we consider the category
in terms of its prototypes rather than in terms of near-vacuous "common denominator"”
defining features, we find a more complex structure, in which certain plot schemas are
important as factors in emulation, and therefore in generic history. Early novels are not
now "best representatives" of the category "novel," but we do see early exemplars
forming groups with similar plot concerns--Lazarillo de Tormes, The Swindler, Don
Quixote, Moll Flanders, Joseph Andrews, Tom Jones, Tristram Shandy, Humphry Clinker
all concern, exclusively or in part, the "picaresque" adventures of an individual and
companions on a quest to reach an old home, a new home, fortune, adventure, love or
knowledge. Travelers cross both country and city, and obstacles tend to involve
humorous "low-life" encounters typical of each setting. In an overlapping tradition of
plot, Moll Flanders, Pamela, Clarissa, Shamela, Joseph Andrews, Tom Jones, Tristram
Shandy, and Humphry Clinker all concern stories of love, courtship and marriage. The
negotiation of major obstacles like class and family boundaries, and foolish or vicious
characters dramatize the completion of the action. So schemas for the quest-journey and
for love-courtship-and-marriage prominently characterize the early novel (whereas
schemas for, say, a hunt, crime and detection, war, adultery, the transition from childhood
to adulthood, seem at most subplots). The elements and relations of these plot schemas
have compulsory, default and optional values. Compulsory elements of the quest-journey
would be a traveler, an origin, and a destination; compulsory relations would be the
movement of the traveler from the origin to the destination. For love, the compulsory
elements would be the two lovers, and the relations, the development of a relationship
between them. Some optional elements in the journey schema are obstacles and vehicles.
Obstacles are optional elements in the love schema too (disapproving families, class

41 Again, these considerations relate only to the plot schema of noir prototypes. I am ignoring such
complications as: how it combines with other forms (e.g. as interpolated story), or opposes them (e.g. as
"countergenre" to screwball comedy, perhaps), how a change in attitude makes satirical and romantic
versions, or how the form is extended into a "higher register" through metaphor and allegory. All of these
factors are important in analyzing the structural complications of the category, but a strong plot schema
seems necessary for an understanding of many of them. We know we can use this model by imagining how
we might tumn it to an unusual goal--say, to create an anti-smoking television ad, to recast a classical story
(say Samson and Delilah, or Gilgamesh), a historical event, or a typical sitcom. But since we don't have as
much specific knowledge about "novel" as we do about film noir, we cannot imagine a "novelistic film" or
satirical novel as we can a "film noir novel" or satirical noir.
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barriers, conflicts for affection, separation, etc.). Of course in literature these suspense-
producing obstacles are preferred options.

The difference of the two plot types are reflected in thematic and formal
differences, to discuss which we must assume some default detail. The domestic comic
romances are about personal and social integration; achieving a stable, virtuous life in
society through relationships among family, friends, acquaintances and institutions.
Individual happiness and virtue are threatened by people who are tyrannical, false, vain,
and selfish. The social world is structured intricately but clearly, so the action occurs
within specific social locales (movement is not habitual), among a set of clearly
interrelated characters. Virtue and vice are clearly understood (despite transgressions), so
the emotional tone tends to be sincere, varying between clear highs and lows. The
picaresque is about direct education in gritty realities, through varied low-life
experiences. It is less about struggling for a full, virtuous life than about getting by,
learning the rules of the game in a corrupt world. One hopes to escape hunger and
persecution, by getting whatever money and power one can. Family, friendship and love
are incidental. The social world's structure is shifting and invisible to authorities, so
wandering actions and temporary alliances are fitting; and tough-minded humor is more
appropriate than exquisite sensibility.

Already we can observe how these contrasting plot-related themes constrain form:
the epistles so ubiquitous in domestic romances would be preposterous in picaresque. The
pretense of letters to and from nearby friends increases verisimilitude and the impression
of intimate knowledge of the thoughts and feelings of characters. But what would be the
point of picaresque letters? Would the picaro complain of moral struggles with wealthy
seducers? Would he celebrate his delight in robbing a market and be moved to reflections
on God's plenty? To what intimate would he reveal the ebb and flow of his feelings, or
his dreams for the future? With what resources would he write and send his epistles? Of
course, the thing is not impossible, but much less motivated. When picaresque-style
novels do use letters (Humphry Clinker, Shamela), they are parodic, and the conflict of
form and content creates some of the absurd humor.

These sketches are meant only to suggest how plot-schemas underlie groupings
and can be used as a basis for correlations of form and content that establish generic
gestalts. An analysis of the novel genre as a whole must recognize its wide range of
plots.*? But plot schemas with particular ontologies and structures are clearly definitive of
novel subgenres (sometimes tellingly labeled "genre fiction") defined by subject, or
setting and action, such as the factory, university, domestic, city, detective, and war
novel, and the novel of the soil. Like film noir, these tend to acquire, by the cultural
assimilation of a series of prototypes, default features beyond the default ontology and
structure of the schema for their situations. The subgenres of Bildungsroman,
Erziehungsroman, Kunstlerroman, social novel, historical novel, and regional novel are
more abstract, but schemas can be more abstract, too, and a structure fitting a Bildung or

“2 The novel itself has no particular action schema, but I think there are a range of possible abstract action
schemas which, joined with interrelated schemas of other kinds, establish its horizon of possibilities. The
novel is complex enough that I assume it is what Lakoff calls a radial category, a group of related models,
some of which are central and others that are extensions of the central model.
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"development" event-schema, where a youth grows to maturity as he learns about life
through a series of experiences, is a requisite for the first three of these kinds. The
schema can be further specified in terms of education and art for the latter two of the
three.

As to form, there is a habit of thinking that because their rhetorical structures are
generally not as visible as those of stricter genres, novels are "natural"; because they have
no specific form they may have any specific content. Yet a critic of Stendhal will praise
the "unity of form and content" in his plain, "mirroring" style (Shaw 14), and some
correlations are discernible even in the formal rudiments. The prototypical novel is a
continuous prose narrative, extended to a certain size (less than 150 pages might be a
novella)*® and divided into chapters. On a more abstract level of form, the "realistic"
convention is that the story concerns the cares and actions of "ordinary life" (i.e. in the
mid-regions of society and experience). It has a clear linear causal structure, to mirror a
naturalistic content. The narrator may be a character, or an unintrusive observer. The
style mimics the voice of everyday life, minimizing rhetorical complexity. This steady
stream of apparently first-hand reports of setting, characters, dialogue and action implies
the narrator's immersion in a complete world, or another part of the reader's world, and
invites the reader to identify with him. All of these correlations should be familiar to
students of the novel;** but they might hesitate to offer them as definitive because of the
obvious challenge of counterexamples. A definition with numerous exceptions is no
definition at all. The prototype approach, that establishes a central model and charts out
variations or extensions of it, has two great advantages: it rejects the policy of legislating
some members out of the category in order to save some set of "singly necessary and
jointly sufficient conditions"; and it sidelines the morass of qualifications that would
vitiate all but the most trivial descriptions of the genre. We keep our sense of a gestalt
with the bold outlines of a Cézanne, and our knowledge that superimposing all members
of the category leaves us with the foggy glare of a Turner.

OTHER ASPECTS OF PLOT-SCHEMAS IN GENRE

Returning to the role of Proppian narrative models or paradigms in genre studies,
we should recall Bakhtin's and Frye's models of "romance,” which greatly amplify, from
the evidence of literary history, the default and optional elements built over the skeletal
love-romance event-schema outlined above. Both were influenced by Propp, and many
later genre critics have developed their important insights. Howard Mancing uses
Bakhtin's model of Greek adventure-romance from The Dialogic Imagination as a polar
opposite of the deflationary "novel" tendency in picaresque. In the "typical composite

3 I suspect that the distinctions among short story, novella and novel have to do less with page numbers
than with more human-centered, temporal measurements of size. That is, can it be read all at once, does it
take all day, or does it require several days?

44 The standard studies of the novel give a good idea of how prominent formal features match prominent
themes. Watt's account of "formal realism” (The Rise of the Novel) and Booth's The Rhetoric of Fiction are
standard partly because they make these fundamental points. Later studies using very different frameworks
still rely on these principles. Thus Jameson's The Political Unconscious relies on Frye's view of the novel
as "a realistic displacement of romance" (The Secular Scripture 38).
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schema of this plot", a boy and girl of mysterious lineage, marriageable age, and
remarkable beauty and chastity meet unexpectedly during a festival. They discover an
instant overwhelming passion, but their union is confronted with obstacles (Bakhtin's
word), and they are separated and reunited numerous times. Obstacles and adventures
include parental disapproval, romantic rivals, abductions, the lovers' flight, journey,
storm at sea, shipwreck, pirate attack, captivity, attempts on their innocence, battles,
selling into slavery, presumed deaths and betrayals, and accusations and trials. Meetings
with unexpected friends and enemies are important, as are disguises, recognitions,
miraculous rescues, and supernatural devices and discoveries. They find their parents,
and the story ends with the happy marriage of the lovers (Bakhtin 87-88, cited in
Mancing 134). Fredric Jameson, Hayden White, and Schauber and Spolsky use Frye's
schemas.* On other specific genres, scholars have proposed schemas for Gothic,
picaresque, various forms of love-romance, and for western films, no doubt among many
others. Anne Williams follows Guillén's argument (via Eugenia DeLamotte) that genres
are often organized by a "myth" that conveys a sense of the theme of the whole
independently of any particular work. The myth is an "essential situation or significant
structure" (15-16). Charles Perrault's "Bluebeard" epitomizes the "Gothic myth," as it
provides

a virtual catalogue of conventions familiar in gothic narratives from Walpole to
the present: a vulnerable and curious heroine; a wealthy, arbitrary, and enigmatic
hero/ villain; and a grand, mysterious dwelling concealing the violent, implicitly
sexual secrets of this homme fatal. And the setting--Bluebeard's house with its
secret room--seems the most important of these, the element that transmutes the
others unmistakably into Gothic. (38-39)

She later associates this myth with the Freudian patriarchal "family romance" and
distinguishes "male" and "female" versions of it. Thomas Beebee cites studies of popular
love-romances and westerns that offer Propp-like story schemas (lists of a dozen or so
elements and events that may be essential or optional and whose order may be invariant
or variable) for particular genres.*® Leonard Tennenhouse groans at the redundancy of the
"seducti4o7n narrative," a popular subtype of the courting and marriage plot in the 18"
century.

* His model of quest-romance has been especially definitive--see Anatomy (186-206) and The Secular
Scripture.

% Janice Radway's Reading the Romance: Women, Patriarchy, and Popular Literature (Chapel Hill:
University of North Carolina Press, 1984) gives us "thirteen essential plot elements, moving from the
destruction of the heroine's social identity through the development of the emotional ties between heroine
and hero to the restoration of the heroine's identity." Will Wright's Six-Guns and Society: A Structural
Study of the Western (Berkeley and Los Angeles: University of California Press, 1975) presents a
"Proppian sequence of sixteen ‘events' whose ordering is invariable, even if not all elements are present in
every western. In the first complex of events... the hero enters a social group in which he is unknown, but
to which he reveals that he has an exceptional ability. In the final complex, the hero saves that society,
which then finally accepts him" (Beebee 5-6).

" Tennenhouse writes,
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The existence of schemas in minds contemporary with genres is confirmed in
more direct, though more curious ways. An increase in popular self-consciousness about
genres increases the sense of their arbitrariness and absurdity. When genres become
"tired and predictable" enough that they can be produced in reflex, assembly-line fashion,
there are a number of possible responses. The main ones seem to be to treat it more
lightly or more heavily, either following it or diverting it to new uses. Light treatments
may "ride the wave" by churning out further minor variations (trash or pulp); or may
divert it by mockery (burlesque, parody, camp). Heavy treatments may work according to
formula but in a serious tone (kitsch or mannerism); or may turn the genre to more artistic
use by projecting its plot structures to psychological, intellectual and spiritual actions.
Parody and artistic "elevation" of course produce more memorable work. '

The creation of satirical "recipes" for producing a new member is a good measure
of the clear establishment of a genre and unflattering evidence of its schematic structure.
The rigidity of a recipe is ludicrous because it shows that what is supposed to be fresh
and exciting is in fact derivative and predictable, inspiring Bergson's kind of laughter, at
the mechanistic imposed on the natural. Pastoral and gothic plots have both evoked
recipes. The classical prototypes of pastoral elegy include Theocritus's Idyls and Virgil's
Eclogues. In England, Spenser's Shepherd's Calendar (1579) popularized the form, and it
goes strong until Pope's Pastorals (1709). But by 1738 an anonymous letter to the London
Magazine gives a Recipe for a Pastoral Elegy: "Take Damon and Thyrsis, both which Virgil
will lend you with all his Heart[. . .]One thing never forget in the Conclusion, which is, to
comfort your Shepherds with a Trail of Light, from which they will conclude, and inform
us, the Nymph is gone off to Heaven; or else perhaps some silly Reader might not suspect
it" (in Loughrey 66). Gothic prototypes include Walpole's Castle of Otranto (1764),
Beckford's Vathek (1786), Radcliffe's The Mysteries of Udolpho (1794), and Lewis's The
Monk, (1797). But E. F. Bleiler mentions an 1810 satirical poem by E. J. Pitt telling how
to construct a knee-jerk Gothic novel, with a footnote giving a recipe for turning a Gothic
into a sentimental novel by changing the values of a common schema:

The conduct of the poet in considering romances and novels separately, may be
thought singular by those who have penetration to see that a novel may be made
out of a romance, or a romance out of a novel with the greatest ease, by scratching
out a few terms, and inserting others. Take the following, which may, like
machinery in factories, accelerate the progress of the divine art.

From any romance to make a novel.

Where you find--

Acastle, ...ooeeieninennnen put An house
Acavern, ........cccceevnenn... A bower
Agroan, .......coceeveiiiinnnnn. A sigh

One cannot overstate the redundancy of these narratives. ... [T]his fiction invariably featured the
same array of cruel libertines, foolish coquettes, ruined women, stillborn babies, and destinies
misshapen by desire. Judging by the sheer number of variations on this stock of plots and
characters, there was virtually no end to the demand for this type of fiction. (my emphasis)
Usually, virtue would "triumph over the lustful machinations of the libertine," but on occasion it did not.
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Agiant, ... A father

A bloodstained dagger, ...... A fan

Aknight, ............ooin A gentleman without whiskers

A lady who is the heroine, ... Need not be changed, being versatile.
ASSasSING, ...vovvvinininininin Telling glances.

Amonk, ......coevvviiiiiiiiinn An old steward.

Skeletons, skulls, &c. ......... Compliments, sentiments, &c.

A gliding ghost, ................. A usurer, or an attorney

A midnight murder, ............ A marriage

The iasme table of course answers for transmuting a novel into a romance.
(xvi)

Another sign of saturation is the contemporary critic's attitude of weariness with the sheer
number of little-varying elements. In the following reviews we feel that the reader is
nodding under the monotony, numbed by repetition, and exhausted with making the same
unvarying journey time and again. In 1713 Thomas Tickell writes,

In looking over some English pastorals a few days ago, I perused at least fifty lean
flocks, and reckoned up an hundred left-handed ravens, besides blasted oaks,
withering meadows, and weeping deities. Indeed most of the occasional pastorals we
have, are built upon one and the same plan. A shepherd asks his fellow, "Why he is
so pale? if his favourite sheep hath strayed? if his pipe be broken? or Phyllis
unkind?' He answers, 'None of these misfortunes have befallen him, but one much
greater, for Damon (or sometimes the god Pan) is dead.' This immediately causes the
other to make complaints, and call upon the lofty pines and silver streams to join in
the lamentation. While he goes on, his friend interrupts him, and tells him that
Damon lives, and shews him a track of light in the skies to confirm it; then invites
him to chestnuts and cheese. Upon this scheme most of the noble families in Great-
Britain have been comforted. (in Loughrey 54)*

Walter Scott's rehearsal of a formulaic Gothic echoes Tickell's expostulation against
pastorals:

*® Of course, this translation schema gives a fair description of the mental operations of Jane Austen's

Catherine Morland in Northanger Abbey, a very early Gothic parody (written 1798/9, sold 1803, published

1817).

*? And there is Samuel Johnson's famous complaint against Milton's "Nativity Ode," that
Its form is that of a pastoral--easy, vulgar, and therefore disgusting: whatever images it can supply
are long ago exhausted; [. . .] Among the flocks and copses and flowers appear the heathen deities,
Jove and Phoebus, Neptune and Aeolus, with a long train of mythological imagery, such as a
College easily supplies. Nothing can less display knowledge or less exercise invention than to tell
how a shepherd has lost his companion and must now feed his flocks alone, without any judge of
his skill in piping; and how one god asks another god what is become of Lycidas, and how neither
god can tell. He who thus grieves will excite no sympathy; he who thus praises will confer no
honour. (451)
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We strolled through a variety of castles, each of which was regularly called 11
Castello, met with as many captains of Condottieri, heard various ejaculations of
Santa Maria and Diabolo; read by a decaying lamp and in a tapestried chamber
dozens of legends as stupid as the main history; examined such suites of deserted
apartments as might set up a reasonable barrack, and saw as many glimmering
lights as would make a respectable illumination. (in Bleiler xvi)*®

Because of their proximity to parody, it is bizarre to find such programmes being offered
and taken seriously. But Williams quotes Dean R. Koontz's advice from one of the
"guides to the formula published during the 'mass-market Gothic' craze in the 1960s":

the ancient mansion permeated with evil should be as much a character in your
story as any people in it.... Variations on the house might be: a steamboat used as
a dwelling, archaeological diggings in a strange country, or a ship crossing the
Atlantic Ocean in the 18" Century. Anything used in place of the old house
should have the same qualities of it: isolation, gloominess, an air of mystery, lots
of dark places, eerie corridors, and musty rooms. [(P. 126) [in Williams 39-40]]

(Williams notes that for Koontz, "specific décor is not so important as the setting's power
to evoke certain responses ...: claustrophobia, loneliness, a sense of antiquity, recognition
that this is a place of secrets" (39-40).) This is quite literally textbook mannerism.

On the other hand, metaphorical projections of a schema to a "higher register"
may extend the bounds of any genre. Spenser's Faerie Queene turns the medieval
romance form into a religious allegory, as Milton's "Nativity Ode" does with the pastoral.
Among novels, Dostoevsky turns crime and punishment into sin and penitence, and
Raskolnikov's love for Sofya is of course also a love of the soul's wisdom. Candide's
picaresque journeys survey society from the cynic's anti-Leibnizian view that nothing is
for the best in this worst of all possible worlds. Frankenstein , Poe's stories, and The Turn
of the Screw turn the Gothic novel philosophical. Dennis Potter's The Singing Detective
and David Lynch's Lost Highway are examples of noir-style works that use the schema of
crime and detection metaphorically, to portray psychological crimes and searches.
Polanksi's Chinatown is regarded as a political allegory about wars in Asia.’’

% In our century, C. S. Lewis complains about allegory, through the recipe metaphor again, that
in the work of William Nevill we reach the nadir of the whole genre. The Castell of Pleasure
illustrates the unhappy operation of a dominant form in making mediocrity vocal. The author was
a very dull young man; but he might have carried the secret to the grave with him if the whole
recipe for making poems of this kind had not lain so fatally easy to his hand. The plot of the poem
is a debate between Beauty, Pity, Disdain, and Desire framed in a dream journey to a castle of
Pleasure. The ingredients are familiar, but this would not prevent the dish being palatable; the real
trouble is that the cook is naught. (4llegory of Love 253)

5! Metonymy is another major principle of category extension. I think we can call Paul Schrader's "films

noirs in other genres" members in virtue of metonymy, so identified because of their use of a few features

associated with noir. Similarly, Eugene Onegin and anti-novels are extensions of novels by their use of

some novelistic techniques to dismantle the typical contents and structure of central novels. Adena

Rosmarin writes that we link texts with other texts "by performing an act of conceptual supposition, by
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CONCLUSIONS

The nature of the distinctions and relations between specific and generic-level
schemas in genre is a crucial issue which will need to be examined in detail. We could
speculate that more abstract schemas shape the higher-level, more abstract or inclusive
"modal" genres, so that achievement of happy marriage and completion of the quest are
typical of comedy and romance whereas failed love and marriage and quests typify
tragedy and satire. The stereotypical default values for schemas for quest and love
(including what counts as success as well as typical obstacles, etc.) would be partly
specified by culture, but both schemas surely include the goal of success, even though the
achievement of that goal is not a necessary value with regard to the schema as such. This
may explain the feeling that tragic and satiric modes are dependent on comedy and
romance but not vice-versa. Then the establishment of a plot schema by specification of
what are, for the event schemas, optional elements, thus raising them to default values,
seems considerably to characterize central aspects of many historical kinds. But as we
noted in the case of Double Indemnity's generically anomalous criminal protagonist,
general definitions become impossible just because genres accommodate alternate values
at the very level of specificity of the features that characterize them--even in prototypical
members.*

Some of these observations are simple, but are germane for that very reason: they
reflect the simple aspects of genre structures that function as template-like guides both
for the writer in creating the work, and for the reader in interpreting and appreciating it.
Schemas and cognitive models perform these functions, and can also explain how
prototypes and prototype effects relate to the fact that genre members are never identical
or strictly feature-defined but bear structure-based family resemblances over widely
varying speciﬁcs.53 Examining the principles of more radical category extension will be a

proceeding as if one thing were another. And we can do this, Gombrich explains, because we are 'prone to
extend classes of things beyond their rational groups,' because we ‘'react to minimum images'" (22).
Cognitivists would call this phenomenon conceptual integration or projection. Turner argues that there is a
difference of degree rather than of kind between categorization and metaphor (Reading Minds, chapter 6,
120-150), and that conceptual blending usually enters into temporary or permanent category extension
g"Conceptual Integration Networks").

2 Tony Veale, in a study of "conceptual blending" as a major principle of cinematic creativity, shows how
borrowing of abstract plot-schemas can interact with other specific-level features in particular works.

Some works take narrative structure wholesale from other works (as Star Wars takes the plot of Arthurian
romance) but do not simply reproduce the same thing, since these mappings are often complicated by
borrowing from several sources. Among other things, Star Wars rejects the tragic death of the Arthurian
hero and borrows from the film The Dam Busters a victory over a final obstacle to achieving the quest-plot:
a key fortification is destroyed through its single vulnerable point. New structure emerges as the work of
integrating the borrowings leads to local and possibly global changes in other aspects of the narrative.

%3 Schauber and Spolsky apply Ray Jackendoff's concept of a "preference model" of interpretation rules to
the literary system. They explain genre categorization in terms of the reader's deployment of various
interpretive rules. This shift to the level of pragmatic interpretation enables them to deal with multiple
correct interpretations and fuzzy boundaries. But Lakoff's view speaks more to generic structure, creation,
blending, and evolution. Sets of interpretive rules do not suggest a "template for creativity,” and cannot
explain different categorizations in terms of extensions or combinations of genre structures. Plot schemas
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task as vital as examining the basic features that define the central prototypes of genres,
but cognitive research already hints how it may go. Prototypes select a plot schema as a
narrative model, and those in the immediate central tradition tend to hew closely to the
possible variant narrative paths set out within that schema, and to the other conventions
of the genre. Later developments parody the schema, project it metaphorically onto more
cerebral subjects, blend it with other schemas, carry other genre conventions over to new
plot schemas, etc.”® It is a simple but important step to see these central principles of
categorization as principles of generic thought and construction.

can give structure to the "generic repertoire” of which Fowler speaks: elements of repertoires are not just
random lists for recombination, but rather form constellations, interconnecting in a range of possible ways.
Of his fifteen differentia for historical kinds, plot schemas relate to subject, mise-en-scéne, character and
action (Kinds 64-69). They are good candidates for what he calls functional elements and constructional
types, which he conceives as organizing the repertoire (Kinds 127-28; "The Future of Genre Theory" 295-
300). Other critics pursue similar aims: Tynjanov studies "constructive principles" ("The Literary Fact"
371f.); Schaeffer examines mechanisms of "textual genericity" ("Literary Genres and Textual Genericity"
178, 182ff)). These mechanisms are themselves features, and they provide a frame for composition, for
overall structure, and for organizing other features (e.g. characters, setting, dialogue).
% Lakoff connects Wittgensteinian family resemblances to "chaining" in category structures. In
classification, new items can be sorted according to association with items already in a category, without
any strictly predictable development. If A is in category 1, then B may also be put in 1 by virtue of sharing
feature X with A, whereas C may be put in 1 by virtue of sharing feature Y with A; further, D may be put
in 1 by virtue of sharing feature Z with B, and so on. Lakoff speculates that basic-level members are central
to categories, which are then extended in chains (20, 92-103). Such chaining from central members to
emulators, to emulators of emulators at further removes from the original prototypes, is presumably what
Turner means by "family resemblance as a creator of genres" (150). Frames or schemas are sources of the
simplest prototype effects, and chaining is a more radical kind of variance. Thomas Beebee cites F. W,
Galan's account of an observation by of the Prague structuralist school, of chaining in genre:
In time, the particular combinations of such generic devices undergo considerable change. While
some elements remain unaltered, maintaining the genre's continuity, the influx of new elements
assures its freshness and elasticity. But in extreme cases even those elements with which the genre
is primarily identified may disappear, whereas the secondary elements endure. Thanks to such
permutations in the function of individual elements, a given genre may, over a long period,
produce two almost unrecognizable evolutionary offshoots, such as the picaresque novel and the
modern novel. (270)
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Chapter 3: Prototype Structure of the Genre of Menippean Satire

Like the histories of novels and film noir, the history of Menippean satire can be
presented as a series of exemplars, earlier instances of which exert various kinds of
shaping influence on later ones, to produce a set of variant forms that are linked by
"family resemblance." Here too a distinction is often made between primary and
secondary members of the category, or central and noncentral members. The genre is at
the same time recognized as a set of features possessed by works, and its history as being
also a history of features and their development.

I will sketch the genre's "definition" and history briefly, then analyze the genre as
an ICM. This analysis will allow us to consider in more detail the following questions: its
structure; how its prototypical exemplars relate to the model; which features, and which
combinations of features, relate to centrality; how features are definable in conceptual
terms; what kinds of variations define the primary extensions of the ICM; and what this
tells us about the elements and principles of extension for genre categories.

A BRIEF HISTORY OF MENIPPEAN SATIRE
A sketch of the history of Menippean satire and its criticism reveals many of the
recalcitrant qualities of genre that we wish to account for: the origin in a new
combination of existing genres; the genre's representation in series of prototypical
members in a sequence of influence; a gradient of genre membership; the association of
the genre form with a typical attitude or worldview; the ambiguously kindred and
oppositional relation to neighbouring genres within an overall categorial "ecology"; the
retrospective naming; the fading out of the genre in its classical form, and several later
recuperations; and developments of the genre through hybridization with other forms.
Joel Relihan provides the best analysis of the early history of the genre. He
explains that Menippean satire was an ancient genre informed by Cynic thought, that
mocked the "high" forms of epic and philosophical dialogue. The works of Menippus are
lost, but he remains the "Muse" of the genre (39) because his spirit persists through
Lucian's use of him as a character type. He is the self-parodic mocker of Cynic diatribe,
the senseless "mad dog" who attacks those who preach their theories. The word satura
was associated with parody and a mixture of styles, and Menippean satire arises through
a mixture of works in several genres:

Menippean satire is compounded of the Odyssey's tale of a liar shaman and his

battle against both death and immortality; Old Comedy's exaltation of common
humanity over charlatans; and Plato's apocalyptic dramatization of the relative

values of philosopher and theory. (34)
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These elements combine to define the genre as a "continuous narrative, subsuming a
number of parodies of other literary forms along the way, of a fantastic voyage that
mocks both the traveler who desires the truth and the world that is the traveler's goal,
related by an unreliable narrator in a form that abuses all the proprieties of literature and
authorship” (9). The classical genre goes through Lucian and Varro to Seneca, Petronius,
Martianus Capella, Fulgentius, Boethius and beyond. By using the title Menippean
Satires Varro may have cemented the idea of creating a form through imitating
Menippus's style and using him as a character. But for Relihan, Lucian is the key figure,
and his Icaromenippus, Necyomantia, and especially the Dialogues of the Dead are the
genre's most influential paradigms (41).

The original classical form has been recreated, in changed forms, over the
centuries. Frye's influential account traces the "anatomy", one of his four basic forms of
prose fiction (along with romance, confession, and novel), to a source in Menippean
satire. His denomination pays homage to Burton's Anatomy of Melancholy, "the greatest
Menippean satire in English before Swift" (Anatomy 311). Fowler complains that the
neologism is "too lacking in unitary force to be of lasting value without qualification"
(Kinds 119). But Relihan observes that "Menippean satire"

is not used as a generic term until 1581, when Justus Lipsius writes his Satyra
Menippea. Somnium. Lusus in nostri aevi criticos. The French Satyre ménippé of
the 1590s follows suit, but Casaubon does not, preferring the term Varronian
satire in his De Satyrica Graecorum Poesi & Romanorum Satira of 1605. The
volubility of the name is thus not merely a modern phenomenon (Frye's anatomy,
Bakhtin's menippea); and Gellius reports that even Varro's works were
occasionally known under the name of Cynic satires. (12)

He agrees with Fowler that "Frye's anatomy is not a genre in the classical sense but a
much broader classification" but supports this expanded meaning for an expanded
category: "his sensible renaming of the genre indicates that we ought not to identify it
immediately with the peculiarities of specific ancient texts, which are, as it were, a subset
of it" (5). Blanchard suspects that Frye is "following the lead of these Renaissance
authors [Nashe, Burton, et. al.] even when he applies the term to literature outside of the
period" (28).

Frye describes the genre's prosodic forms, characterization, themes, narrative
forms, range of attitudes, and dramatic structure (4natomy 308-10). He then examines the
range of variation produced by its principles--its expansion from short forms to long
forms; its sub-species of dialogue (cena or symposium, and encyclopedic farrago); the
hybrids produced from its merging with the novel (roman a these, proletarian novels of
ideas) (310-12). And he sees its influence in Thomas Browne's Urn Burial, Thomas
Nashe, Urquhart, Peacock, Butler's Erewhon books, Fielding, and Aldous Huxley. The
fantasy end of satire creates the "literary fairy-tale", as in Lewis Carroll, and Charles
Kingsley's Water Babies. The moral end creates "a serious vision of society as a single
intellectual pattern, in other words a Utopia" (310). One of its short forms is the dialogue,
influenced by Plato, and appearing in Landor's Imaginary Conversations, Castiglione,
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Walton's Compleat Angler. The sub-species of encyclopedic farrago occurs in
Athenaeus's Deipnosophists and Macrobius's Saturnalia, and the same principle of
construction shapes Flaubert's Bouvard and Pécuchet. Beyond the encyclopedic Burton,
Rabelais, and Sterne, there are also Boethius's Consolation of Philosophy, Southey's
Doctor, Amory's John Buncle, and the Noctes Ambrosianae. Hybrids with the other basic
forms of prose fiction include Melville's Moby-Dick (combining romance and anatomy),
Carlyle's Sartor Resartus and Kierkegaard's Either/ Or (confession-anatomy), Don
Quixote (novel-romance-anatomy), Proust's A la recherche du temps perdus (novel-
confession-anatomy), Apuleius's Golden Ass (romance-confession-anatomy), and Joyce's
Ulysses and Finnegans Wake (all four forms).

Frye's style of analyis of the literary tradition bypasses the study of individual -
texts to infer the kind of imagining that lies behind and drives the tradition. This
imagining includes intellectual and emotional attitudes towards topics and themes, types
of literary organization and technique, and types of characters and stories that express
these attitudes. It also includes relations of similarity and contrast with other genres.

Hence he proposes that the Menippean satire "deals less with people as such than
with mental attitudes" (309). Stereotypical ideologues, people plagued with prejudices,
obsessions and fixed ideas, "are handled in terms of their occupational approach to life as
distinct from their social behavior. The Menippean satire thus resembles the confession in
its ability to handle abstract ideas and theories, and differs from the novel in its
characterization, which is stylized rather than naturalistic, and presents people as
mouthpieces of the ideas they represent" (309). Menippean satirists '

use a loose-jointed narrative form [. . .] [that] differs from the romance [. . .], as it
is not primarily concerned with the exploits of heroes, but relies on the free play
of intellectual fancy and the kind of humorous observation that produces
caricature. It differs also from the picaresque form, which has the novel's interest
in the actual structure of society. [. . .] The intellectual structure built up from the
story makes for violent dislocations in the customary logic of narrative. (309-10)

In the short forms of the genre, dialogue or colloquy, "the dramatic interest is in a conflict
of ideas rather than of character" (310). The short form can "expand" to "full length" as it
gains more than two speakers and a symposium or cena setting. This tradition stretches
from Plato down to "those urbane and leisurely conversations" which define the "doctrine
and discipline” of various subjects (310). As he deals with intellectual matters, the
Menippean satirist "shows his exuberance in intellectual ways, by piling up an enormous
mass of erudition about his theme or in overwhelming his pedantic targets with an
avalanche of their own jargon" (311), and this can become an "encyclopedic farrago" in
catalogues of terminology and ideas.

Frye moves through the "hows" of the genre, its principles of construction: how it
conceptualizes character; how it structures narrative, how it creates dramatic interest, as
well as how it expands dramatically, and how it expresses exuberance. These are literary
ways of giving form to energy as well as to content.



39 Ph.D. Thesis - M. Sinding
McMaster - English

Part of the earlier analysis of the mythos of winter (irony and satire) also deals
specifically with Menippean satire. As in the other mythoi, there is a sequence of six
"phases", defined by changing proportions and intensities of the basic principles of satire:
attack, and wit based on absurd fantasy. These modulations result in changing foci and
themes. In every mythos, three phases correspond to the neighbouring mythos on one
side, and the other three correspond to the neighbouring mythos on the other side. The
first three phases of the mythos of winter correspond to the first three (ironic rather than
romantic) phases of comedy, and the second three phases correspond to the ironic (vs.
romantic) phases of tragedy. Frye's accounts of the second and third phases of satire are
full of references to Menippean satires. The first is not without its Menippean qualities--it
mentions Erasmus's Colloquies and Praise of Folly, and the latter is linked with the
medieval preaching, and its comic "view of an upside-down world dominated by humors
and ruling passions" (227)--a topos we will meet again later on.

The first phase is "satire of the low norm", and here "there is no displacement of
the humorous society. [. . .] It takes for granted a world which is full of anomalies,
injustices, follies, and crimes, and yet is permanent and undisplaceable" (226). Hence it
counsels prudence and advocates an ironic attitude and highly conventional way of life.

Whereas the first phase is "conventional satire on the unconventional”, in the
second phase, "the sources and values of conventions themselves are objects of ridicule"
(229). The simplest form is a satiric comedy of escape, the picaresque, "the story of the
successful rogue" (229). Its central theme in this "quixotic phase of satire" is "the setting
of ideas and generalizations and theories and dogmas over against the life they are
supposed to explain" (230), and here Frye cites Lucian, Erasmus, Rabelais, Swift, Samuel
Butlers I and II, Voltaire, Peacock, and Huxley. He goes on to flesh out the satirical
heritage of cynicism (not skepticism), mentioning Menippus, Diogenes, Democritus and
his Juniors Erasmus and Burton: "philosophical pedantry becomes, as every target of
satire eventually does, a form of romanticism or the imposing of over-simplified ideals on
experience" (231). Again there is often an "other world", "an ironic counterpart to our
own, a reversal of accepted social standards" (233). This is not to denigrate romance, but
to keep any set of literary conventions from solidifying and locking up imaginative
fluidity.

"Such satire is the completion of the logical process known as the reductio ad
absurdum" (233), and this "technique of disintegration" brings us into the third phase, the
satire of the high norm, which questions even the assumptions of ordinary common sense
and sense experience. Hence a common technique is the logical and self-consistent shift
of perspective given to ordinary life (234). This often leads to "obscenity", but the moral
reference is like that of the medieval preachers who make bodily sin repulsive (235). If
the first phase of satire is dominated by the figure of the giant-killer, here "in this rending
of the stable universe a giant power rears up in satire itself": the great verbal power of
torrential invective (236), often fuelled by obscenity and the imagining of bodily attack.
The fourth phase moves us into the ironic aspects of tragedy.

Again, one of the great strengths of Frye's approach is its perception of deep
continuities and analogies in various literary techniques, themes, and attitudes, despite
changes in degree, proportion, and focus of these imaginative qualities.
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Payne and Kharpertian provide useful synopses of Bakhtin's discussion of
Menippean satire in Problems of Dostoevsky's Poetics. Bakhtin describes menippea's
origins in the oral folk genres of carnival, which show three basic themes: free, familiar
contact, mésalliances, and profanation. Hence it manifests a subversion of official
seriousness, and results in three original characteristics: concentration on the present, a
critical relation to legend dialectically interrelated with an experiential and freely
imaginative base, and stylistic multiplicity. The most important of the seriocomic genres,
Menippean satire belongs to a "dialogical" tradition opposed to a "monological" one
associated with institutional absolutism, dogmatism, and repression.

Payne summarizes Bakhtin's list of the fourteen features of "the menippea" that
flow from these themes and characteristics, and I summarize her:

1. Comedy is greater than in Socratic dialogue.

2. Full liberation from the limitations of the historical and memoir forms (found in
Socratic dialogues), from legend, and from any requirements of verisimilitude. It
is extraordinarily free in philosophy and plot.

3. Fantasy does not embody truth, but rather is used "to create extraordinary
situations in which to provoke and test a philosophical idea". The wildest
adventures are brought into organic artistic unity with the idea. The "content of
the menippea consists of the adventures of an idea or the truth in the world".

4. A combination of "free fantasy, symbolism, and mystical-religious elements" with
"extreme, crude underworld naturalism".

5. "Bold invention and fantasy combine with extraordinary philosophical

univeralism and extreme ideologism" (8). It is a genre of ultimate questions,

paring away anything academic, any long, complex argumentation, and following
an "ethico-practical inclination."”

A "trilevel construction"--i.e. heaven, earth, hell.

Observation of things from an unusual point of view (e.g. a city viewed from the

heights).

8. An investigation of "unusual psychic states", such as insanity, schizophrenia,
daydreaming, strange dreams, suicidal thoughts, etc. "These phenomena destroy
the epic-tragic integrity of man and his fate" (8). He loses his "finalizedness" and
possibilities of other men and fates are revealed.

9. Scandalous scenes, actions, words, events.

10. Sharp contrasts and oxymoronic combinations.

11. Elements of a social Utopia; a journey into another land.

12. Makes use of other genres, with various degrees of parody and objectivization.

13. Inserted genres intensify the variety of styles and tones.

14. Topicality and a publicistic quality.*®

N

%> See Payne 7-9. She adds a number of further traits of her own, which I omit. Most pertain to specific
features of dialogue, and others develop Bakhtin's thematic points in ways that call for some clarification.
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Kharpertian notes that classical scholars regard as formal Menippean conventions
"seriocomic (from the Greek spoudogeloion) prose and verse, extensive parodies, popular
proverbs and speech, encyclopedism, fantastic narratives, and epideictic variety (29). He
reduces Bakhtin's fourteen characteristics to eleven: comedy, fantasy, philosophy,
naturalism, trileveled construction (heaven, hell, and earth), abnormal psychology and
morality, indecorous scenes, oxymoron, utopianism, parody and multiplicity, and
topicality. (He assimilates points 2, 3, and 5 into two points, "fantasy" and "philosophy",
and he deletes point 7.) :

Bakhtin evidently deals with a larger number of more specific features of
Menippean satire, where Frye focuses on a smaller number of constructive principles and
techniques. Bakhtin's analysis of the tradition and its texts is both broad and profound,
and it has promoted their recuperation. Many of his features do merge into constructive
principles, though, and when he moves to discuss principles, his approach is often more
historically concrete than is Frye's. His insights into the interplay of voices and genres,
generic development and generic parody, the phenomenon of carnival and its oral genres
and themes, have proven productive. However, critics tend to be cautious and skeptical
about his attempts to economize his explanation in terms of the contrast between
monological and dialogical, official institutions versus the folk, joyous liberation versus
repression. The opposition seems exaggerated and idealized.

Scholars focussing on specific periods have identified less well-known works that
fit the pattern. Relihan studies the classical genre members Varro, Seneca, Petronius,
Lucian, Julian, Martianus Capella, Fulgentius, and Ennodius. Eugene Kirk shows how
Menippean satire flourished in many lesser-known works through the Middle Ages and
Renaissance. Blanchard discusses works by Lorenzo Valla, Angelo Poliziano, Codro
Urceo, Leon Battista Alberti, Giovanni Pontano, Caelio Calcagnini, Juste Lipsius, Joseph
Scaliger, Gianfrancesco Pico della Mirandola, Cornelius Agrippa, and Thomas Nashe, as
well as the more familiar Menippeans Rabelais and Burton. '

Other critics have identified Jean de Meun's continuation of the Romance of the
Rose, Chaucer's poems, Shakespeare's Troilus and Cressida, Gibbon's Decline and Fall
of the Roman Empire, T. S. Eliot's Waste Land, Pynchon's novels, and a growing range of
other works as Menippean satires, or as containing Menippean di‘scourse.5 6

58 For Boethius and Chaucer as Menippeans, see Payne. Heather Arden points out that the Romance of the
Rose is strongly influenced by Martianus Capella's Marriage, Alain de Lille's Complaint, and Boethius's
Consolation, and identifies the latter two as Menippean satires (33). Payne tentatively includes in the
category de Meun, de Lille, Martianus Capella, and Bernard Silvestris' Cosmographia. The suggestion that
the Rose is a (perhaps noncentral) member has not been developed, to my knowledge. She uses the genre
concept fairly loosely, and also connects with the tradition Cicero's Dialogues, the Divine Comedy, the
Book of Good Love, Boccaccio's Decameron, Shakespeare's Hamlet (the character) (xi, n3), the novels of
Pynchon, Philip Roth, Vonnegut and Barth (3, 261 n2), and Nigel Longchamps' twelfth-century Mirror of
Fools (Speculum Stultorum) or the Book of Daun Burnel the Ass (27). Dryden cites Spenser's Mother
Hubberds Tale and his own MacFlecknoe and Absalom and Achitophel as English instances of Varronian
satire (A Discourse 64-67). Martianus, Boethius, and Alain are all listed in Kirk's catalogue. For
Shakespeare, see Milowicki and Wilson. For Gibbon (along with Petronius, Swift, Melville, and Pynchon),
see Palmeri. For a more detailed treatment of Pynchon as Menippean, see Kharpertian. The MLA
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As for the genre's influence in literary history, Bakhtin sees the genre as part of
the "pre-history of novelistic discourse", a force that helped push the novel apart from the
character and "ideology" of epic, and an essential influence on its later development,
especially in Dostoevsky.5 'F rye and Bakhtin show how it helped give birth to the novel
(through Swift, Fielding, Sterne and Voltaire in the 18™ century, who inherited the work
of Rabelais, Cervantes and Burton). In the 19 century, Thoreau, Melville, Carlyle,
Dickens, Kierkegaard, Nietzsche and Dostoevsky are strongly influenced by the form.
The high Modemnists Joyce and Beckett are clearly marked by Fielding and Sterne
especially. And Sherbert notes that postmodern and "Metafictional" writers--like
Nabokov, Vonnegut, Pynchon, etc.--refract the Menippean light of Modernism and
before (23ff.).3

So there is considerable, though by no means universal, consensus on the
dominant attitudes, themes, structures, and features of Menippean satire. And there is
considerable consensus on which works are prototypically Menippean, and which have
some Menippean features but are not central to the category. Given this consensus on the
history of influence, on member classification, and on features, I think we can make
certain inferences about reasons for judgments of noncentrality. We can then think
backwards from there to refine further our sense of the hypothetical prototype of the
genre. We can propose an ICM for the prototype and a reconstruction of the lines of
category variation and extension. I begin with a discussion of central members and the
reasons they are considered central, then proceed to a discussion of noncentral members
and the reasons they are considered noncentral.

Central: When it comes to literary genres, an ambiguity about "central membership”,
meaning "representative of the category”, arises. Works can be more representative
because they are more popularly used as defining examples of it, and therefore have
greater causal influence in shaping the category in the minds of writers and readers. They
are "cognitive reference points" in Rosch's terms. Or they can be representative because
they are formally close to the centre, regardless of their familiarity.

The first approach to representativeness casts a wider net, and seems more
popular as a way to introduce the form, or to seek to include some previously unclassified

Bibliography also turns up Menippean approaches to Donne's Ignatius His Conclave, Mandeville's Fable of
the Bees, Sylvie and Bruno and Lewis Carroll generally, Melville generally, Flaubert's Tentation de Saint-
Antoine, Eliot's Waste Land, Ezra Pound, Nabokov, and Wells's War of the Worlds. I have argued that the
Book of Ecclesiastes was also a strong influence on Menippean satire (M.A. Thesis).

*7 See the essays collected in The Dialogic Imagination.

%8 A very superficial glance at some important recent authors is enough to suggest that Menippean satire is
a powerful force in postmodern fiction. Kurt Vonnegut, John Barth, Umberto Eco, William Gaddis,
William Gass, Douglas Coupland, Kathy Acker, Jeannette Winterson, David Foster Wallace, Dave Eggers,
Michael Chabon, William Vollman, and Zadie Smith, are all in varying degrees distinctive from the
dominant mimetic realist tradition of novels by their heavy reliance on some combination of fantasy, the
grotesque, satirical observation, essayistic philosophizing, and parodies of form and genre (checking for
quirky handwritten graphic material such as diagrams, scribbles, sketches, and cartoons is a good first
litmus test for Menippean influence).
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member in category. This grouping relies partly on contrast with serious verisimilar
fictions like the realistic novel, and includes many novel-Menippean satire hybrids.*® It
would include most of Lucian's works, but especially Menippus in Hell (Loeb edition
title: Menippus or The Descent into Hades), Icaromenippus, and Dialogues of the Dead,
Varro's Menippean Satires, Petronius's Satyricon, Erasmus's Praise of Folly and,
Cervantes's Don Quixote, Rabelais's Gargantua and Pantagruel, Nashe's Unfortunate
Traveler, Burton's Anatomy of Melancholy, Voltaire's Candide, Swift's Gulliver's Travels,
Tale of a Tub, and Battle of the Books, Fielding's Tom Jones, Sterne's Tristram Shandy,
Blake's Marriage of Heaven and Hell, Peacock's novels (especially Headlong Hall,
Nightmare Abbey, and Crotchet Castle), Lewis Carroll's Alice books, Carlyle's Sartor
Resartus, Melville's Moby-Dick, Flaubert's Bouvard and Pecuchet, Joyce's Ulysses and’
Finnegans Wake, and Pynchon's V., The Crying of Lot 49, and Gravity's Rainbow; and
the novels of Kurt Vonnegut.

The second meaning of "representative" is more formal, of possessing a high
number of highly prototypical features. This grouping still considers literary influence,
because it is concerned with common structural features, but it ignores popularity. A
grouping along these lines would include some works that are less well-known today
(perhaps because they are less novelistic), but closer to the categorial core than some of
the above: Relihan examines Seneca's Apocolocyntosis, Julian's Caesars, Martianus
Capella's The Marriage of Philology and Mercury, Fulgentius's Mythologies, Ennodius's
Paraenesis Didascalica. Robinson finds that Erasmus and Fielding are the two most
influential inheritors of Lucianic structures, but their most Lucianic works are not the
most influential (Erasmus's Colloquies, and Fielding's Jonathan Wild and A Journey from
this World to the Next). I would add Cervantes's Dogs' Colloquy as a less influential but
more Menippean work. Sherbert shows that John Dunton's A Voyage Round the World:
Or, A Pocket-Library (1691), and Thomas D'Urfey's An Essay Toward the Theory of the
Intelligible World (1701) are as Menippean in structure as Tristram Shandy, but never
had an influence comparable to it. Many other works that have sunk under the waves of
literary history are detailed in Kirk's Annotated Catalogue.

Both of these meanings of "representative" give special weight to the earliest
exemplars of the genre, because they anchor both definitions of structure and the history
of influence. .

Again, one can always add to this list. And the actual structure of the category in
the individual mind depends on each individual's experience of its members. But these
works are key examples that have traditionally staked out the core of the category.

Noncentral works are closer to other genres than are central members because they are
more marked by more features of other genres. We might make a distinction between
senses of "noncentral" complementary to that between senses of "central": even works

% Of course this grouping's boundaries will shift with the tides of literary and critical common knowledge,
as some books become more or less known for having certain roles in relation to genre categories. Tristram
Shandy, for example, is more widely known now because it can be seen as an avatar of "metafiction”.
Similarly, we might now explain the contrast between the realist and the Menippean tradition by
contrasting the stories of John Updike or Raymond Carver with those of Kurt Vonnegut.
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with a strong Menippean pedigree may tend to drift from the centre of the category if
they are not prototypical in terms of features. In what follows, some flexibility of thought
has been necessary to reflect the flexibility of the category. I have included some works
under several featural headings, since individual works have many different features in
different proportions, but the headings consider the features independently. I also include
some works that I have identified as "central", since even central works can have features
with tendencies that pull them away from the centre.

Disproportionately narrative and character-driven: Apuleius (The Golden Ass is more
mock romance, or "Milesian tale" as the author classifies it [Blanchard 22]), Cervantes,
Fielding, Smollett, Dickens, Dostoevsky, Flaubert, Proust, Melville, Joyce's Ulysses,
Pynchon, Nabokov (excepting Pale Fire), Beckett, Huxley, Waugh, and recent novelists
in the Pynchonian spirit, such as John Barth, Tom Robbins, etc. Generally, most novelists
influenced distantly, or perhaps unknowingly, by Menippean satire. For example,
Robertson Davies is occasionally Menippean (in The Rebel Angels he parodies Frye's
theory of symbols in the Anatomy, and invokes Rabelais in his account of university
dinners).

Disproportionately non-narrative (i.e. non-fictional or discursive): Montaigne, Burton,
Izaak Walton, Gibbon (according to Palmeri), Thoreau. The scholarly works of Umberto
Eco, as well as those of Derrida, have some Menippean tincture.

Disproportionately serious, rather than ironic and comic in tone: Boethius, More's
Utopia, Johnson's Rasselas; Thoreau's Walden, Eliot's Waste Land; often Montaigne,

Burton, and Gibbon. It is worth noting that there is no such thing as being "too ironic" or
"too nonsensical" for this genre.

Disproportionately forgiving or unforgiving: I include this as a way of marking other
disproportions in tone not captured by the issue of seriousness versus irony and comedy.

It is traditional to distinguish types of satire according to tone, and Juvenal and
Horace have served as symbols of savage and gentle satire, respectively. Where Juvenal
sees knaves, Horace sees fools (cf. Frye's distinction between third and second-phase
satire). Central Menippean satire leans towards the Juvenalian rather than the Horatian
tone. Consider the importance of images of violence and dismemberment in the genre, as
well as images of satirists as ferocious animals. As well as the conventional image of
Menippus and his followers as barking mad dogs, there is Thackeray imagining Swift as
araging caged eagle: "As fierce a beak and talon as ever struck, [. . .] belonged to Swift.
Once can gaze, and not without awe and pity, at the lonely eagle chained behind bars"
(qtd. in Foot 13).

Those others who are more forgiving of their characters and more comical are
more closely related to the genre of the novel. Rabelais seems to hover between the types.
He embraces many people as friends and allies, but invites them to curse his enemies
with him. He is as Bakhtin says "jolly", but many have seen him as furious or foul.
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One of the most important qualities distinguishing Sterne from his Menippean
predecessors is his sympathy for his characters. He shows an influence from the
sentimental novel that pulls him towards the main novelistic tradition. (Part of his
uniqueness is that his sentimental attitude is slightly ironic, and is kept from modifying
his parodic and fantastic techniques towards realism.) This comes partly from a
sentimental understanding of one of his great influences, Cervantes, that must have been
widespread, and continues today. Nabokov's Lectures on Don Quixote, however, does a
good job of wiping the lenses of prejudice to show that "Both parts of Don Quixote form
a veritable encyclopedia of cruelty. From that viewpoint it is one of the most bitter and
barbarous books ever penned" (52). He seems to overlook the important phenomenon of
dark humour, however, in this and numerous other works of our genre, that allows them
to combine, or navigate between, Juvenal and Horace.

Jane Austen's juvenilia are in the line leading from Rabelais to Dickens, as G. K.
Chesterton observed. With Bakhtinian brio, he calls her "elemental” and "exuberant",
sees in her a potential Wife of Bath, and says her inspiration was "the inspiration of
Gargantua and of Pickwick; it was the gigantic inspiration of laughter” (qtd. in Doody
xxxii-xxxiv). This early fantasy is often savage but gleeful rather than angry, since it is
savage parody of the foolish clichés of romances and Richardsonian novels, rather than
Juvenalian savage indignation at vice. Austen's later work turned to a more realistic, and
forgiving--not exactly sentimental--tone, only lightly tinged with a Horatian satirical
attitude.

Among modern Menippeans, a brooding tone is more common than a sentimental
one. Narrators and protagonists in Kierkegaard, Dostoevsky, and Melville may be
misanthropes, but they are misanthropes sunk in existential despair over the possibility of
wisdom and goodness, rather than enlivened by self-confident wisdom and virtue raging
at stupidity and vice. Pynchon's brooding alternates with a sympathetic attitude towards
clownish protagonists like Benny Profane, Oedipa Maas, Slothrop and other members of
the Counterforce. Beckett's bleakness is not relieved but embroidered with a comic tone,
which is to some extent a parody of sentimentality. His narrators and characters are often
clowns of existential despair.

Tone is very difficult to "define", and a matter of a concentration on an area along
a spectrum rather than a check in a box. Despite this, the history of commentary, and the
indispensability of tonal concepts for accurate literary description, make tone an essential
feature in the definition and differentiation of genres. And a tone that goes too far
towards angry denunciation or too far towards sentimental fantasy leads away from the
core attitudes of Menippean satire.

Disproportionately unphilosophical: Works of this type may be more purely fairy-tales,
as is Kingsley's The Water-Babies, or humorous fantasies, as is Raspe's Lucianic
Adventures of Baron Munchausen. (However, the property of "humorous fantasy" casts a
very wide net, and some interest in ideas and ideologies can be seen in very many
examples, from Gilbert and Sullivan to Dr. Seuss to recent cartoons oriented as much to
adults as children, such as The Simpsons and South Park.) Or they may play with ideas
but forego the "ultimate questions", philosophical positions, and ideologies emphasized
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by Bakhtin. Joseph Heller, Kurt Vonnegut and other novelists are near the Pynchon-Barth
line of satirical fantasy, but are less learned and "deep". Writers like Tom Robbins and
Douglas Coupland are to some extent pop-philosophers, since they are interested in views
and ways of life, but they are "pop" because they are light-headed. Another recent writer,
Douglas Adams, mixes Menippean satire with science fiction in his Hitch-Hiker's Guide
to the Galaxy series (and with other genres in later work). The play with ideas is there,
but rather than critiquing philosophies of life or philosophers, it is, as with Lewis Carroll,
in the service of the kind of entertainment we have with puzzles and games. Sketch
comedy troupes with an intellectual and absurdist strain return to the short dialogue forms
of the genre--probably Monty Python is the most philosophical and self-conscious of such

groups.

Disproportionately consistent in formal structure: Many satires that are close to the
Menippean spirit lack the very noticeable feature of a mix of various inserted minor

genres. They may use a consistent verse form, or a tightly constructed plot or argument.
Juvenal, Horace, Jean de Meun, Chaucer, the Augustans Pope and Dryden, and Byron's
Don Juan, all have a quite consistent prosody. Erasmus's careful use of the single formal
genre of the encomium pushes The Praise of Folly towards the margins of the class, as
does Burton's use of his formal scholarly analytical apparatus.

It is not really possible for a work to be too inconsistent in structure for the genre,
either. If something could be more inconsistent than the wildest Menippean satires, it
would soon fail to be recognizable as a work. The genre seems to push as far as it can
towards incoherence and nonsense without actually being those things. The same could
be said for the following feature, language, and Finnegans Wake represents the ultima
Thule of both tendencies (so far).

Disproportionately straightforward language: The styles of Erasmus and Swift are clearer
and plainer than Menippean satire usually is, with its parodies of oral and Euphuistic
qualities. The Praise of Folly and Gulliver's Travels follow the linguistic principles of
classical rhetoric and the Royal Society, respectively, but they are also parodies of
stylistic canons, mocking these artificial styles with their grotesque content. Other
authors that make for fast and easy reading include Voltaire and Vonnegut.
Lucian is said to write very clear Greek, whereas Aulus Gellius found Varro very
difficult because of "strange language and abstruse material" (Relihan 54). Apuleius's
Latin seems clear to us only because of clarifying translations. The early Elizabethan
translator William Adlington says he wrote "in so dark and high a style, in so strange and
absurd words and in such new invented phrases, as he seemed rather to set it forth to
show his magnificent prose than to participate his doings to others". Robert Graves points
out that this style is meant as parody of "the extravagant language which the 'Milesian'
story-tellers used, like barkers at country fairs today, as a means of impressing simple-
minded audiences" (Graves 9). Jean de Meun's meter was recognized as suitable to the
low genres of frivolous comedy and satire, that tripped rather too easily off the mind.
The more typical Menippean style is full of obscure words and long, complex
sentences: Burton's "quotations, references, allusions, titles of books, Latin tags, short
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sharp phrases, long lists and catalogues" make his book "a masterpiece of free prose". He
and other Menippeans tend to use an associative rhythm that "represents the process of
bringing ideas into articulation" (Frye, Well-Tempered Critic 83, 99, qtd. in Sherbert
104). Nashe, Burton, Sterne, Joyce, and Pynchon are exemplary. Finnegans Wake
achieves the zenith of the impulses of Menippean language.

Disproportionately "introverted" and subjective: Beckett's trilogy (Molloy, Malone Dies,
The Unnamable) and Nabokov's Pale Fire integrate many conventions of contemporary
realistic novels, while playing with them. Their detailed first-person narration also gives
them a non-Menippean "confessional” feel. Thus they might be regarded as hybrids of
anatomy and confession, like Kierkegaard's Either / Or as Frye describes it. Like Either /
Or, Pale Fire and Molloy create a marginal kind of dialogue, in having a second
character narrating his story at length, as a response to a first character's extensive
narration. Beckett's plays often contain parodies of dialogue, or of wordless two-person
communication.

Disproportionately marked by other genres: I include here two kinds of works: those that
have Menippean "elements" or "influences" within some other definite genre; and those
that effectively combine Menippean satire with some other genre(s) to create a hybrid.
Therefore I mean something different from the "generic variety" achieved when minor
genres are inserted and parodied, which is considered a feature of Menippean satire itself.
It is one thing to include in a clearly satirical work a number of minor parodies of genres;
it is another to write in two or more genres at once, so to speak, so that the overall
structure and tone of the final product is not clearly any one of them.

Cervantes, Rabelais, Fielding, Melville, Kierkegaard, and Proust created hybrids,
according to Frye. According to Kernan, Byron's Don Juan is more comedic, but less
tragic, than it is satiric. Chaucer's tales also seem more comic and romantic, though they
have clear satirical elements. His "collection of tales" in the verse prosodic frame and the
pilgrimage narrative frame establishes a consistent genre . Critics have seen in
Shakespeare, Dostoevsky, T. S. Eliot, Joyce, and Pynchon very large numbers of genres,
whether accumulated or combined. I think that like Chaucer, Shakespeare must be seen in
the first place in terms of his obvious genre, the drama, and its obvious subclasses,
comedy, tragedy, and romance.

Dostoevsky's Crime and Punishment has been seen as a detective novel, religious
epic, polemic against radical youth, study in criminal psychopathology, prophecy, social
indictment, and proto-Nietzschean philosophical analysis of the "will to power" (McDuff,
"Introduction” 28). Joyce's big books use all Frye's four forms of prose fiction: romance,
novel, confession, and anatomy. Ulysses employs the forms in a unified way, setting their
techniques in ironic parallel contrasts. Finnegans Wake integrates them fully, into a
"quintessential form [. . . .] associated with scriptures and sacred books, and treats life in
terms of the fall and awakening of the human soul and the creation and apocalypse of
nature" (Anatomy 313-14). The wealth of included genres in both books is obvious.
Genres attributed to Pynchon's Gravity's Rainbow include novel, prophecy, jeremiad,
epic, tragedy, encyclopedia, and he includes many minor genres--detective story, spy
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thriller (exemplified by Graham Greene and John Buchan), movie musical, pop songs
like fox-trots and beguines, letter, proverb, cartoon, scholarly treatise, limerick, and more
serious poems.

Rabelais, Joyce and Pynchon more fully and prominently use Menippean satire
than the others in this group. That is, they do not merely mix some Menippean features
with features from other genres, but integrate in a significant way most of the central
Menippean features, and subordinate included genres to the Menippean form. I think that
Cervantes and Fielding also contain most central Menippean features, but that the
prominence of realistic narrative makes their books less centrally Menippean.

SUMMARY of SURVEY of GENRE MEMBERS:

What do we conclude from this about how the genre category relates to prototypes,
models, centrality, feature-schemas, and category extension? In order to propose a model
for the prototypical member, we should ask, what are the central elements, what are their
central forms, and how are they (prototypically or centrally) integrated? From a
diachronic perspective, we could put this as the question of what features are
prototypically imitated, and how are they prototypically imitated?

In answering these questions, we should bear in mind a few caveats. First,
Relihan's point about the imitation of Varro is true generally, and reminds us of the
"family resemblance" principle: "not all of his imitators adopt Varro's model in all its
fullness, but pick and choose elements of style, content, and form that they find
congenial" (72). Second, it is somewhat artificial to list features outside of particular
works, because they don't exist except in works (except in some schematic way in the
minds of writers and readers). Third, it should also be remembered that part of what
makes a work central is not just its having these features, but the intensity of its
manifestation of these individual features (a few mild digressions vs. many very long and
tangential ones), and the intensity of the features' integration with one another. Keeping
these cautionary counsels in mind, we can begin to make reasonable inferences about
prototypicality in the genre.

The most prototypical features seem to be the parodic philosophical quest, and the
parodic marvelous journey. In the most prototypical works, these features are combined
in a single integrated action. Indeed, in this regard, Petronius may seem more prototypical
even than Lucian, because his single work seems to amount to one extended picaresque
parody-quest, whereas Lucian's works include many separate, relatively short dialogues
and stories. It seems significant for this point that Lucian's most influential works were
the more extensive ones that put the parody of philosophy and religion and human vanity
in the frame of journeys to upper and lower worlds: Menippus in Hell, Icaromenippus,
the Dialogues of the Dead, and the True Story. The extended quest gives a sense of being
a general comment on human life, and the range of views and ways of life that people
take to try to understand it and get through it, rather than a satire on some particular
aspect of it. Thus Swift's Gulliver's Travels may seem the most prototypically Menippean
of his works, because it seems the least specialized in topic.
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JOURNEY

Some of the above prototypes do not have journeys, or any main physical action as such,
and it seems that they compensate for the absence of that feature with increased
philosophical content (e.g. Boethius, Erasmus, Burton, Montaigne, Peacock). Those that
have an action that is not a (literal) journey are: Swift's Battle of the Books and Tale of a
Tub, Peacock's building-centred symposia, Flaubert's Bouvard and Pecuchet, and Sterne's
Tristram Shandy. It seems that an action of some sort conduces to centrality in the genre.
A fictional action pulls the work away from more purely discursive genres such as the
essay, treatise, or didactic colloquy. It creates a much more natural, if not a necessary,
forum for fantasy.

We can speculate along similar lines about why the journey appears the most
central action in the genre. I think that this kind of action integrates more naturally than
other kinds of action with other defining characteristics. For example, a journey naturally
involves dialogues--with companions and with characters met along the way--but
dialogue does not as naturally imply a journey. A journey is a better action than a battle
for creating dramatic interest of the Menippean kind, because dialogue naturally involves
conflict (of ideas), but a battle does not easily include dialogue.

Let us consider how the non-journey examples compare with or relate to the
journey action-schema.

Swift's battle is a parody of the other Homeric epic, the Jliad (the less influential
of the two, and the less prototypical for the epic genre). That choice may reflect a sense
of the over-familiarity of mock-Odysseys. It achieves a philosophical dialogue by
metaphorically making the soldiers into books and the leaders of the armies into the
opposed proponents of ancient and modern literature.

The residence-centred meetings in Sterne, Peacock, Flaubert, and Huxley hark
back to various philosophical symposia. They are also based on parodies of literary
conventions contemporary with them--Peacock of the Gothic and Romantic conventions
of character and setting; Flaubert of the character and setting conventions of the domestic
novel. Some of these manage to at least suggest a metaphorical progressive journey.
There is little sense of characters progressing mentally in Peacock, but Flaubert's clerks
move from middling obscurity to wealth and fashion, through the chic philosophical
obsessions of the day, and back to humility. T7istram Shandy charts the progress of a life,
not an action. Menippean talk grows out of the central fact and event of Tristram's birth.
Walter's desire to get this done right even before it starts is another kind of parody of the
quest for the proper "way of life." He wants to get Tristram along the right path by certain
superstitious physical means, rather than by seeking philosophical answers. Only Walter's
bizarre ideas are tested in this process. The quest to write the book is another
metaphorical version of the quest for wisdom; as is Walter's educational program for
Tristram.

These journeyless examples are clearly the "exception to the rule”, so the
prototype seems to be the parodied philosophical quest. The "parody" feature motivates
wild fantasy in the journey, as well as making the quest a mockery in various ways,
whether as a failure (in any degree from partial to total), or as absurd in itself (in any
degree from silly to sinister). ‘
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PHILOSOPHICAL QUEST

We all know what it is like to think, to try to solve a problem, to try to come up
with an overall theory or view of our lives and world, on our own or engaging with
others. And we also all know what it means to be intellectually frustrated, to think too
much, to have the world interrupt, mock and defeat thought and ideals. And we know
how the emotions of anger, despair, and ironic humour interconnect with these
experiences. We know these things not just as isolated facts, but as a complex "event
shape".® So we can set out the elements, properties, and relations that are involved in a
philosophical quest and in its parody. This approach to story as a central feature of genre
frees us from being absolutely tied to a tradition, specific historical conditions, a line of
influence, a set of formal features, a set o