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INTRUDUCTION

Although literary critics have mentioned the poetic qualities
of Crane's work, and described its imaginative and metaphorical features,
I have been able toc discover that no study has closely examined the role
that the writer's use of imagery plays within his work. The type of
imagery Crane uses is not merely ornamental, but an integral part of the
total meaning of the work, While exploring the function of Crane’s
inagery in his fiction, I intend to show how his use of imagery is
escential to his naturalistic Stance, and therefore how the imagery
emphasizes the sense of the oppressive forces that Crane believes operate
on man. Before examining Crane's imagery in detail, it is useful to
assess Crane's importance within American literature in general and to
define briefly the concept of naturalism, which is vital to his work.

Famous during his lifetime, forgotten for two decades after his

As a novelist, a poet and a newspaper reporter, Crane is one of
the significant writers of bis gencration; a generation that included
writers such as Frank Norris, Jack London and Theodorz Dreisegf Praised
by recent critics, Crane is now viewed as "a man of two ages, the last
"

of the nineteenth century, the first of the moderns”,* Maggie : A Girl

of the Streets, Cranc's first book, “combined the literary impulses of

the past and prophesied exreriwmental things to come”,3 Therefore, we may
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consider Crane as a pioneer of modefn”Américaﬁ'literature=
Born in 1871 in Newark Hew%JerSéy,.Créne;was_broughp up in a
e ) e A J
Christian family whose faith wds resented by the young writer from the

-

very beginning of his adolescence, Crane wrote his significant literary

works in the 1890's, Maggie : A Girl of the Streets was written when

Crane was only twenty or twenty one. The book was published under the
pseudonym of Johnston Smith in 1393,

With its bold theme of the brutality and the squalor of the
slums, with its explosive, coarse language, and relentless ironic under-
current, the novel was expected by Crane to produce a tremendous effect
upon the public readership of the day: unfortunately; it attracted
almost no attention, Contemporary readers viewed the "brutal, coarse,
cruel” novel as a piece of writing of "vulgar realism“.4 However,
although the book was deemed "gross" by most critics, “the clear-visioned"
Howells viewed if differently. The novel "had the quality of a Greek
tragedy“,5

As a study of New Yonk Lige,Maggie : A Ging
of the Streets is a nemarkable book. Thene
L5 much nealism of a centain kind in it that
units Lt for general reading, but once in

a way <L will do to tefl the thuth as Maggde
6

does

Maggie : A Girl of the Streets enjoyed favourable and well-

deserved criticism twenty years after Crame's deatk. Unlike literary

eritics of his day, Crane's recent critics put the novel in itg right




place.l indeed; modern critics realized that through his novel, Crane
for the first time introduced into American literature the portrayal of
actual glum life together with the actual language of the working
classes. Different aspects of life in the slums are portrayed without
passion or pity in an almost documentary style. Ironic and devoid of

an overtly expressed sympathy, the language of Maggie 5 A Girl of the

Streets shocked conventional romantic minds.
During his lifetime, Crane's fame as a novelist did not come

until after the publication of Ebguged‘Badge of Courage (1895)., C(Crane's

novel is "a genuine tour de torce', both artistically and psychologically,

B . S er 7 . .
"One of the best of American fictions”, The Red Badge of Courage mirrors

"a study of human emotion uncer the conditions of war, of reactiong in
the soul of a boy".B {rane was not even born when the civil war took
nlace, yet his novel reflects apparently authentic details and real
emotions as if the writer himself had experienced them,

Unlike Crane, Ambroise Bierce wrote stories of the civil war
based upon experience rather than from an imagination fed on tales of
hevoism and glory.

Blerce's fone was a natural ontghouth of a
personality so shosked by wan that ix hefd
Liself tegethen only by the compulsive
demons thation that meaningless slaughten
condained all the meaning there was, i

Throughout his war stories, Ambroise Bierce was interested in

conveying this attitude. In “A Son of the Go ds", the writer points out




chat "incredible heroism goes for naught"; heroism is mistaken for
suicide in 'One of the Missing'; "Killed at Resaca shows the "hero
defamed and his heroism misrepresented“.jo Like "An Occurence at Owl
Creeck Bridge", Bierce's most famous story, - &, i Sl %
the writer's civil war stories portray battle as being a violent and
horrible event. The Protagonist is betrayed, and pursues heroism to
death.” The men who respect orders, who are heroic, who are honorable,
are glorified, although they always die".11

Unlike Bierce, Crane in The Red Badge of Courage did not

portray what he saw, but what he imagined. Crane is not interested in
showing the events of war, but how he believes man feels under the
conditions of war. Unlike Bierce's hero, Crame's hero is not one "who
regpects orders" or one "'who is honorable", but a private who undergoes
fear and secretely deserts kis regiment, but who eventually comes back
and enjoys fame as a "hero" at the right moment. Crane's hero is a
simple soldier with weaknesses and fears, likely to betray his regiment
but at the same time, capable of fighting boldly. He represents the
common soldier who is often 2 victim of fear; his heroism is made up of
4 complex of motives and conditions, and is not simply the result of a
man's devotion to a noble cause,

With The Red Badge of Courage, Crane introduced into American

literature a new perception of war devoid of traditional, conventional
sentimentality and idealization. For the first time war was portrayed
as it is - destructive, war is not associated with glory and romance,
but horror. Interested in condemning the glorification of war, Crane at

the same time attempted the more difficult task of recognizing the human




values underlying heroism,12

Crane's originality lies in his vision of art :

oo T also know that 1 do the best that is
an me without negand o praise on blame., ..
fon 1 undenstand that a man <is boan Ainto
the workd with his own pain of eyes, and he
4 ot at all nesponsible hon his vision -
he 48 menely nesponsible for his quality

of personal honesty. To keep close 2o this
personal honesty is my supreme ambition, '3

Without denying Crane's literary importance, Richard Chase says

that The Red Badge of Courage lacks unity; the composition is often

confu’s’ing.M But this opinion loses its credit wher one remembers that
Crane's ctories are composed by episodes” related more by mood and image
than by plot, theme and character.”15 Other critics contend that just
as Crane's perception challenges earlier traditional beliefs, it is quite
acceptable that the writer‘s view should preclude both traditional
plotting and traditional syntactic organization.16 “Viewing man as an
uneasy juggler of fears and pPretensions who acts as they compel him",
Crane uses an appropriately unusual syntax.17

The complex sentence with its indépendent

clause and one on mone dependent clauses,

4n the main, gives wey Lo separate images

Aindependently and equatly nepresented,

Taken together, they may foam a pattern,




as the dots of the pointillist taken o~
gett'n fonm colons and shapes which do not
dnhene in the panticular dot, but the
creator puis down only the dots and Leaves

the genenalizations to the observen,'S

Born in the latter half of the nineteenth century when realism
was the prevailing current in American literarure, Crane is sometimes
wrongly viewed as 2 realist. This perception is "inappropriate and
misleading", since "Crane's fiction is radically different from that of

the realists"g19

Indeed, as James B. Colvert points aut_ze if Crane chose
certain characteristic subjects and themes including slum life, war,
prostitution and alcoholism. his sense of reslism is quite different
fron those of Howells, Twain and James. Unlike traditionally held
realists, Crane's reality is not "a fixed, definable, irreductible fact
that would carry the same meaning for any normal, truthful observer",
but something "complex, arbivalent, ambiguous ang elugive®,

Crane's fiction finds its right place in the so-called "watersh-
ed of modern American literature”,

the brilbiant episode between the olden
authons of the Gilded Age and the wwitens

of Lhe next generations - Faulkner, Hemingway,
Anderson, ELict, Pound and othens - who,

along with Dredisen, were to bring modenn
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Litenatune to the §ulfitlment that waLs
forecast but not achieved in the 189075 2!
That is to say, Crane's fiction mirrors attitudes and ideas
of the so-called new naturalism, represented by three writers ipcludiﬁg
Crane himself, Frank Norris, Theodore Dreiser and Stephen Crane are
viewed as the 'three leading late nineteenth~century American naturalists™ 22

Maggie : A Girl of the Streets (1893), The Red Badge of Couragé (1895)

and CGeorge's Mother (1836) are werkd: by Crane that most strongly reflect

his naturalism.

To point out Crane’s naturalistic originality one should first
highlight the conventional characteristics underlying traditional
raturalism. Traditionally, American naturalism was viewed as being
"essentially realism infused with a pessimistic determinism".23 Like
realists, naturalists were faithful to the details of contemporary life;
unlike realists, naturalists depicted everyday life by emphasizing the
role played by causal forces, namely" heredity and environment, in
determining behavior and belief“.zé

Unlike the traditional definition of naturalism which "handicap-

ped thinking both about the movement as a whole and about individual
works within the movement”925 the new definition was to change to include
“fictional sensationalism (an aspect of romanticism) and moral ambiguity"
a quality inconsistent with the absolutes of determinism.,“26
To grasp the significance of the new American naturalism, it is
wige to rely on Donald Pizer's definition.
T would Like, theregone, zo propose o modified
definition of fLate n&neieenth-centuny American

q



naturnalism. Fon the ime being, Let this be a
working definition, to be amplified and made
more concrete by the {RLustrations grom which
AL has been dnawn, 1 Suggest that the
naluwakisiie novel usually contains fo tensions
or contiadictions, and that the two in
conjunciion comprise both an ntenpretation of
experience and a particular aesthetic recneation
0f experience. In othen wonds , the Zwo
constitute the theme and fonm 04 the natural-
Astic novel. The finst tension is that between
the subgfect matten 0f the naturalistic novel
and Zhe concept of man which emerges from this
dubject mattern. The natunalist populates his
novel primanily from the Lowen middfe class on
the Lower class. His chanaotens are Zhe poox,
the uneducated, the unsophisticated, His
plctlional wornld is that 04 the commonplace

and unheroic in which Life would seem to be
chiefly the dull round 0f dally existence, as
we ourseluves usually conceive 0f our Lives,

But the natunalist discovers in this wonld
those qualities of man usually associated with
the heroic on adventurous, such as acts of
veolence and passion which involuve sexual

adventure on bodily sThength and which culminate




An despenate moments and violent death,
A naturnalistic novet is thus an extension of
healism onfy in the sense that both modes ofzen
deal with the Locat and conlemporany, The
neturalist, however, discovers in this maternial
the extraondinany and excessive in huwnan nature,
The second tension Anvolves the theme
0f the naturalistic noves. The naturalist
often desenibes his charactens as though they
are conditioned and contrnolfed by envinonment,
heredity, Anstinet, or chance. Hut he atso
duggests a compensating humanisiic value 4in his
Characters on thein fates which affirms the
sdgnificance of the Andividual and of his Life.
The Zension here is that between the naturalisz's
desine to nepresent in fLciion the new,
diseonfonting thuths which he has found in
the ideas and Life 0f his Late ninetoeth-
centun world, and also his desine to f4ind
dome meaning in experience which neassents the
validity of the human enterprise. The natunalist
appears Lo say that although the individual
My be a ciphen in a world made amoral by man's
Lack of responsbility fon his fate, the imagina-
tion refuse o accepl this fonmuln as the total
meaning of Life and 50 seeks q new basis fon

mu's sens of his own dignity and importance. ??
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To illustrate the "modified definition”, and also to suggest
the possible range of variation within it, Donald Pizer has used three
representative works by, the three leading naturalists: Frank Norris's

e Teague-(1899), Theodore Dreiser's Sister Carrie (19200) and Stephen

Crane's The Red Badge of Coutage (1895).

A central theme in Nomnis's wonk is hat
beneath the surgace of oun placid, everyday
Lives there 4is twbulence, that the nomance
o4 Zhe extraordinary is not Limited to Zhe
distant in time and place but can be found
“in the brownstone house on the corven and
in the office bullding downtown.” Nonwis
Lherefone used the incident which had
Simulated him to wnite the novel, a
viedous murder in a San Francisco hinden-
garten, as a controlling paradox in
Me Tesgue ws in scene agter scene he
ntrhoduces the sensational into the common-
place aciivities and detting of Polk Stneet. ...
Nowiis believed that the dounce of this
viofence veneath the surnface placidity of
Life 48 the presence in all men of animal
qualities which have played a majon nolfe in
man's evolutionany deveLopment but which ane
now frequentty atavistic and destructive,
Nonais's theme is that man's haclal atavism
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(parnticularly his brute sexual desines)
and man's individual family heritage
(alecholic degeneracy in Me Teague's case)
can combine as a force Fowand reversdon,
toward a netun to the emotions and
stinets of man's animal pa,é.t,zg

Ever rore than Homnis, Theodone Dheisen
cheates a sense of the solidity of Life.
His eanly novels in pernticular aggiun that
we cannoil escape the dmpact of physical
realidy and that this fact is one of ithe
few that man may know with centainty. So
the several wonlds 0 Carie - hen sisten's
working class existence, hex Life with
Drouet 4in Chicago and with Huwsfuood An
New York achieve a sense 0f massivencss
both in thein painstaking documentation
and in their inescapable effect on Camnie.??

The Red Badge of Cournage also embodies

a differnent combination of the & nsational
and commonplace than +hat found 4in Me Teague.
(hereas Nomnis demonstrnates that the vickent
and the extraondinany ane present in seemingly
duf? and commonplace £ives, Crane, even monre
than Dneison, is intent on rneveaking the

commenplace nature of the seemingly e.xcepztiona,ﬁ.so
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Thus we may see the variations in approach of these three
writas. This suggests the possible range of variation within the very
definition of new American naturalism. Ae Donald Pizer argues,

Crane shows us what Nonnis and Dneisen only
suggest, that there 45 no deparation beiween
the sensational and the commonplace, that
the two are coexistent in every aspect and
range of Life. He diffens frhom Nownis in
kind and gaom Dreisen in deghee in that his
essentially inonde imagination Leads him
To neseave the cxpected and Lo f4ind the
commonplace n the violent rnathen than the
Sendational beneath the tniviae, !

Richard Chase contends that
Crane's natunalism Anvolves Less observation
0f socdal detail and social rneality than
does Nownis', and far Less than does Vneisen's.
Crane's natunalism nemadns relatively poetic,
absinact, pure and afpnuaiow&c.sg

"Compared with Hawthorne and Melville, or even with Henry James
and Mark Twain," as Richard Chase argues,

Ste ohen Crane is 4 modern waiten - almost,
one might say, a wentieth-centuny wiiten.
His {nankness, his bohemianism, his natural -
Aam, his entine aldlenation §rnom everything
genteel, aristoenatic, on pwiltan testify
1o his modennity, 2
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Of Crane's work the critic Richard Chase wrote -
Crane's prose wnitings, mone a0 than his
verse, make him the supreme poet o4
Amerlean naturalism, 1t 4is an extreme
poetny - brifliant, ebstract, not quite
human, wiitten by an absessional and self-
destuctive poet, 34
In other words, imaginative and metaphorical, rather than
literal and discursive, Crane's fiction strongly relies on imagery to

convey the writer's message.

Although in this study I intend to give a comprehensive survey
of the imagery Crane uses in general, I will specifically examine two
central types of imagery that control and emphasize Crane's view of
wan’'s pogition within sociaty. These are the images of the battlefield

and of the prison 33 that combine and stress respectively man's sense

of mental strife whether on the literal battlefield in The Red Badge of

Lourage or in the tough urban snvironment of Maggie : A Girl of the

Streets, his lack of individual freedom, and his inability of escape the
constricting forces of his environment. Both of these images highlight
the amorality of life precluding the existence of the sense of sin, and
that of the feeling of responsibility for one's actions. In addition,
through the use of these images, Crane challenges the romantic conception

of heroism, and moral sentimentality,




S,

This study will be based upon two text s in particular :

The Red Badge of Courage and Maggie : A Girl of the Street - Crane's

most important works which are both dominatedemagery of the battle-
fied and of the prison, George's Mother, Crane's short novel, will
algo be mentioned to support this discussion.

The study will bc divided into two main chaj ters, each devot-
ed to the examination of a particular group of images. In the first

chap ter, the emphasis will be put on the discussion of The Red Badge

of Courage as a supporting text, while the second chaprer will be

rainly supported by Maggie : A Girl of the Streets and George's Mother.
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IMAGERY OF THE BATTLEFIELD

Like realism, Crane's naturalism should be viewed in a sensc

"a polemical weapon against romanticism,

1

inclusion," Indecd, Cranefs naturalist

as a theory of exclusion as ywell

ic fiction rejects the ideali-

zation of life or the alteration of reality in the interest of moral or

rel

or

ant

or,

cou

con

of

the

igious Preconceptions. It includes actual characters in actual situationg,

romantic vision of amorality,'2 Therefo
iheroic,” Crane's imagery is meant to 'd
by extension, the ”literary and L oul
Tage and chivalry, "3

In The Red Badge of Courage, the

trols the nowvel, deflates romantic heroi

individuality, confidence and naive prec

animal, the machine, the ghost and the

re, "conscinusly and pointedly
eflate potentially heroic moments"

tural tradition of idealizud

imagery of the battlefield

Sm and signifies the destruction

garden,



as the protagonist's experience in the novel controls the evenrs of the
story.

War is waged in Flewing's mind before the protagonist parti-
cipates in literal war. Fleming's mental war becomes fierce when the private
is compelled to take part in literal war, Fleming's mental battle is in-
tensified by the fear of retribution associated with his desertion, The
Protagonist's mental war comes to a climax when at the end of the novel,
Fleming is plagued by remorse at his sense of pe sonal failure. That is
te say, the protagonist's mental struggle takes place before he experiences
battle at first hand, and gradvally worsens after his direct involvement.
Hence, the imagery oi the mental battlefield controls the novel: a physical
wvolvement in war is ehown to intensify the Protagonist's mental strife.

The imagEﬁJ of the battlefield is dominated by the four main images
mentioned above, Moreover, there are minor images that support these. The
use of animal imagery suggests primarily the savage side of man, the "throat-
grappling instinet" that €merges in a  violent setting. The novel involves
geveral categories of animal , nawmely mythical creatures including dragons
and other monsters, wild and domestic animals, birds and fish. The use of
animal imagery Supports the impression of a mental battlefield since
Fleming's mind anticipateg favagery on the literal battlefield; savagery
anticipated in the mind of the rrotagonist brings akout fear and therefore,
Gestroys confidence; as a result. Fleming's mental misery .increases,

-

fnimal imagery is found throughout the novel; it strosses primarily the
reduction of man, under such circumstances a8 war, to a creature of instinct,
As a tool for destiwuction, a machine Suggests man's loss of

individuality and humanity, he machine denotes the repressive power that




g

Fleming feesrs under battle fire, The image of the machine connotes the
effect of literal battle upon the protagonist's mind - complete destruction
of ¥Fleming's first romantic preconceptions of war. ‘Umdoubtedly, the image
of the machine suggests the intensification of ¥leming ‘s montal nisery.
This image is introduced into the novel when the protagonist is about to
betray his regiment.

The image of the ghost operates in the following ways: as-—
sociated with supcrnatural forces, the ghost suggests the climax of
Fieming's fear. The ghost suggests Tleming'e anticipation of his failure
to fisht "like a hero.” Shadowy and lifeless, the ghost suggests the loss
-of individual self; ghost-like, soldiers seem drained of vitality and

spirit in battle, Horeover, associated with its hauwntirg nature, the ghost
comnotes Fleming's remorse at his failure as a soldier. With its immortal
endowment, the ghost denotes Flewing's inabiliity te enjoy wental peace at
the end ¢f the war. In this last case, the ghost plays a role similar

to that of the minor imaye of disease prevalent in the iast part of the
noveal .,

The image of the garden, associated, in the novel, with hell,
enbodies evii in action, that aventually overcomes Flemwing on the battlefield.
It is this very wil in action that will lead him to desert the regiment.
Ironically, he yields to the corruption of evil in action by returning to
his regiment and therefore, by fighting. The images of the animal, the
wachine, the ghost and the gerden deflate romantic heroism in battle; in

Purticular, they scem to deny the sense of man's humanity, intelligence,
seii esteem and dignity,

One feature of Cranc's style in The Red Badge of Courage




is that we are Presented with 3 protagonist who remains, for the most
part, silent, Instead, Crane shows us the thoughts of Fleming and implies

mods and revealg feelings through the use of ivages. In The Red Badge

of Courage, I will show how imagery is important in the way it reveals
the protagonist's emotions and reactions,

As Richard Chase mentions in hig introduction to The Red Badge

of Courage And Other Writings, Crane's characters are “figures or ideas

about people rather than real people, " Therefore, the Protagonist in

The Ked Badge of Courage ig = reépresentative character whose mind standg

for the minds of many soldiers, young inexperienced oneg in particular,
the adjective "young" is very significant since throughtout the novel,
Crme often labels his main character as “the youth®. His real name is of
little importance; he is significant 88 a representation of the way any
young man might react in battile, Fleming, the youth; is drawn from his
countryside environment to the battlefield to experience the horror of
War; he isg naive, and without particular intelligences 4 symbol of the
Cormon man used to attack the weight of conventional opinicns concerning
war.

A study of the function of the imagery of the battlefield in

The Red Badge of Courage requires a chronological exanination of the

@wolution of the states of the Protagonist's mind as he tioves from inexperience
Lo experience. Thig Study will emphasize the importance of animal, machine
md ghost imagery ~s it occurs throughout the novel. and will close with

a consideration of the imagery of the garden. The chapter will pe concluded

by a brief examination of battle imagery in Maggie: A Girl of the Streets,

The chrenological study of Fleming's ming involves three major
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phases within the novel. The first phase is characterized by the pro-
tagonist ‘s mental isolation frem the army that leads to his eventual flight,
Fleming fails to identify himself with the group ofwhich he i a member
= his regiment, Fleming's mind moves from ignorance, zoes through doubts
and culminates in the knowledge of the truth - the horror of war. His
earlier rcmantic pretensions are progressively destroyed by doubts and
fears,

The second phase is charactcrized by the protagonist's physical
and mental separation from the regiyant, the complete loss of the feeling
of cneness, necessary in the army. Fleming's mind relies on rationalizations
to survive; he hag destroyed the "battle brotherhood’; the social bond
wmiting him to his fellcw soldiers. Unlike the first phasc; the second
phase denotes Fleming's desertion, and connotes the loss of his individual
identity; he is docmed to live as 3 member of his society,

The third phase is dominated by the Protxgonicst's recovery of
confidence through the "red badge of courage", undeservedly thrust upon
hin by cl snce. Ironically and symbolically, the “red badge of courage"
helps him to recover his social identity in the army, and to enjoy the
adniration of others through his activitics in battle,

This study cf Crana's imagery in The Red Badge of Courage will

involve three nain sections corresponding tc the three phases indicated
dbove. Whilst the four main groymg of images are recurrent thr<ughout the
three phases of the novel, there are certain individual images - all
belonging to one or another of the groups above - that are particular to

specific arecas of the novel ,
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Before moving on te an examination of the Protagonist's state
of mental war, one should first consider his state of mind before battle.
Before he enlists in the army, Fleming éﬁoys a mental peace that denotes
confidence, harmony and hope thregh it is continually shown to be based
upon ignorance and immaturicy. Naive and inexperienced, Fleming idealizes
war before his enlistment. “In visions he had seen himself in many struggles.

He hed imagined peoples secure in the shadow of hisg cagle~eyed prowess'’ W

N
©

Fleming's visions of "many struggles” exclude the real horror
of war. These visions Suggest an idealism towards war, entail a perfect
heroism which bears little relationship to the sordid realitieg of battle,
His concept of war suggests the high self-esteem of a young man. He views
himself as a future hero whose strength will protect others.

From his home his Youthful eyes had Looked
upon the wan in his ouwn countrny with distrust,

Lt musi be some sont 0f a play affain ( p. 11%),
With his illusions fostered by his country life and hig youth-

fvl age, Fleming views war ag 2 game. "Secular and religicus education

had effaced the thrﬁatmgrappling inftinct, or elge firm finance held in
check the passions® (p. 1175, Fleming seems to think that the civilization
of mankind hag eradicated the primitive ”throatmgrappling instinct”, He
does nnt know that his secular and religicus education, and the rhetorical
speeches about patriotisn, glery and war, mask a terrible reality, Lacking
experience, Fleming fails to see war a8 an exacting event through which the
principle of the “throatngrapp ling instinct" controls the behaviours of

individua} fighters,
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He had bumned sevenar tUmes Lo enbist,
Tales of great movements shook the Land.
They might not be dis tnetiy Homendc ,

but there seemed to be much glony in them,
He had read 04 marches, sdeges conglicts,
and he had Longed to see it are. His buay
mind had drawn fos him Lange pictunes
extravagant in cclon, Lunid with breathiess
deeds ( p. 1i7).

Blinded by romantic 11lusions, which Crane deftly mocks by sug-
gesting a forthcoming war which does not have epic grandeur, Fleming is
€ager to enlist in the army. His confidence and ardour for war are due to
his mistaken conception of life, Based on ignorance and immaturity,
Fleming's staie of mental peace changes to one of mental strife when he
faces the Prospect of battle in €arnest. As a result lis confidence ig
dzstroyed through his knowiedge of the truth about war, which is wi'hout
tonance, and where the survival of individual fightors depends to a large
extent upon external forces bevond their controil.

. One night, as he Lay in bed, the wind had
carvied Lo him the clangoning of the Chunch
bell as some enthusiast jeiked the nope
franiically to tepr the twisted news 0f a
great battle. This voice 0f the people refoieding
<n the night had made him shiver in q
prolonged ecstasy of excdtement (p. 118),

The church beli is rung te signify news of pattle, but also
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acts as a call to potential recruits. Symbolicallys the sound of the

church bell moves Fleming from his peaceful home, and Portends the forth-

coming mental torture he will experience on the battlefield, As he lies

in his bad, Fliming is excited by the noise of people rejoicing; he scems

tc anticipate war as a wonderful experience throush which he will show
his "heroism™,

As a young recruit, Fleming begins to undergo a progressive
change; His confidence is undermined by veterans' tales about the horro
of war. Hence, he begins to question his anticipated heroism, Fleming's

mental torment is often introduced by imagery appealing to hearing,

r

A thundering lie" about the day of the first battle, the veterans' tales

about the nature of war, "the exciting clickety~click” of a horse, the

before the war ig actually waged, Fleming is already engaged in mental
strife; he is fighting against a Problem that “had kicked its heels at
the outer portals of his mind" ( p, 121): to flee or not tc flee from
imminent battle, This introduces the conflict that will be resolved at
end »f the first Phase within the novel.

At this very moment in the novel, Fleming becomes more aware
of what awaits hinm in batitle. He has moved from the stage of ignorance
and illusions to that of opinions and doubts. The stage of ignorance
denoctes ¥leming'’s lack of experience; as a result, the naive recruit
aticipates war ag a glorious event devoid of horror, Therefore, his
confiderce is based upon romantic illusions. The stage of cpinions de-

hotes the progressive destruction of Fleming's illusions: the opinions

s e

the
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'y the contradiction between his earlier mistaken vision of war and the
opinions of veterans who have seen action: hence Fleming's doubts about
his power to fight, Although he does not Ltiust the veterans's tales,

he cannot reject them ag being totally false, He is a "fresh figh"

(p. 121); this image ridicules Fleming's early sense of self-importance,
and is an ironic contrast with that of "eagle-eyed pProwess’,

Fleming's probleﬁg Created by hearsay and the veterans' tales
about war, troubles him s0 much that it spiritually isclates him From
the rest of his regiment; he tries hard to find out whether there are
any other soldiers who may be faced with the same problem of potential
flight; unfortunately, he finds none of hig kind. This increases hig dig-
cemfort and spiritual isolation. The seperation from hig fellow soldiers
is based upon both his doubts about his performance on actual battle and
his fear of the knowledge of hig doubtss-being sensed by his fellow men.
As the veterans Progressively give him more information about the horror
of war, Fleming increasingly wonders whether he will really manage to
become a hero on the battlefield. His mind concentrates on his potential
failure to fight rather than his potential victory. As doubts about his
behavi-ur under fire keep on shaking his confidence, Fleming tries hard

to hide his inmer misery to the rest of his regiment; indeed, if Fleming's

he would be labelled as a coward or a villain, Fleming has become a mental
outcast” because of his self~destructive tt-s~hta, Obsessed with fear,
Fleming thinks that *mv failing is noted by others, including his mental
self—seclusion, which is actually unknown to the rest of his regiment

( p. 130).
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In the first sectiocn of the novel, Crane's imagery suggests the
Progressive torture of the Pritagonist's mind. The animal imagery that

Crane uses, signifies fear and connotes the progressive degra.stion of
humar 2ignity; man is ne 1dker a rational being, but merely a creature
ruled by animalistic instinet, Fleming is frightened by the "throat~grap—
pling instinct" embodied in hig conception of the enemy anticipated in
his mind as a monster. The image of the menster, associated with extrra-
ordinary size and shape, also suggests Fleming's inner misery increasingly
tormenting him as he prepares himself to face the wnavoidable war.

The significance of the question of Fleming's plan to flee from
the battle ang its effect on his mind are highlighted by the imagery of the
monster, In the darkness he saw visdons of a thousand-

Longued fean that would babble at his back
and cause him o §lee, while othens wene
going coolly about thein country's business,
He admitted that he woupd not be able to

cope with this monsten. He §elt that cveny
nerve dn his body would be an ean to hean the
voices, while othex men would nemain stofid
and dea! ' p, 131),

The image of the menster suggests Fleming's fear and the destruction
of the bond linking him to the rest of his regiment. At this moment in the
novel, Fleming's mind undergoes a tremendous distress: doomed to brood over
hig problem, Fleming can nc mere speak: symbolically, hig communicative
&pility is destroyed to stress his isblation from the army, indeed, he

thinks that one of his fellow soldiers has detected hig fear. Both his face
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and his voice seem to have betrayed him, Wilson, the "“ioud soldier",

realizes that Fleming is blushing and remarks, “3ou* re getting blue,

my bey. You' re looking thundering peeked., What the dickens is wrong with

youi” A p.129) Fleming's facial expression can no longer hide his inner
«gony,

Moreover, his voice, when he is able to use it again, is "as bitter

as dregs”, and also betrays Y,im. Fleming's bitter voice suggests the ag-
gressicn due tn his discomfort., Unlike Fleming, the loud soldier shows an
attitude of enthusiasm and pride; he claims that he is going to fight
"like thunder" ( P. 129). Fleming's aggressive veice denotes his inner
4gony contrasting with the expressed enthusiasm of other privates proud to
boast of the number of people they are going to kill in the war ( p. 129).
The image of the monster, therefore, denotes Fleming's fear, and connctes
the destruction of confidence end communication and, Ly extension, the
destruction of Fleming's identity as a member of the regiment he belongs
to.

Depressed and aware of his failure to identify himself with his
rilitary group, Fleming undenaoes 2 self-inflicted mental torture through
his anticipation of the repressive powef of war. The imape of the monster
highlights ;he selfsdigtructive imagination; this can be clearly seen in
the fcllowine passages.

From off 4in the darkness came the trampling
feet. The youth could occasdonally see dank
shadows that moved Like monsterns ( p, i26),
These monsters, identified with dark shadows, stand literally for

the enemy, but also for the dark side 184~nn, including his instinct for
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annihilation. His exaggeration suggests Fleming's diseased mind; plagued
Ly fear, he falls a prey t hallucimation. It implies the grotesque decisions,
including that of makirz war, that man sometimes takes to. selhileve his
purpcses.

Staning once at the ned eyes across the niver,
p it he concedved them to be grouwing Larger, as the

onbs of a row of dragons advancing ~ p. 126).

The red eyes across the river refer to the camp fires reflected
by the river. The image of the dragon denotes Fleming's intense hallucination,
ad connotes his lack of ccurage te face the unavoidable. The céwp fires
reflected by the river suggest the fire breathed out by the imaginary dragons
which may consume Fleming's body.

A moment MM_iha negiment went swinging o4f
into the dankness. 1t was now Like one of those
moving monstens wending with many feet | p. 121).

Viewed as "a moving monster wending with many feet" the regiment
embodies the “throat-grappling instinct". The image of the moving monster
contrasts with the image of the game used previously when Fleming was still
at home, before his enlistment: war "must be some sort of a play affair".
Tastead, the moving mowster sipnifies Fleming's disillusionment based upon
the opinions of other scldiers rather than on the experience of war itself.
¥leming unconsciously Eubgwe +to question the innocence that must be trans-—
formed through the experience of bhattle.

Undoubtedly, this image of the monster points out Fleming's
progressive mental disintipration. Ironically, he undergoes this mental

torture before his participation in a single battle. Cv#we seems to be
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concerned to destroy completely the romantic vision of his protagonist
.before dropping him into the horror of battle itself.
Before moving Fleming to the first stage of the forthcoming battle,

Crane introduces a new image ~ the image of the snake. While the monster is
essociated with fear and progressive mental torture, the snake is associated
with poison and betrayal.

There was an occasdonal flash and glimmer

of steel 4rom the backs of all these huge .

cnawling nepitiles ( p. 126).

The nushing yellow of the developing day

went on behind thein backs. When the sunrays

at Last sthuck 2L and mellowingly upon the

carnth, the youth saw that the Landscape was

sineaked with two Long, thin, black columns

which disappeared on the brow of a hilL 4in gront

and rearwand vanished in a wood. They wene Like

two senpents crawling from the cavern of the night (p. 127).

The regiment is not only viewed as a potential threat, but also

28 a vencmous body. The regiment has betrayed Flewing's belief in the romance
and glory of war. He realizes that he has been cheated and wishes to abandon
his regiment, even though at this point it is impossible. The regiment,
described as a snake, is associated with a hidden destruction, that the youth
only now begins to grasp. This anticipated discovery of destruction under-
lying the forthcoming battle is symbolically a poison tc the already weakened

mind of the private.
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Before Fleming's first battle, Crane's imagery is dominated by
the images of the monster and the snake s The two images function as a
mirror intended to show the zenuine feelings of the new soldier. The images
~f the monster and the snake show Fleming's growing fear and awareness
of his earlier misleading romantic preconceptions. Disillusioned before his
first fipght, he wants to returp home, but he realizes thar he cannot do
eo. At this moment in the novel, Crane's imagery shows that Fleming is not
the brave soldier ready to die for his country; lacking the disciplined
training of a professional soldier, Fleming broods chsessively on his
personal plight. Now cengitive to the amcrality of war, T'leming needs an
injection of boldness to reduce his sensitivily, in order to adapt himself
te this particular seiting of war through which the motto seems to he
“gill or be killed".

In other words, Fleming needs the direct experience of battle to
come to terms with war. The acoption ef insensitivity to the amorality
of war would help Fleming's diseased mind by neutralising his fears, and
his thoughts of escape. Once inscasitive to the amorality of war, Fleming,
like cher soldic.s, would be able to carry out the crcere given by his
comnanders.

To behave like a hero in war, Fleming has to acquire the dose
of ° --msitivity that underlies the traininz of professional scldiers.
This type of feeling is reflected in the English World War I poem,
“Insensibility” by Wilfred Owen:

Happy are men who yet before they wie killed
Can Lot thein veins nun cold.

Whom no compassion fLeens
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Or makes theirn feet
3

Sone on the alleys cobbled with their brothens.
Therefore, the rest of the novel shows the reader the gradual development
of Fleming's insemsitirity to the amorality of war, a prerequisite under-
lying the recovery of crnfidence and the acquisition of the boldness necessary
in combat. The gradual development of insensitivity will take place through
his exposal to horror especially in the last stape of the first phase and
Juring the second phase. The acquisition of insensitivity will not be ef-
fective before the last phase is reached.

The last stape of the first phase of the novel is controlled by
the image of the ghost. After the earlier experience of ignorance and
joubts, the protagonist comes to learm on the battlefield the actual nature
of war - destruction, nct imagined but witnessed. The ghost imagery denotes
the climax of Fleming's fear and that of his mental ciisis.

In his mental crisis, Fleming contemplates being killed, which
would put an end to his trouble. He views the generals as being "idiots",
maware of the'dangers” of war and intercsted in "gending them marching
into a regular pen” (p. 13%). Ironically, Fleming plans to make a per-
suasive speech likely to prevent the "penerals" from causing the death of
others: eventually, he realizes that "a frenzied declamation of the kind
would turn him into a worm” ( p. 135). As a result, he conceivés death
tc be nothing but rest ; "he would lock to the grave for comprehension’,
since his officers would not trust his persuasive speech ( p. 138).

Fleming is introduced to the horror of war by the sight of a dead
mar with an "ashen face" ( p. 134). This brings his mental torture to a

climax, since the intense contemplation of this figure increases his need for
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escape. ""He vaguely desired to walk around and around the body and stare;
the impulse of the living to try to read in dead eyes the answer to the
Question” ( p. 134). At this point Fleming has pained crucial perception;

he comes to know that the earlier rumours and the veterans' tales were not
false; he understands that he has come tolook at 'war, the red animal -

war, the blood-swollen god™ ( p. 135); he has come to be slaughtered, along
with his fellow soldiers,"like pigs" ( p. 135). This animal imagery suggests
7leming's discovery of both the Aestructive nature of war and its falsity as
a romantic and glorious experience.

The following images of the ghost are intended to highlight the
climax of Fleming's fear before and during his first participation in
hattle. That thet occur efter his dramatic encounter with the corpse is
significant, as if the impact of seeing the dead man continues to haunt
his imagination. "Smoke clouds went slowly and insolently across the fields
like observant phantoms” ( p. 138). The image of the ghost connotes
Flering's anticipated failure to cope with the requirements of war. Psychological
ly the ghost connotes the protagonist's loss of individual self; his mental
vitality has now completely faded away.

A sheld screaming Like a stonm banshee went
over the huddted heads of the neserves. 12
fanded in the grove, and exploding redly flung
the brown eanth (p. 140).

tiith the passionate song of the bullets and
the banshee shnie ks of shells were mingled Loud
catealls and bits of facetious advice concerning
places of safety ( p. 140).
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Coce viewed as passive gpectators of the battle, insensitive
to the plight of rortals about to destroy one another, observant phantoms
now change into active hostile fighters; they take part in the battle, and
act as messengers of bad news, or omens of imminent death.

The shells connote the overriding power that camnot be defied
Ly human force; in the protagonist's mind, the defeat of his regiment
seems to be predetermined by the haunting ghosts, the shells, wkich side
with the enemy. Therefore, as Fleming seems to think, it is no use to
try to fight against the invincible enemy.

In the following passage, the image of the ¢host is combined with
that of the baby to sttess Fleming's physical inability fo fight at this
roment of the battle.

Bunied in the smoke of many niffes his anger

was dinect ' noil 50 much against the men who

he knew wee rushing toward him as against the
swinling battle phantoms which were chok "1g him,
stuffing 4-2in smoke ncbes down his pcwched throat.
He fought frantically fon respite for his senses,
fon ain, as a babe being smothered attacks the
deadly bkankets { p. 144).

Before pointing out the images supporting that of the ghost
in deflating heroism, it is wise to stress how this last stage of the first
phase in the novel differs from the preceding stage ¢ haracterized by war
anticipated in Fleming's mind.

Unlike the preceding stage, this last stage of the first phase is

characterized by actions; moreover, Fleming uses his eyes to look at destruction,




<35

not his imagination which previously anticipated war. With his cyes con-
centrated on the physical battlefield, Fleming has no mcre time to think,
“The youth, forgetting his neat plan of getting killed, gazed spellbound"
{ p. 138). Fleming is affected by the performances and failures of the
fighters seen on the physical hattlefield, Moreover, his mind is affected
by his own incapacity to fight. Fleming's inner agony finds no comfort.

Bewildered and unable to flee during the first battle, Fleming
feels compelled to “work at his weapon like an automatic affair" ( p. 143).
Under the pressure of the fierce battle, the youth “suddenly lost concern
for himsclf. He became not a man but a member" ( p. 143). The youth's
regiment unexpectedly wins the first battle; Fleming decides to flee when
the second battle takes place. To show how the first battle affected
¥leming's mind, one should point out the images used which stress his mental
state.

In addition to those images already menticned, Crane uses the
following images to stress the “absence of heroic poses”: the image of
the composite monster and that of a bird, a wet parrot.

"The composite monster which had ked caused the other troops to
flee had not then appeared” ( p. 141). The image f the composite monster
refers to the whole unit; the composite monster embodies one of the units
skilled at fighting, that belongs to the enemy's army. Like the abnormal
animal, the hostile unit is associated with an extraordinary repressive
power that cannct be defeated, in Fleming's opinion.

"In his agitation the colonel began to stammer .... The colomel
perchance to relieve his feelings, began to scold like a wet parrot" (p. 142).

The image of the wet parrot suggests on the one haad dehumanizatiocn, and on




the other, absurdity, which debases the status of the colonel. Ironmically,
the colonel loses the basic characteristic distinguishing him from other
animate beings - language. He can no more think and adequately express his
ideas; he is identified with a parrot that incongruously repeats nonsense.
Symbolically, struck dumb with horror and almost deafened by the uproar

of exploding shells, man leaves his communicative endowment to weapons that
reduce his dignity to naughty. Paradoxically, a battery "speaks” (p. 138).
it is as if these larger umics,elements of the war-machine, have their own
identities, expressing not the frailties or doubts cf the individuals within
them, but an ironhard power and a fearless savagery.

The images of the composite monster and the wet parrot suggest a
singular absence of romance in general; and a deflation of military
hierarchy in particular. Ironically, an officer, in this specific case a
colonel, does not &joy the pride and esteem associated with his high-ranking
social position. Once impressed by his officers, under peaceful conditions,
Fleming is undoubtedly bewildered when he realizes that even the dignity
and esteem of high~ranking officers are brought to naught in wartime. The
realisation that his superiors are not inviolate, god-like men, deepéns the
misery of Fleming's discased mind. "Perspiration streamed down the youth's
face, which was soiled like that of a weeping urchin” (p. 143).

Affected by the atmosphere of war, Fleming's inner agony manifests
itself through rage and sweat, as he continues to watch his insecure fellow
soldiers who may sha ¥@ his fear. Crane introduces the image of the domestic
animal devoid of security to show Fleming's plight.

Following this came a ned nage. He developed
the acute exasperation of a pestered animal, a
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well-meaning cow wornied by dogs... His
impotency appeared to him, and made his rage
into that of a driven beast [ p. 144).

The iaage of the'cow worried by dogs" suggests Fleming's desperate
situation. Identified with a domestic animal, Fleming should be expected to
be protected by his master. Like a cow worried by dogs, Fleming is menaced
when there is no master nearby to defend him. Indeed, the commander of
Fleming's regiment, the master in this context, is himself threatened by the
enemy. The images of the cow worried by dogs and the helpless driven beast
emphasize once again the insecurity of Fleming's mind and the antiheroic
_reactions that emerge under the conditions of war.

The first battle Fleming experiences marks the gradual develop-
.ent of his insensitivity to the amorality of war. In addition to the
“dead man” already menticned, Fleming is exposed to horror through the sight
of the following scenes in the first battle. The first scene involves the
“stammering” colonel and "a babbling and blubbering” soldier; through the
exneriences of the colonel and the private, Fleming learns that fear is common
to all soldiers, both privates and officers.

Moreover, in the second scenc, Fleming is taught that war affects
both simple and high-ranking soldiers in the same way; both privates and officers
alike face the violence of war. For instance, the lieutenant of the youth's
company is shot in the hand. "He began to swear wondrcusly as if he had hit
his fingers with a tack hammer at home" ( p. 140). We may: note again
the commonplace comparscn unheroic and unromantic. Furthermore, the captain
of the youth's company died in an early part of the action ( p. 145).

Unexpectedly, the protagor.st comes to know that the captain's "fame" as
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a martyr of patriotism is forgotten as soon as he passes away. Indeed; the
captain's corpse will not be borne home triumphantly to be buried decently,
but is doomed to fester where it has fallen.

Surprisingly, the “babbling and blubbering” man mentioned in the
first scenc, is unexpectedly "grazed by a shot that meves the tl-~od stream
widely down his face" ( p. 145). Although the first battle, through its
horror, contributes in a sense to the gradual development of Fleming's
insensitivity to the amorality of war, to his indigmtion and to his maturity,
£ is still too early to expect him to change into a bold soldier.

It is in the second battle that Fleming manages to »lee from his
regiment. Fleming a.d his close fellow soldiers expected this battle to take
place a week later. Suddenly the soldiers are startled by the roar, "Here
they come again!" (p. 148) to point out Fleming's state of mind, Crane once
again uses animal imagery. The following image of "a jaded horse'" suggests
Fleming's lack of strenpgth and courage:

Info the youth's eyes there came a Look that

one can see in the onbs of a jaded horse. His8 neck
was guivering with nervous weakness and the muscles
04 his wums felt numb and bLoodless. Hi8 hands,

too, secemed Lange and awkward as Af he was wearing
invisible mittens. And there was a great uncertainty
about his hnee joints ( p. 149).

"He began to exaggerate the endurance, the skill, and the valor of
{.ose who were coming.... They must be machines of steel™ ( p. 149).
Introduced at the very end cof the first phase in the novel, the image of the

machine stands for the omen of Fleming's eventual betrayal. The machine
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connotes the invincibility of the enemy in Fleming's mind. The image of
the machine, associated with destruction, is introduced to suggest the
severance of Fleming's relationship to his regiment. Symbolically, the
"subtle brotherhood" is destroyed, the bond uniting F.eming to the rest
of his regiment, the social microcosm, is cut off. The obligations of
pocd citizenship are betrayed and forgotten.

He blanched Like one who has come Lo Zhe

edge of a cliff at midnight and is sudden-

Ly wade aware. There was a revelation. He,

too, thnew down his gun and fled. There was

no shame in his face. He nan Like a rabbit (pp. 149-150).

This image of the rabbit is reductive, giving a slightly foelish
aspect to Fleming in our minds, but also shows him to he a hunted and
frightened victim. It suggests his identification with a creature in flight,
ruled by the inherent instinct for self-preser -ation. Socially alienated,
since he has betrayed his regiment, Fleming can no more be protected by
the social body — his regiment - as long as he is isolated from them.
Fleming has become a prey to fear, and is physically umable to face his
aggressor.
In the first phase of the novel Fleming's mental crisis comes

+5 a climax when he throws down his gun and flees. This comnotes his mental
disintegration illustrated by the image of the machine. Fleming's desertion
impl.es that he is still too semsitive to acquire the amorality necessary
to face war. The images mentioned in this section of the mwvel, support the
controliing imagery of the mental battlefield. They emphasize Fleming's

mental torture, and portend his mental alienation, reflected by the severance
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of the social bond uniting him to his regiment.

Indeed, the inapges of the monster and the dragon open the door
to distress in Fleming's mind by replacing the "eagle-eyed prowess” that
was associated with innocence and..onfidence. They stand for Fleming's
destructive fear as he continues to..earn, from other privates, cof the terror
of war. The image of the snake represents Fleming's discovery of betrayal;
his romantic preconcepticrs of war have been betrayed; while the images of
the monster, the dragon and the snake highlight Flemingg's destructive
doubts and fears, the imapge of the ghost intpduced in Fleming's mind,
suggests fear and an exaggerated anticipation of war. As the ghost haunts
the living man, the problem of potential desertion haunts the protagonist's
mind, The image of the ghost controls particdarly the last stage of the
first section of the novel, at the end of which Henry ¥Fleming deserts the
regiwent.

Minor images worth mentioning in these concluding paragraphs
of the first section include those of bees, of the flood, of stones and of
the hammer. They support the common theme of destruction. With their stinging
power, bees, identified with the enemy, connote a threat to Fleming's
_aind in particular, and his regiment in general. Similarly, the flood
connotes the possibility of submergence in death for the fighters while
,~ones and the hammer are tools associated with destruction.

Befae introducing the image of the machine in the novel, Crame
uses continually the images of the monster and the dragen, the omens of
the forthcoming flight, to show how Pleming's growing fear has become
:mbearable. The image of the wet parrot denotes physical weakness, and

connotes the dehumanization of individual fighters while the image of the
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machine suggests a fierce assault made by the enemy, and Fleming's
incapacity to face it. That is to say, the first phase of the novel por-
trays Fleming as a belligerent involved in a mental baf&le which he loses:
vis inner conflict overcomes and betrays him, culminating in his flight

from his regiment.

Fleming enters the second phase of his mental battle by deserting
his regiment. His mind in crisis takes refuge in attempts at rationalization
in order to survive, as Fleming himself continues to run, trying hard to
find a secure place to hide his body. Once away from battle fire, Fleming
realizes that he cannctemjoy mental peace. Surprisingly emough, the forest,
the physical refuge in which Fleming has hidden his body, increases his mental
msery. Indeed, it is in this very forest that Fleming unexpectedly finds
a corpse, one of the by-products of the “grinding of an immense and terrible
machine” - the battle ( p. 158).

The unexpected horror in the chapel-like refuge shocks Fleming
who realizes that he canrot e"ﬁoy here the security he had hoped. for.
Fleming's attempts to look for a secure escape cannot withstand the effect
of his discovery in the forest. As a result a new problem troubles him: the
guilt of his crime, and the inherent fear of retribution. Insecure in his
asylum and plagued by guilﬁs Fleming wants to recover his social position
in the regiment and, at the same time, to avoid punishment by masking his
crime. To recover his social positiom in the regiment,.Fleming has to find

convincing and protective arguments to explain his desertion. Hence,
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Fleming's new-born inner conflict, whether hewll succeed or fil to convince
other soldiers that he is not a "villain' who willingly deserted the army.

In the second section of the novel, it can be seen that images
used in the first section are still important, snd that a number of new
images are significant. These include the particular images of the church,
of the tomb and of disease..Both common and particular images suggest the
intensification of the battle fire Fleming has fled from. The image of the
chapel, associated with solace, suggests a refuge for the diseased mind.
Ironically, there is neither solace nor security in the chape-like environ-
ment; as a result, the protagonist has to prepare himself for death alone,
or to return to his regiment. The image of the cRhurch is also associated
with spiritual crisis.

Images of disease control the second section of the novel.
Blindness connotes Fleming's failure to realize in time that his desertion
cannot be rewarding. Insanity suggests Fleming's mental disintegration;
his reason has been overcome by his instinct. Like an insane person,
Fleming's behaviour is not controlled by reason, but by the animalistic
instinct for self-preservation. By extension, the fighters are both blind
and insane on the litera! battlefield. Blind, they are involved in the
destruction of man in the name of so-called glory. The images of blindness
and insanity deflate human pride in intelligence; they deflate intelligence,
the endowment intended to differentiate man from other amimals. The image
of a sore suggests Fleming*s mental pain: he feels guilt at his desertion.
Therefore, the sore is associted with this crime.

This second sedion of Fleming's battle begins with the protagonist's

mistaken hope of emjoying security and ends with a note of despair:
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Tleming eventually realizes that he cannot find relidle lies to build up
sound enough arguments that will mask his crime. Crane's imagery of the
battlefield in this second section of the novel, is dominated again by the
central images of the ghost, the animal, and the machine supported by
relevant images of disecase, waves and thunder.
The images of the ghost and of disease demote Fleming's growing
awareness of his crime, his subsequent fear of retribution, and his mental
agony. The images of the animal, the machine, thunder and waves denote,
Fleming's fear of physical destruction; they connote the gradual develop-
ment of Fleming's insensitdity to the amorality of war.
To show Fleming's fear and instinct for self-preservation, Crane
introduces images of blindiess and insanity . "He ran like a blind man.
Two or three times he fell down" ( p. 150). The image of the"blind man™
suggests Fleming's instinctive reactions under the conditions of unbearably
fierce battle. The blind man is associated with a new type of reaction -
impulsive flight. Mentally blind, the protagonist takes to his heels,
failing to consider the consequences associated with desertion.

the image of the’insane sprinter' suggests that he is running
at full speed. Insane, Fleming's behaviour is ¢ »ntrolled by his instinct
for self-preservation rather than by reason.

In his fLight the sound of the following
footsteps gave him his one meagen nelief.

He felt vaguely that death must make a finst
choice of the men who were nearest; Zhe initial
monsels fon the dragons would be then those who
were following him. So he displayed the zeal of



an insane spuinter in his purpose to keep
in the nean There was a race ( p. 150).

With "a dull, enimal-like rebellion against his fellows™, "his

brain in a tumult of agony and despair", Fleming takes refuge in a forest,

“as if resolved to bury himself” ( p. 154). "He wished to get out of hearing

of the cracking shots which were to him like voices™ ( p. 154).

Fleming expects Nature to show a sympathetic attitude towards his

flight. The forest to which he turns for comfort secms at first to he unkind

to him:

He was oblfiged to force his way with much

noise. The cheepens, catching against his

Legs, cnied out harshly as thein sprays were

torn from the barks of thees. The swishing

saplings Hied to make known his presence fo

the wonkd. He could not conciliate the fonrest....

So he went fan, seeking dark and intricate places (p.« 154).

Crane stresses the indifference of Nature toward Fleming's plight,

but his protagonist fails to notice it, and continues to identify his emotions

with the natural world. When insects make noises in the forest, “they seem

to be grinding teeth in unison” ( p. 155). When Fleming thiews a pine cone

at a jovial squirrel he expects it to show him whether he has been right to

desert his army. Since the squirrel "ran with its chattering fear", he
q g

believes tht it approves of his flight.

Insensitive to the "rumble of death" on the battlefield, Nature,

as Fleming erroneously views it, seems to give him assurance through its

landscape, "a fair field holding life” ( p. 155). "He conceived Nature to
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be a woman with a deep aversion to tragedy" ( p. 155).

At first viewed as “a solacing Mother who provides the little
chapel-like bower for the refreshment of his twoubled spirit, when Fleming
stumbles upon the cbscene corpse in the very nave of the cathedral-like

w Yt

grove, Nature turns out to he "cruelly hostile".
At Lengh he neached a place whene the high,
arching boughs made a chapel. He so0ftly pushed
the green doons asdide and entenred. Pine needfes
weie a gentle brown carpet. There was a religious
hatd Light.

Near the thneshold he stopped. homron-strnicken
at the sight of a thing.

He was being Looked at by a dead man who was
seated with his back against a colum-Like thee. ...
The mouth was open.... Over the gray skin of the
face nan Little ams. One was Trundling some sont of
a bundle a Long the uppern Lip.

The youth gave a shniek as he congronted the
thing. He was forn moments turned Lo stone befone
it. He nemained starding Ainto the Liguid-Looking eyes.
The dead wan and the Living man exchanged a Long
Zook. Then the youth cautiously put one hand behind
him and brought it against a thee. Leaning upon this

he netneated, step by step, with his face s£ifl Toward the think. He
feared that 44 he tuwed his back the body might spring
up and stealthily pursue him ( p. 155- 156).



The image of the chapel connotes Fleming's desperate
situation, his spirtual crisis and his need for help. Praying seems to be
the only solution left to Fleming, who is in a state of physical and
spiritual isolation. Ironically, the appaently divine sétting, the chapel-
like bower, fails to offer the spiritual solace needed. Ihstead, Fleming
meets an 'bbscene corpse”.

The corpse, merely a "thing" devoid of individuality, intensifies
the misery of Fleming's mental state. Fleming's unexpected disappointment
in the apparently divine setting points out his progressive acquisition of
insensitivity to the amorality of war through horror. When Fleming con-
front;ghthing", he gives a shriek like a diseased child who receives an
injecton,cr a bitter dose of medicine. This very shriek suggests Fleming's
growing awareness of his helpless situation: there is no security beyond
the regiment. Even Nature, who he seemed to trust as a fried, does not offer
solace, but horror.

Once a human being, perhaps a proud or famous soldier, the
thing"” has become a prey to ants. The sight of the horrible corpse affects
Fleming's mind. His exposal to horror is meant to prepare his readiness

to fight,

He was pursued by a sight of the black ants

swarming greedily upon the gray face ard venturning

honnibly nean to the eyes.

Aftern a Lime he paused, and, breathlfess and
panting, Listenl. He {imagined some sthange vodce
would come from the dead throat and squawk agter

; him in hoanible menaces ( p. 156).
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Insecure in the forest and sensitive to the battle din, the
"ripping sound of musketry and the breaking crash of artillery", Fleming moves
back to the the battlefield. Crane again uses the images of the animal and the
sachine to show the protagonist's reactions. The use of machine imagery
is particulary striking:
The battle was Like the grinding of an Lmmense
and terwnible machine to him. 1ts compfexities
and powers, Lts ghim processes, fascinated
him. He must go clese and see At produce anpses (p. 158).
The image of the machine in this context cenotes FLeming's
awareness of the exacting esperience of war. It suggests the absurdity of
man's whims, and instinct for self-destructionm. With its terrifying power,
it is also presented here as something fascinating to Fleming; this
expresses man's compulsive interest in the grim product he has helped to
create, that is now turning face and destroying him, with a remrkable ef-
ficiency and indifference.
When Fleming comes to know that the battle is a machine created
by man but now beyond his control, he begins to understzad that he is too
insignificant to be of any importance. Hence he runs sn the direction of
the battle. This suggests in a sense his fading immaturity. Fleming comes
tn realize that he cannot enmjoy security through desertion. Although he
has lost a great deal of his inmocence, ome cannot say that Fleming has reached
the stage of maturity. The mext step in his didactic journey toward
maturity shows Fleming on a battlefield "owned by dead men", the first
products of the machine; thep, he moves om to be confronted with the maimed

and crippled soldiers, the second victims of the machine.
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He came %o a fence and clambered over Lf.
On the farn sdide, Zhe ground was Litiered
with clothes and guns. A newspaper, folded
up, Lay in the dint. A dead soldier was
stnetched with his face hidden in his anm.
Fanther of4 there was a group of four or
five conpses keeping mournful company.
A hot sun had blazed upon the spof.
In this place the youth §elt that he was
an invader. This forgotten part of the
battlegiound, was oumed by the dead men, and
he huwndied, 4in the vague apprehension Zhat
one of the swollen fonms would nise and tedd
ham to begone  ( p. 158).
Confronted with the wounded men, Fleming finds them "cursing,
groaning, and wailing” ( p. 158).
And grom this negion of nodises came the steady
cwuient o4 the maimed.
One of the wounded men had a shoeful of blood.
He hopped Like a schoofboy 4in a game. He was
Laughing hysterically ( p. 158).
These soldiers are in a sense living symbols of Fleming's shame.
Indeed, their dreadful plight that suggests participation in the battle,
contrasts with §leming's physcal good health that he feels to be synonymous
with desertion and betrayal. When Fleming looks at them his guilt at his

flight deepens, and therefore his mental torture increases: his physical
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good health may betray the desertion that he wihes to keep unkown.

To emphasize Fleming's sorrow, Crane has created two wounded
characters termed "the spectral scldier" and the "tattered man". The
“gpectral soldier" is maimed, with 'the gray seal of death upon his face";
he plays a key role in Fleming's mental torture, since he is the protagonist’s
personnal friend. The ‘‘tattered man" is also a living symbol of Feming's
shame. The "'tattered man’ is described as being "fouled with dust, blood
and powder stain from hair to shoes” ( p. 158).

The youth saw with surprise that the soldiern

had fwo wounds, one 4in the head, bound with

a blood-soaked nag, and the other in the axm,

making that membern dangle Like a broken bough ( p. 160).

The''tattered soldier” torments Fleming's mind through both his
physical agony and his language. Unaware of Fleming's desertion and eager
to befriend him before he dies, the 'tattered soldier' initiates communicatiom
in the following way:

"Was pretty good fight, wa' n't L£7" he timidly
said. The youth, deep in thought, glanced up at the
bloody and grnim figure with its Lomlike eyes.
TWhat?"

Aftern a ime he tunned to the youth. "Where yeh
hit, ol' boy?" he asked in a brotherly Zone.

The youth felt instant mnic at this quesiion,
although at finst its full Lmpont was not borne

Ain upon him.




“(hat?" he asked.

lhore eh hit?" nepeated the tattered man.
“hy" , began the youth, "1 - 1 - that is -

why - 1 - F

He tuwed away suddenly and s2id through the
cnowd, His brow was lavily flushed, and his
fingens werne picking nervously ail one of his
buttons. He bent his head and 4asiened his cyes
studiously upon the button as 4§ it were a Little
probLem | pp. 160- 161).

The “tattered man”s question is dramatically ironic and intensifies
the misery of Fleming®s inner conflict. Numbed with pain and shame, Fleming
cannot answer the question. Indeed, he trieslard to avoid the “tattered soldix™
who, unexpectedly, will meet him once again to bring his shame to a climax.,

Amongst the wounded, Fleming undergoes tremendous ageny:

But he was amid wounds. The mob of men was
ifeceding. Because of the Zattered soldien's question
he now felt his shame could be viewed. He was
continually casting sidefong ghances o see Aif the
men we e con,tm#;n&}zg the Lettens of guilt he
feit buwmed Ainto his brow.

At times he netornded the wounded soldiens in an
envious way. He concedved persons with forn bodies

to be peculdianly happy. He wished that he, too, had
had a wound, a nred badge of couwrage.
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The spectral soldien was at his sdide Like a
stalking neproach. The man's eyes were sELLE
fixed in a stane into the unknown { p. 161).

The recognition scene invelving the ‘'spectrazl soldier” and
¥leming hes a destructive effect on the latter. To emphasize their plight,
Crane separates g leming and his friend from the other socldiers. Henry
Fleming and Jim Conklin, lagging behind the regiment, are eventually
forsaken by the other soldiers, "dragging their own tragedies toward
the rear ¥ ( p. 162).

The "spectral scldier”, now hanging "babelike" to the youth's
arm, becomes a heavy burden tc Fleming; Conklin's tragedy deeply affects
*leming's inner crisis.

The youth had neached an anguish where the s0bs
sconched him. He strnove fu express his Loyalty
but he could only make fantamtic gestures ( p. 163).

As if Fleming's sorrow was not destructive enough, Crane
thrusts upon him the “tattered soldier" to torment him conce gnin. Fhe
“rattered soldier', himself badly wounded, has failed to keep pace. He
now joins the two friends in despair. Fleming and the “tattared scldiexr”
are damed to watch the “pradugl strangulation” of the “spectral soldier"
as he loses his physical force. At the very last moment of his life, the
“gpectral scldier”, who had bescught his friend to help him, refuses help
and tries hard to run, "looking for a place, like one who goes tc cheoose
a grave" ( p. 161).

"Gawd! He's running!"

Turning his head swiftly, the youth saw his




friend nunndng in a staggerding and siumbiing
way towuid a Little chump of bushes. Hes heart
seemed Lo waich itself almost free faom his
body atthis sight. He made a nois2 of pain. He
and the inttered man began a pursuit. There
was a singulan nace ( p. 163).

This passage stresses Conklin's unexpected reaction when he is
about to die. Physically and mentally weakened the Yspectral soldix"
refuses to Yeep on hanging upon Fleming's arm. Insteacd, he tries hard to
mun. This reaction conmtrasts with Fleming's earlier desertion. Aware
of his iminent death, (onklin seems to be indignant at his plight and
the nced for Fleming's help.

Through the spectral soldier’s death, Crane shows Fieming's
SOTEOW streésed by the use of the following image of a crusl animal.

He now spnang to his feet and, godng closex,
gazed upon ithe paste-Like face. The mowth was open
and the Amth showed in a Laugh.

As the §Lap of the blue jacker feld away 4rom
the body, he could see that the side Looked as 4if
it had been chewed by wolves. The youth fwwied,
with sudden, £ivid rage, towand the batilefield.
He shook his 44ist ( p. 163),

Undoubtedly, the spectral soldier's gradual death connotes a
sreater assimilation of the bitter dose of horror that will foster Fleming's

boldness.

The youth desined Zo sc neech out his grief.
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He was stabbed, but his tongue Zay dead 4in
the tomb of his mouth. He threw himself
again upon the ground and began Zo brood.
The tattered man stood musing ( p. 166).
The image of the tomb denotes Fleming's silence, and connotes his
change of reaction when faced with a personally affecting horror. He is
“gtabbed”, yet he remains silent; Fleming's sorrow, due to his friend's
death, plays a key role in bringing his earlier innocence to naught; now
he has been exposed to many horrors, raaginging from the destructive sight
of maimed and crippled soldiers to his destructive encounter with dead soldiers.
The herror of war is now particularized through the loss of a
personal friend. With this didactic experience, Fleming is likely to lose
a great deal of the fear which would inhibit bold action in battle.
“indeed, after his failure to enjoy inner security in the forest, Fleming's
indignation at the horrors of war, fostered by wounded and dead soldiers
including his personal friend, is lpkely to reduce the fear of facing the
unavoidable.
In spite of Conklin's death, Crane deems it necessary to deepen
Fleming's grief through the tattered man's words to him:
They went sfowly on 4in silence. “Yeh Look
pretty peeked yerself”, sadd the tattered man
at Last. "1 bet yeh 've got a worser one than
yeh think. Ye'd betten take keer of yer hurt.
1¢ don’t do t' Let sech things go. It might be
inside mostly, an' them plays thunder. Where
48 At Bocated?”...



The youth had been wriggling since the

intrnoduction of this tople. He now gave a

ony of exasperation and wade a furdous

motion with his hand. "Oh, don’t bother me!"”

he said. He was ennaged against the tattenred

man, and could have strangled him. His companionsd

seemed ever to play intolenable pants. They

were even up raising the ghost of shame on the

stick of their cundousdity. He tumwed towand the

tattened man as one at bay. "Now, don't bother

me”, he nepeated with desperate menace ( p. 167).

The image of the thunder brings the dramatic irony of this scence
to a climax. Unknown to the tattered man, Fleming's wound is not inside
his body, but inside his mind. Ironically, the pain of guilt affects
Fleming's mind like “thunder”. Like thupder, the tattered man's remark is
umexpected and sudden. Naturally associated with physicl destruction,
thunder, in this specific case, is symbolically associated with mental torment.
His "Good-bye' to the tattered man, occuring at the very moment

that the unfortunate is about to die of his battle wounds, points out how
his guilt has become unbearable. On the other hand, this “good-bye'
connotes Fleming's developing insensitmity to humanity. Now used to horror,
Fleming has received through his experience an injection of inhumanity since
he manages to abandon the tattered woldier when he needs help. "His extreme
stage of isolation from the regiment and from mankind occurs when he abandons
the tattered soldier",'

The tattened man Looked at him in gaping amazement.
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The youth, Looking at him, could sce that he,
too, Like thot othe one, was beginning Lo act
dumh and animal-Like. His thoughts seemed Lo
be 4Loundering about in his head. “Now -
now - Look - a - hene, you Tom Jamison - now -
T won't have this - this here won't do. Where -
whene yeh goin'?" | p. 168).
This paragraph shows the plight of the tettered soldier when
Fleming ahandons him; he has already reached a stage of delirium preceding
death.
To show Fleming's mental agony during his complete isclation from
mankind, Crane usesrew images of the "knife” and the “arrow”.
The simple questions of the tattered man had
been knife thausts to him. They assented a
society that probes pitilessly secrnels until
akk is apparent. His Late companion's chance
persisiency made him geel that he would not
keep his cnime concealed 4in his bosom. 1T was
sune to be brought plain by one of those
arrows which cloud the aixn and are constantly
pricking, discovering, proclaiming Zhose things
which axne willed %o be forever hidden. He admitted
he could not degfend himself against this agency.
1t was noi within the power of vigilance ( p. J69).
Funthenmone, he was much agraid that some aurow

of scomn might Lay him mentafly Low before he could
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naise his protective tale ( p. 174).

These images of the knife and the arrow echo the image of the
ghost associated with Fleming's shame. Moreovers; there are further images,
of the "burden”, the "sore”, the "worm" and the ““eraven loon” which are
used to stress Fleming's pain as he realizes that isolation cannot be re-
warding.

As the gouth Looked at them the black weighi
0f his woe netwmed to him. He felt that he
was regarding a procession o4 choosen bedings.
The separation was as great o him as if they
had masched viith weapons of flame and banners
of sunkight. He could never be Like them (p. 170).
He discoverned that he had a sconching thiwt.
His face was s0 dry and grimy that he thought
he coutd feel his skin crackle. Each bone 04
his body had an ache in i, and seemingly
thneatened to break with each movement. His feet
were Like two sones. ALso, his body was calling
fon food. 1t was more powergul Zhan a dinect
hunger. Thene was a dull, weightlike feeling 4in
his siomach, and when he tried to walk, his head
suayed and he tottered. He could noi see with
déstinetness. Small patches of green mist gloated
befone his vision [ p. 171).
A monal vindicationws regarded by the youth
as a verny dmpontant thing. Without salve, he could
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not wed . the sone badge o4 his dishorowr
thiough Life. With his hearnt continually
asswiing him that he was despicable, he coutd
not exist without making it, through his
actions, apparent to alt men ( p. 173).
He would twly be a worm if any of his
comades should see him netwwning thus, the
marks of his f2ight upon him { p. 171).
In despairn, he declared that he was not
not Like those othens. He now concluded Lt
to be impossible that he should ever become
a heno. He was a craven Loon. Those pictures
of alory werne pitecus things. He groaned from
his heant and went staggering of4 ( p. 172).
Fleming turns to self-hate and despair, in contrast to his earlier
self-importance. We have come a long way since the depiction of a Fleming
cager to display his “eaple-eyed prowess'. He comes to the conclusion that
he is “"a villain” who will have mo chance to enjoy mercy. Unless the regiment
loses the battle, he is “a condemned wretch™ ( p. 173). Ironically, the
only way left to Fleming to recover his social identity is the loss of
battle by his regsment. lo illustrate Fleming's growing fear of retribution,
Crane uses once again the images of the serpent and the machine connoting
both betrayal and the repressive power of the regiment,
Presenily the calm head of a 4omwand-goding
column of Aidantrny appeared in the road. 1%

came swiftly on. Avodding the obstructions




gave it the sinuous movement of a serpent ( p. 169).
A defeat of the anmy had suggested itself

to him as a means of escape from the consequences

0§ his 4all. He considered, now, however, that it

was useless Lo think of such a possibility. HAis

education had been that suce 8s for that mighty

blue machine was certain: that it would make victodes

as a contrivance twws out buttons ( p. 173).

At the end of the second phase of Fleming's wental battle, the
protagonist is at the mercy of a bleak depair. Fleming's inner conflict finds
no solution. Indeed, the protagonist feels that he cannot manage to convf%e'
other soldiers that he is not a frightened villain who deserted the regiment

on purpose.

Moved by the instinct for self-preservation when he deserted the
regiment, Fleming is now stimulated by the same imtinct to recover his place
in the regiment. He had learned through experience that individual survival
is unthinkable outside society. Socially alienated, and mentally disintegrated
at the cry beginning of the second phase of his mental battle, Fleming des~
parately needs social redemption at all costs by rtie end of the second phase.

To recover his social identity Fleming needs external forces beyond
his control to help him. Fleming's individual efforts have proved useless
to rescue him from isclation. Crane intervenes and helps his protagonist.

Unexpectedly, the fight is lost to allow Fleming to recover his msition,



unnoticed, in the regiment. Moreover, the writer provides his protagonist
with the prerequisites needed to enjoy the trust and mutual confidence of
his fellow soldiers, the members of the social microcosm wich is the
regiment: undeservedly thrust upon him, a red badge of courage and a battle
flag are symbolically the redeeming devices used by Crane to free Fleming
from retribution and to give him the strength to recover "his feeling of
oneness withﬁ%illows“ and to enjoy success in the last stages of the battle.
IIn the third phase of Fleming's mental battle, it is under battle
fire that he tests his power. Before moving om to a close examiraion of
this last phase of the novel, it is necessary to indicate the main points
underlying the previous phases.
In the first phase of his mental battle, Fleming devoted most
of his time to thoughts; he was brooding over his anticipated involvement
in battle. Unable to flee from the first battle, he then was compelled
to play his part in it as "amn automatic affair". Desperately threatened
by the second battle, the youth put down his gun and deserted his regiment.
Characterized by his flight denoting physical and spiritual isolatiom,
the second phase of Fleming's mental battle may be labelled as the phase
of knowledge. Through this phase, Fleming comes to know the destructive
horror of war; moreover, he comes to realize that once the truth is known -
that war is destruction - one cannot enjoy security by betraying it through
flight; rather, one has to face horror and rely on forces beyond one's
control to survive; indeed, as Fleming himself comes to know, there is no
security tofg%und on the battlefield where horror is rampant. That is to
say, in the second phase of his mental battle, the protagonist, inactive

cn the physical battlefield, devoted most of his time to the acquisition



of lessons.

Unlike the second pﬂﬁses the third phase of Fleming's mental battle
is devoted to the protagonist’s performance of public deeds while hiding,
at the same time, private failings. At this stage in the novel, Fleming
has acquired the dose of boldness he needed. Psychologically, Fleming is
ready to fight without scruples. The protgpnist's inner conflict will find
solution in his active participaion in battle. To fail or to manage to recover
his social identity through courageous actions on the physical battlefield
is now the major problem in the protagonist's mind; he is no longer
contemplating persuasive speeches full of lies to justify his flight; he
is rather concerned with reccvering through actions what he failed to
achieve through words in the second phase of his mental battle = confidence
and the feeling of oneness with his regiment.

In the last phase of Fleming's mental battle, the mental struggle
is as exacting as in the previous mental battles. Indeed, Fleming cannot
cscape from his previously shameful experiences, his flight and his cruelty
toward the dying "tattered man". He knows of himself what other soldiers on,
the physical battlefield cannot see in him, his act of desertion. In other
words, Fleming's rationalization of his private failings and the fear of .
betraying them through shaueful actions on the physical battlefield, requires
a great deal of mental strength. Crane's imagery still functioms to show
Fleming's mental torture, his fear of retribution, and to deflate romantic
heroism by mocking Fleming's reactions in particular, and by ridiculing
the behaviour of the scldiers in general.

In the last section, one finds again the images of the ghost,

the machine and disease. Moreover, there are images of wild animals,
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including the snake, the monster, and the buffalo, and domestic animals,
such as the hound. Mentigwed previously, the images of the sea and of
thunder are fully developed in this last section. The image of the

coffin is present in the last part of the novel, and connotes death and
cowardice on the physical battlefield. In this last phase, through which
the protagenist has managed to enjoy fame as a good fighter, the battle
has become fiercer than before. Therefore, the images highlight primitive
animality in action, at its highest level.

Victorious fighters are identifiee‘ with hounds in pursuit of
prey. The image of the ghost that controls the last stage of the tmrd
section plays a key role in the novel. The ghost, ~ssociated with im-

senrtality, connotes Fleming's haunting remorse for his private failings
on the battlefield, unknown to the rest of the army - his desertion and
his inhumanity reflected by his failure to help a dying soldier. The ghost
of shame present in Fleming's wind prev<-ts him frem enjoying the so-called
glory associated with his public deeds that are applauded by other soldiers
in the last stages of the war.

Before providing him with the redeeming red badge of courage,
Crane introduces the image of the sea associated with hostility. In addition,
the image of the animal is used onee again to suggest fear of retribution.

The cofum that had butted stoutly at the

obstacles in the noad-way was barely out of Zthe
youth's sight before he saw dark waves 04 men

come sweeping out of the woods and down through the
4ields. He knew at once that the stad §4iberns had
been washed 4rom thein heants. They were bwiwsiing

fnom thein coats and theirn equipments as from
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entanglements . They charged down upon him Like
tewified buffaloes | p. 174).

The #ight was Lost. The dragons were coming
with invincible stnides. The anmy, helpless 4in
the matted thickets and bLinded by the overhanging
night, was going to he swallowed. War, the ned
aninal, warn, the Llood-swollen god, would have bLoated
gl | p. 175).

The images of the "dark waves', "terrified buffaloes', "dragons"
and “red animal" highlight Fleming's fer of capital punishment if the
regiment comes to know Fleming's betrayal.

The fight lost, the soldiers confused and dismayed, Fleming enjoys
the opportunity to join the retreating infantry. Unexpectedly and fortumately,
Fleming gets the wound he was longing for to mask his earlier deserticn.

They sometimes gabbled insanely. One huge man

was asking of the sky: "Say, where de plank road?"
1+ was as if he had Lost a child. He wept in his
pain and dispay ( p. 175).

Eager to run, the "huge man" is troubled by Fleming who, ashamed
6 his flight, is trying hard to ask him questions, "stammering, struggling
with his balking tongue' ( p. 175).

let go mel”
"Why - why -" stuttered the youth.
"ell, they!" bawled the man in a Lwud rage.
He adnoitly and fiercely swung his rnigle. 1%
crushed upon the youth's head. The man han on.
The youth's §ingens had tunned to paste upon the
othen's aam, The energy was smitfen grom his muscles.
He saw the flaming wings of Lightening fash before
his vision. There was a deafening rumble of thunden
within his head ( p. 175).

He went tall soldier fashion. He imagined secfuded
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Apoié where He dould fall and be unmolested. To
sbanch for one he strove against the tide of his
pdin { p. 176).
The imapes of the "fldming wings"”, "thunder” and "tide" denote
Fleming's physidai agony and connote spiritual redemption through pain.
Fleming's wound is not gained through any noble or heroic action; it is
simply the restult of a fellow soldier's exasperation.
tronically viewed ds the red badge of courage, Fleming's wound
symbolically pldys the role of a passpott to the tecovery of his social
identity. Through the so-called red badge of courage, Crane seems to suggest
that it does not matter whether what one believes in is right or wrong;
what matters is the effect associated with one's belief(s). Indeed, other
soldiers believe in Fleming's courage, ironically associated with the wound,
cowardly gained. Although the general belief in Fleming's courage is false,
t is associated with an unexpected effect - the recovery of social identity.
Bat is to say, behind this wound, Fleming hides his shame; one may even view
the wound as a personal flag of shame associated with his desertion; yet,
society represented by the regiment in this specific case, views it as a
red badge of courage. Shame is mentally a destructive weapon;.
ironically, the red badge of courage brings about faith and mutual con-
fidence, mentally constructive in society. Fleming embodies the contra-
diction of rersonal shame and social esteem.
Wounded, Fleming is helped by a friendly soldier who shows
him the whereabouts of his regiment. To show Fleming's fear of potential
punishment and his physical agony due to the wound and to his hunger, Crane
uses again the imagery of disease and of monsters.
The youth went slowly toward the fire indicated by
his departed frniend.... He had a conviction that
he would soon feel in his sone hearnt the barbed
missiles of nidicule. He had no strnength to invent
a tale; he would be a s04t tanget.
He made vague plans to go off 4into the deeper darkness
and hide, but they wene all destroyed by the voices of
exhaustion and pain from his body. His ailments, clamoring,




fonced hun to seek the place of food and rest,
at whatever cost ( p. 180).

» The uge of "sore" connotes Fleming's heavy burden of guilt while
the "barbed missiles"” stand for anticipated and feared retribution. Similarly,
the "Black and monsttruous figure', used in the following sentence, represents
anget and the {'ebressive powet anticipated in Fleming's mind, embodied by the
regiment that fze ofice betrayed. "0f a sudden he confronted a black and

monstruous figure" ( p. 180). The figure denotes the first private Fleming
mecets when he comes back to recover his place in the regiment.

On his return to the regiment, Fleming unexpectedly tries to reduce
tkhe importance of his flight; as no one has discovered his cowardice, this
seems to reduce its significance. His vision of himself recovers dignity.

"He had performed his mistakes in the dark, so he was gill a man" (p. 190).
His panting agonies of the past he put out of
his s4ght.
In the present, he declared to himsel§ Zhat it
was only the doomed and the damned who roared with
sincenity at circumstance. A man with a §ull stomach

B and the nespect of his fellows had no business to scold

about anything that he might think to be wiong 4in the
ways of the universe, on even the ways of society. Let
the unforntunates rail; the othens may play marbles.

A faith in himself had secnetly bLossomed. There was
a Little flowen of confidence growing within him. He was
now a man of experience. He had been out among dragons,

he said, and he assured himself that they were not
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50 hideous as he had imagined them. ALso They wrere
inaccunate; they did not sting with precision.
A stout heant often, defdied, and defying, escaped.
And funthermone, how could they RILE him who
wdd the chosen of gods doomed Lo greainess.
He hemembered how some of the men had nun from
the battle. ... They were weak montals. As forn himsels,
he had fLed with discretion and dignity ( p. 190- 191).
Crane's use of language stresses Fleming's pride and confidence
renewed. If one remembers the past experience related to Fleming's flight,
one cannot fail to see that Crane's language at this 3atage in the novel, is
agociated with a deflating irony to mock Fleming's reactions after his
re-entry into the regiment. Crane is being ironic through the protagonist's
glf-esteem, that seems to be exaggerated on purpose to mock him. He could
not be killed because he "was the chosen of gods doomed to greatneis".
It is as if, at this point he has forgotten, or hidden from himself, the
lessons about war that he has learned up to this point. Recovering his
social identity, he also recovers self-delusion though.. perhaps by none
it is a protective veneer rather than a sign of naivety. He also appears
arrogant now, though ironically he has adieved nothing, has acted in a
owardly way, and was wounded only as a result of another soldier's exasperation.
To show the effect that the forthcoming battle has on the minds 04
the soldiers, Crane uses once again images of the ghost, the hound and
‘thunder, associated with the fear of potential death.
The men's faces grew dofeful grom the interpreting
0f omens. Takes of hesitation and uncertainly on the

1




part of those high in place and responsibility came

to thein ecans. Stondes of disaster were borwme into

theih minds with many pfwoﬁb. This din of musketry on

the right, gwiing Like a reledsed genie of sound,

expressed and emphasized the anmy's plight { p. 193).

This nodise, following Like the vellings of eager.

medallic hounds, increased to a Loud and jouyous bursit,

and then, as the sun went serevdy up fhe sky, throwdng

ALLuminating nays into the gloomy thickets, it broke

forth intc prolonged pealings. The woods began to crakle

as if agine ( p. 195).

oo In this pant of the §ield there passed s€owly the .

intense moments that precede the tempest ( p. 196).

A single nifle, joined by many othens, flashed An

a thicket before the negiment., There was a might song

04 clashes and crashes that went sweeping.through the

woods. The guns <in the near, aroused and enraged by

shells ithat had been thrown bwwi-Like ai them, suddenly

involved themselves in a hideous altercation with

anothen band cf guns. The battle roan settled Lo a

.)wi’,ung thunder, which was a single, Long explosdon (p. 196).

Din, an omen of forthcoming disaster in Crane's novel, creates

a destructive effect on the minds of the soldiers. Compared to "a released
genie of sound”’ and the ‘yellings of metallic hounds”, the battle din denotes
vhysical destruction in general, and portends the pctential mental and

pkysical disintegration of individual soldiers in particular. Hence metallic
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hounds connote the enemy. powerful enough to hunt and destroy its prey,
those soldiers damed to lose the battlz.
During the fight, Fleming realizes that war is an exacting experience.

His §4ingens twined nervousty about his nifle.

He wished that it was an engine of annihifating

power. He felt that he and his companions were

being taunted and derided from sincere convietions

that they were poor and puny. His knowledge 04 his

inability to iake vengeance for it made his nage 4into

a dank and stonmy specter, that possessed him and madehirn

deam of abominable cruelties. The tormenfors were

feies sucking insolently at his blood, and he thought

that he would have given his Life for a revenge of

seeing thein faces 4in pitiful plights ( p. 197).

To the youth the §ightens nesembled animaks tossed
fon a death struggle into a dark pit. There was a -
sonsation that he and his §ellows, at bay, were pushing
back, always pushing fierce onslaughts of creatures who
were slippery ( p. 198).

When in a dream, it occured to the youth that his
nigle was an impotent stick, he Lost sense of everything
but his hate. his desine to smash into pulp the glittering
smile of victory which he could feel upon the faces of his
enemies .

The blue smoke-swallowed Line curled and wiithed Like

a snake stepped upon. Tt swung 4ts ends Zo and §ro 4in




—-H8—

an agony of fear and rage (p. 1980).
The images of the "stormy specter’, "animals’', the “dark pit",

the "impotent stick'" and the "snake stepped upon" suggest the overriding
power of the ememy at the very Bepinning of the fight. As a result, Fleming's
regiment is in trouble; it is undergoing a tremendous eyerience. Fleming
has used up all his strength, and in vain.

When the enemy seemed falling back begore him and

his fellows, he went intantly forwand, £ike a dog

who, seeing his foes Lagging, twws and insists upon

being pursued. And when he was compelled Lo retire

again, he did it slowly, sublenly, Zaking sps o4

wrathful despain | p. 198).

The image of the "desperate dog" suggests that “courage has
primarily a social reality, that it is a quality which exists not absolutely
bt by virtue of other men's opinions!’c%leming feels desperate, and actually
cowardly, yet his fellow soldiers view him as a courageous private. His
“eourage’’ lies in the opinions of other privafes sather than in Fleming's
actual deeds.

Blinded by rage like any beast which, once injured musters up
all its remaining strength tu struggle against its aggressor, Fleming
devotes all his power to the fight so that he forgets that the enemy has
deserted the battleground. As a result, he continues to fire at nothing;
ironicallly, he continues to shoot as the agressive enemy is still present
in his mind.

Once he, 4n his intent hate, was almosi alone,

and was §irning, when all those new: him had ceased.




Crane's treatment of Fleming's maction to this particular fight

Although Fleming shcots at an imaginary enemy, his act helps him

destroys the romantic conccept of heroism. That is to say,

.,69_

He was s0 engnossed in his occupation that he wad
i

¥

not awane of a Lull.
He was recalled by a hon‘;e Laugh and a sentence
that came to his eans in o voice of contempt and
amazement. "Yeh infernal ook, don't yeh know enough
2! guit when there ain't anything t' shootl at?
Good Gawd!™
He twwied then and, pausing with his nifle Thrown
hatf into position, Looked at the blue Line of his
comuades . Durning this moment of Lelsure they seemed all
Zo be engaged in staring with astonishment at him. They

had become spectatons. Tuwning to the front again he

saw, unden the figted smoke, a deserted ground ( pp. 198- 199).

demands it, controls his actions, and therefore his reactions should
consciously depend upon the nature of danger being faced. Fleming's reaction
to this particular fight is inconsistent with a siuation devoid of danger -
which ie a floaw deflating ideal courage, and therefore suggesting that
“eourage is not a conscious striving for an ideal mode of behaviour but a

temporary delirium derived from animal fury and social pride or f.ta.e.r"‘."1

to enjoy self-esteem:

These incidents made the youth ponden. 1£ was neveaked £o
him that he had been a barbarian, a beast. He had gought
Like a pagan who defends his nekigion. Regarding it, he

a hero as convention
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saw that it was fine, wild, and, in some ways, easy.

He had been a themendous §igure, no doubt. By this
sthuggle he had overcome obstacles which he had admitted
1o be mountains. They had fallen Eike paper peaks,

and he was now what he called a hero. And he had not been
aware of the process, He had sept and awakening, found
himself a knight ( pp. 199- 200).

The images of "a barbarian", of "a beast”, of "a pagan", and of
“a knight" denote Fleming's admiration; he seems to he prepared to comply with
the requirements of his duty although they may prove ridiculous to him.

-The image of the "knight" suggests Crane's irony; although Fleming has not
really performed a heroic =2ct, other soldiers view him as a bold soldier,
a'knight worth admiring. Fleming thinks that he can identify hiself with his
group through barbaric, animalistic actions on the battlefield. He realizes
that he has made a long step towards success in battle. Fleming's self-
identification with "a beast” suggests the protagonist‘s recognition of the
inhumanity associated with boldness, progressively injected into his mind
through his earlier exposal to the horror of war. The recognition he has
won from other soldirs has had a positive effect upon his mind; his self=-
admiration decreases his mental torture, and therefore prepares him to face
danger ahead.

As if to suddenly destroy Fleming's new found self-esteem, the
writer makes his protagonist overhear his officers who are discussing the
next offensive. Fleming now sees himself from another point of view, not
as someone admired by his colleagues, but as a mere component of his regiment.

The effect is shattering:
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"I don't believe many of your mule divers wikl get
back."

With dcared faces, the youth and his companion huwwiied
back tv the Line.

- These happenings had occupied an incredibly shont time,
et Zhe youth felt that in them he had been made aged.
New eyes were given to him. And the most starntling thing
was Lo Learn suddenly that he was verny insignificant.

The officern spoke of the negiment as if he neferred o

a broom. Some parnt of the woods needed sweeping, perhaps,
and he menely indicated a broom in a tone properly
Andiffernent to its fate | p. 203).

The image of the "broom" suggests Fleming's new discovery about
war: officers do not worry about the loss of individual soldiers as long as
the whole army can win the battle. Identified with a broom, the regiment
is a tool used to defend the general interest of the army; as long as the
regiment can comply with the requirements associated with its duty and the
glory i the army as a whole, no one will worry about the loss of individual
soldiers. The whole regiment may be sacrified for the benefit of the
army. Specifically, the protagonist, who formerly viewed himself as the
chosen of gods doomed to greatness", comes to know that he is insignificant
as a simple member of the regiment.

In the next bout of fighting, a battle flag is unexpectedly thrust
upon Fleming. As a result, the protagonist enjoys tremendous success in battle.

Associated with pride, glory and victory, the flag symbolically provides

Fleming with new strength and boldness, prerequisites likely to help him to
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face horror without scruples.

In the mad schamble he was aware that the colon

sergeant 5L£hed suddenly, as 4§ sthuck by a

bLudgeon. He faltered, and then became motionLess,

save fon his quiverdng hnees | p. 209).

This passage points out the unexpected deth of the colour sergeant.

This is of benefit to Fleming, as he seizes the flag that the dead soldier
was bearing. This symbolically intensifies his strength and boldness
throughout the remaining stages of the battle. With the flag im his hand,

Fleming begins to fight and act almost as if he was the commander of the

regiment.
He presently wrapped his heant in the cloak of his
pride and kepit the flag erect. He hwamgued his §ellows,
pushing. against their chests with his §ree hand.
To those he knew well he made frantic appeals, beseeching
them by name. Between him and the Lieutenant, scolding
and near o Losing his mind with nage, there was felt
a swtle fellowship and equality. They supported each
other in all manner of hoarnse, howling protest.
But the negiment was a machine nun down. The two
men babbled at a fonceless thing ( p. 221).
Fleming proves to be more courageous than his lieutenant. His
confidence and boldness intensified through the flag seized, Fleming «
eventually enjoys success in battle; he and his friend Wilson, are
;omplimented by their officers: "They deserve t' be major generals"

( p. 218).
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Crane closes the novel by echoing the main images uses throughout

the work. It is the image of the ghost which controls the concluding pages
of the novel:
Nevertheless, the ghost of his §Light from the §inst
engagement appeared to him and danced. Thesewere
small Shouttings in his brain about these
matlens. For a memend he blushed, and the Light of
his soul geickened with shame.

A specten of reproach came to him. There Loomed
the dogging memony of the tattered sofdier - he
who, gored by bullets and faint fon blood, had
fretted concerning an imagined wound in anothen;
he who Eoaned his Last stnength and intellect fon
the takl soldien; he who, bfind with weariness and
pain, had been desented in the §ield.

Forn an instant a wretched chill of sweat was
upon him at the thought that he might be detected
in the thing. As he stood persistently befonre
his visdon, he gave vent to a cry of shanp iwviition
and agony.

His friend tumwned. "What's the matten Henny?"
he demanded. The youth's nreply was an outburst
0f crnimson oaths.

As he marnched along #e Little branchhung
hoadway among his prattling companions this vision
0f euelty Loomed over him. 1t clung near him always
and darkened his view of these deeds in purple and
gold. Whichever way his thoughts tuned they were ¢ =\\owed
by the somber phantom. of the desertion in the
fields ( pp. 229- 230).

The image of the ghost is associated 3iﬁ2rfleming‘s failures,
and subsequent mental agony. By ending the novel = this image, Crane
seems to point out that there is no individual security outside society;

associated with guilt and shame, the ghost stands for Fleming's betrayal;
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he betrayed society by deserting the regiment; he betrayed humane society
by abandoning the dying '"tattered man" at the very moment that he neéded
help. As a result, he has to pay for it - he cannot enjoy inner mace because
of guiit,

If one trusts Fleming's view of himself as a successful and
.vervic figure in the eyes of other soldiers, one might feel that at the end
of the novel, he has achieved mental peace. Unfortunately, the protagonist
still undergoes mental torture although the literal war has come to an end.
This is highlighited by the very image of the ghost. Instead of enjoying
(self-)esteem associated with his plic deeds, Fleming is plagued by the
guilt of his personal failings even though he tries hard to rationalize
them. Unfortunately, one cannot enjoy mental peace by relying on ratio-
nalization. Indeed, mtionalization denotes mental crisis, and therefore
precludes inner peace - a prerequisite underlying psychological balance
and human welfare. -

The image of the ghost suggests also that the apparent is not
necessarily true. Unknown to his fellow soldiers who view him as a hero,
Fleming is still wretchedly plagued by his hidden failings. The protagonist's
pullic deeds contrast with his private failings. Fleming cannot really
experience inner satisfaction because of his guilt.

In his mental war, Fleming lost the two first battles. Overcome
by ﬁis inner conflict, the protagonist took refuge in flight. Overcome by
insecurity in his physical and mental isolation, Fleming failed to recover
his group identity through his own actions. To recover his group identity,
he had to rely on naturalistic forces beyond his control - the defeat

of the army, the unexpected wound aad the flag thrust upon him. One may
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say that apparently Fleming wins the last battle of his mental war,
Supported by outer forces béyond his control, Fleming manages to recover
the feeling of oneness witﬁ his fellow soldiers through his public deeds.
On the other hand, Fleming's last mental battle is lost in a

sense, if one remembers that the ghosf of guilt and shame is harmful to
mental health; the mental saes have been cured through the recovery of
group idenfitj, but tHe fental scars cannot "fade like flowers" as the
protagonist seems to think. Ohée may enjoy inher peace while bearing

bodily scars, but one cannot enjoy inmer security if the scars are located
in the mind. Associated with immortality and overriding power defying
numan forces, the ghost connotes Fleming's guilt and shame which will deny

his psychological peace.

To close the study of the imagery of the mental battlefield in

The Red Badge of Courage, it is useful to consider the supporting imagery

of the garden. It occurs throughout the novet but achieves its significance
in the last stage of Fleming's mental strife. Indeed, it is in this last
section of the mvel that the garden, colorful in the earlier sections,

becomes hellish. The image of the garden in The Red Badge of Courage

produces, and intensifies, an ironic effect in the novel. Both colorful
and hellish, this image reduces man's sase of dignity and self-esteem by
suggesting the "core of amorality" inherent in human nature, hidden
behind an apparent '"shell” of perfect morality, virtue, if not holiness.
Identified with a garden,the literal battlefield cousists of strange

flowers that do not suggest romance: they rather portend Fleming's imminent
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mental sirife. In the follewing passage the red colour is introduced to
mean Jdanger in general.
A niver, ambertinted in the shadow of 4its banks,
purled at the anmy's feet; and at night, when the
stneam had become of a sornowful blackness, one
could Aee acnoss it the ned, eyelike gleam of
hostile camp 4ires set in the Low brows of distant
hills ( p. 115).

The red coleour is echoed in the following sentence to suggest
danger individualized in Fleming's mind.

Staning once at the ned eyes across the niver, he
concedved them to be ghowing Langen, as the orbs
of drnagons advancding ( p. 126).

The image of the colorful garden supports the imagery of the
mental battlefield. The colorful garden consists of bright and dark
colours dominated by blue, red, yellow and gray. Bright colours do not
only suggest order associated with nature. Paradoxically, they are often
meant to show horror or Fleming's mental c:isis.

' At nightfall the cofumn broke into regimental
pieces, and the gragments went into the fdields to
camp. Tents sprang up Like stmge plants. Camp f4ires,
Like ned, peculion blossoms, dotted the night (p. 128).

It is the battlefield which is identified with a garden; its
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