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III. Thierry vs. Pinabel

Christian

French

weakness

humility/group orientation

Though Roland.initially appeared to be about religious difference, its second

and third battles togerher offer a new interpretation. By matching adversar-

ies marked by equivalent strength or similar nationality and religion, the final

encounters shift the text's emphasis from religion to group orientation. The

first battle repeatedly invokes the differences between the combatants' reli-

gions, but it also stresses the surprise nature of the Saracen attack and the

overwhelming superiority of Marsile's forces. \7e might easily come away

from this episod,e understanding rhar the outcome was caused entirely by

Ganelon's treachery and the pagans' srrength. However, the hand-to-hand

combat between Charlemagne and Baligant effectively eliminates physical

superiority as an operative variable. Similarly' the judicial duel between two

Christians shunts attention away from religion as the all-powerful difference

that it once apPeared.

Though it began as a religious epic, The song of Roland ends as a feudal

fable stressing fealty, a caurionary tale warning against elevation of personal

concerns above respect for the welfare of the group. \rhile it stresses christi-

anity throughout, Roland's shift from narrow nationalism to a more inclu-

sive concern for the entire empire displaces the emphasis from religion as

such to a broad concepr of christendom, along with allegiance to christian

leaders. Making a similar point in another way, we may say that the effect of

Roland.'spolarity adjustment is to transfer emphasis from the primary axis of

symmetry, dependent on religious difference, to the integrative axis, with its

accent on the relationship between the individual and the group'

\N

TH REE Dual-Focus Narrative

irrdividua!p!4ys the lead rolä, individials serve

VS.

vs.

vs.

vs.

Christian

French

strength

vanity/individualism

rorical thrust. Each new pair of following-units is related to the previous pair
by rhe principle of gplacement. The texr's structure resembles that of an
c,lrral-arm balance. \fh;;;"-ber of one group changes sides or refuses ro

w'ithin this basic pamern rwo separare but complemenrary models may be
.liscerned. The first operares as if the two opposed groups carried rhe same
rnilgneric charge. As the text progresses and the two sides come closer to-

licr hcr, the group that is more firmly fixed repels the other from its field.
l;ixrrtion is effected by the texr's rherorical dimension, eliciting the reader's
rvr'Plrhy for one side over the other. This pattern, which I call "dual-focus

- 
r'pit," normally concludes with the elimination or containm..r, oTllld.-=
r,rrtlcrnnccl by the text's rhetoric. Many of the texts that display this pattern

he Song ofRoland displays the characteristics of a narrarive rype
that I call "dual-focus." The narrator follows no single charac-

" ," /  1 hrs paral le l lsm-
irrcluces comparison of the two sides and is the source of the textbGain rGl



are Popular in nature, ranging from the medieval popular epic to comlc

rtrffiffi.nce fiction, and from the Gothic novel and roman feuilleton to

the Hollywood western. Other dual-focus epics are religious in nature, in-

cluding major portions of the Old Testament, the New Testament book of

Revelation (Apocalypse), Hesiod's Theogony, and the Babylonian Genesis

known as Enuma Elish.Vherever there is religion, there is of course parody,

as evidenced by works as diverse as the early Batrachom4omachia ("Battle of

the Frogs and Mice"), the Roman d'e Renart, the Renaissance mock epic, and

Jonathan Swift's Banle of the Boohs. Many rexrs that have normally been

read, like Roland, as rhe stories of individual heroes, make more sense when

they are returned to their rightful place in the dual-focus tradition. Later we

shall have occasion ro see why Homer's IliadandVergilt Aeneidshouldbe

placed among this number.

Dual-focus narrative is not restricted to literary texts. It extends to his-

torical narratives like Thucydides' History of the Peloponnesian War, Tacitus's

accounr of the aftermath of Nero's death in the first book of his Histzryt, and

Augustine's City of God, as well as historical fictions from Flaubert's Salam'

rnbö to the films of Sergei Eisenstein. The cinema is a favorite medium for,

the development of dual-focus potential, in such films as D. W. Griffith's
__

Wirth of a Notioffition,Luis Bufiuel's Viridiana, and

,"o.", of popular favorites like Merian C. Cooper and Ernest B. Schoed-

sack's King Kong, Cecrl B. De Mille's (Inconquerecl, and Gordon Douglas's

ThrmtTh@arts have also long borrowed the form and themattc con-

cerns of dual-focus epic, from the high culture of Romanesque Last Judg-

ment scenes to the commercial simplicity of magazine advertisements

showing two washing machines and two equal-sized boxes of detergent, the

lowly Brand X and the New! Improved! \7ill-get-your-clothes-one-hundred-

percent-brighter Brand Y. In all these texts, irreducible differences place the

two sides in opposition, crearing pressure that ultimately leads to domina-

tion by one of the two groups.

Another group of rexts, which I call "dual-focus pastoral," shares almost

allthe.h",".t., i ,t icsofdual-focusepic.D'"1T*."PGrtextsretainthe

alternating following-pattern and parallelism, group-conscious and,aPsycho-,

logical .h].rr...rr, piogr.rrio., bt ffi; ffif,".Et oPeratcs ac-

.o.dEä-l-bfr nE6--.--fä'irm, accom pa n ied by rhe ba s ic d ua I -f oc us

..^d..r""y to suppress the temporal flow in favor of static spatial structures.

l ) l l^ l  l ( ) ( t l  \  \ \ t ( t { \ l l \ l

The difference between the two forms stems from a simple shift in the rela-
t ionship berween rhe two mirror- image groups. lFdual- focus epic sets one
side agli-nslthe other, like similarly charged magners laying equivalent claims
to the same space, dual-focus pastoral features magnets with opposite charges,
two sides that seek union. \Whether or nor the primar)' identit), gf the two
sides in dual-focus pastoral is sexual (as it usually is in \festern literature),
one side is almost always 

"r.o&GäFith 
a strong male factor, while the other

opica or Longus's Daphnis and chloe, to a Renaissance pasroral novel like
Honord d'Urfe's Asträe, all the way to the Hollywood musical, dual-focus
pasroralbas sgjrrued nearly unchan . Wesrern sociery hr, 

"l*"yf6unä-
plaöe for this dual-focus complemenr ro the more highly regarded epic form,
as we see in the Old Testamenr books of Ruth and Song of Songs, medieval
romances like Boccaccio's Fi/ostrato, Chrdtien de Troyes's Cligis, the Proven-
gal Roman de Flamenca, or Aucassin et Nicolette's clever parody, and modern
love stories as diverse as Nathaniel Hawthorne's House of seuen Gables and

James camercn's Titanic.In fact, 4g3l-focus+awlh". o_ftqr b.gtr ,9+-
bined with dual-focus epic, as in the amorous diplomacy of Esther in the
Bible' the Nibelungenlied, and Honord de Balzac's Les chouans, or the thrills
and then chills of Geoffrey chaucer's Troilus and Cressida, Robert \fise's
West Side Story, and Vittorio De Sica's Tbe Garden of the Finzi-Contini. The
g.nt. of @has shown a continuing capacity ro mcrge
-L^ -  C e . l  r .  .  a . r1

!h.,tyq-foruss*fot@, a damsel in distress, and a

Beginnings

Let us begin with a metaphor, a touchstone to which we can return from
rir'c t. timc ro validate our results: dual-focus narrative is a.chess game, a

I )  tJA I , - IToCU S NA ITRATIVF
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where tlxtrvsiu:rrnove alternately according to a

simpIesetofrules, ."Äpi ." .having"f f i ingfulonly in

terms of the larger fate of its side' The battle takes place in time' yet strategy

must be conceived in space, the opponent's position remaining fully as im-

portant as the attacker's plans. How then does this game begin? \fhat action

-,rr, 
b. performed in ord., for the match to start? \rhite moves first' but

mu"h h", taken place before \rhite can advance the first pawn' Two actions

precede \7hite's hrr, 
-orr., 

and precede it they must' for without the chess-

board and the pieces the competition cannot begin'

Twosimpleprocedurescharacterizethecreationofthedual-focusworld.

First, a .o.t,.rr.d ,p".. 
-ust 

be created,.Jimited on all sides and clearly dis-

playing i,, 
-"jo, 

@fgvm,=ttry 
\rh; kimf a match would it be if the

,hr.",.r,.d pi..., .o,rtd .ifrl@euver o6f the board in order to escaPe the

attack?Second,thep1ayersmustbediv idedi ' ,o@.

clearly idenrif iable by a diFferen.gl"glot,-uniform' language' sex' or other

e beginl in just this way' The day be-

The living elements at war with lifelessness. . . .
No living crearur€s knew that land, that sea
V/here heat fell against cold, cold against heat-
Roughness at war with smooth and wet with drought.
Things that gave way entered unyielding masses,
Heaviness fell into things that had no weight.

Then God or Nature calmed the elements:
Land fell away from sky and sea from land,
And aether drew away from cloud and rain. (ryl8:l)

The cosmogonic act creates a world and a language, but not just any world,
not just any language. Both are built on rhe principle of binary opposition,
so that the war of the words can adequately describe the battle of the ele-
ments, those of the text as well as those of the world.

If ovid's style depends on a series of oppositions, it is clearly because only a
nominal, dichotomized style. can properly evoke the world seen from a
dual-focus perspective. 'when Augustine writes his confessions, he evokes his
past sins and shows by what acrions, by what thoughts, he changed his life. He
has no room for balanced opposition ofnoun to noun, ofclause to clause, be-
cause the whole point of his account is to reveal not the static binary nature of
the world but man's opportunity for change. 'sü'hen Augusrine rurns ro hisrory,
however, his style turns along with him. The City of Godrewrites the history of
mankind as rhe unceasing opposition between two cities. consequently, its
style appears to be generated by the simplest of computers, rhe use of any noun
immediately calling forth its mirror-image counrerpart. The city of God (bt
not The Confession) clearly operares according to dual-focus principles.

The lexicon of dual-focus rexts resembles that of our chess metaphor. The
game cannot be played until and unless every "white bishop" is given a cor-
responding "black bishop." Dual-focus vocabulary is thus double, contain-
ing bo,h@ ("bishop") 

""d @
allegiance ("white" or "black"). In fact, dual-focus vocabulary is doubly
double. If the contrasr between a white bishop and a black bishop activates
the text's axis of symmerry, the juxtaposition of a white bishop and a white
king feeds the text's integrative axis. This bipartite status of dual-focus words
requires a two-parr analytical process like that used above for The song of
l?oland

I )  l jAl , t r ( )c(Js N A t{  t iAl  tVFl

fore, there were men 
"ll 

o,r., the field, running this way and that' chaotic'

helter-skelter, chasing Passes onto the cinder track and errant kicks into the

stands. The next 
-or.ritg, 

the groundskeepers appear' outlining the playing

surface in bright white chalk. \When game time arrives' the teams pour out

of the chute onto rhe field, the home team clearly identified by its gold hel-

metsandblackuni forms,thevis i torsresplendent intheirgreenandwhite.

The game can now begin, because the formless mass of the day before has

achieved differentiation through the magic effect of white lines and

color-coded uniforms. The undefined, unbounded battleground has now

Before land was and 5ex-fsfols air and sky

Arched over all, all Nature was all Chaos,

The rounded body of all things in one ,

l ) l l , \ l  I i ( ) (  t  S N/\ l l l { i \ l l \ ' l '
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r.organizationofthetextintopairsofactions,chafactefs,orfollowing.untts

defined according to the same parameter'

z. Comparison of the two elements in each pair in order to isolate the charac-

teristics particular to each side'

AsusedbyOvid,"heat"and'"cold"arenottwodi f ferent ' independent

words but the same word with opposite signs' To read these terms success-

fully, we need to recognizeht"'""J cold not as separate terms but as the two

parts of a dual concePt' containing both a Parameter of comparison (heat)

and a marker of allegiance (the opio'itt plus and minus signs)' Only in this

waycanwemakesenseofdual-focusnafrative'scharacteristicmethodofor-

ganizing texts and wo rlds'
' 

I., käpirrg with dual-focus modes of understanding' the Old Testament

ness is not created', n@simultaneou.sly 
consti-

;;G both paired elements. \(oman is not creared separately trom man'

she is separ ated wo-mar, fro;;-^ n Even the Jewish people are by no

meanscreated, inthemodernsen-seofthatword; instead,theyaredi f feren-

tiated. Just as the Tower of Babel story explains the dispersion of a single

Ianguage into many, the Genesis account ofAdam's descendants shows how

a single family gave rise to many nations' with Israel in the center and its

enemiesinout ly inglands.outofs ib l ingr ivalrysi tuat ions,Genesisgener.

ates the foes that PI;;"t Israel throughout tht Old Testament' From the

line of Cain come the herdsmen who live in tents' those who have no fixed

home. Ham, who gazed onhis father's nakedness' gives rise to a long list of

Israel 'st radi t ionalenemies' includingtheBabylonians'Egypt ians'Assyr i -

ans, and philistines. Lot, Abraha-', ,.ph.* who slept with his daughters,

is the father of the Moabites and Ammonites' The Edomites descend from

Esau, whose intermarriage with for

birthright" long before he was form'

mother and Younger brother' Jacob'

his would-be fratricidal brothers at

sibling rivalry cease' now that the Israelites and their enemies are well de-

fined. This separati;n stage reaches its culmination at the beginning of Ex-

odus with the Passover, reaffirming seParation of the world into Jew and

non-Jew.

, ' , .11 r()(  I  \  N^rtr{^ l rvI

The subsequent giving of the law to Moses on Mount Sinai thus entails
little new material. It is simply a recognition of already established principles,
a codification of the reasoning behind the previous differentiation of the
world into two radically different groups and value sysrems. Cain set himself
before God ("You shall have no orher gods before me"), and so killed his
righteous brother ("You shall nor kill"). Ham committed an act of perver-
sion with his sleeping father ("Honor your father and your morher"). Joseph's
brothers were envious of his privileged position in the family circle, and so
they sold him into slavery ("You shall nor covet"). And so on. Once the Cho-
sen People have reached the Promised Land, the chess game can begin, for
cenesis has provided nor an undifferentiated world equally available to all
but a carefully laid out playing field with a set of mirror-image players, and
Exodus has codified the rules by which the game is to be played. The rest of
the Old Testament reads like a list of permurarions generated by this junc-
tion of a series of enemies and a list of laws.

As the Old Testament establishment of the Law clearly reveals, one of the
most important aspecrs of dual-focus narrative is the developmenr of a lan-
guage suited to description of the text. The binary opposition of Cain to
Abel, of Lot to Abraham, of Esau to Jacob, and so forth not only splits the
world inro separare groups but also provides new vocabulary with every divi-
sion, new terms particularly appropriate to rhe text's dual-focus world. Just as
the arrangement of chessmen on the chessboard identifies white versus black
as a meaningful opposition, so the division of Noaht sons into Ham versus
Shem and Japheth defines "Honor your father" versus "Shame your father"
as a meaningful opposition and thus as an important critical tool. Dual-focus
texts require readers to remember the differences established in the exposi-
tion and to use them as critical vocabulary.

Less formulaic in style and structure than sacred texts, dual-focus novels
often delay presenration of their constitutive dualities until the reader has al-
ready become familiar with the characers and their conrexts. Emlle Zolis Le
Wntre de Paris thus remains, for half of its length, a very confusing novel in-
cleed. Florent, whom we expecr to become the main character of a typical bio-
graphically shaped novel, has just returned from political prison in Cayenne.
l{e moves in with his sausage-making half-brother, finds a job supervising the
sale of fish in the central Paris market, and in general serves as our eyes, nose,
rrrotrth, and ears asZola introduces us ro the belly of Paris, its deliehts and

r )  u A l  -  r r ( )c u s N A I lR,{ t ' lv  I
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excesses. \7e learn about the operarion of Les Halles and the life of its denizens,

Lrr, *. ..-"i. i' do.rbt 
"bo.,t 

th. novel's direction. Florent has a few quarrels,

makes a friend or two, @t 
we are never sure because

In the absence lear sense ofthe novel'

illon..r,, until he leaves the city with his friend claude. During therr excur-

You maY

Applaud the Hero

and

Hiss the Villain

Def in ingtheowner 'sexpectat ionsregardingtheconductandclassoftheau-

dience, lantern slides often preceded the show' displaying a message like this:

In much the same way, fu4&g$ Elrr1i sometimes organize the credits pre-
ceding the action not in order of the actors' appearance but according to

their distribution within the film. Charlie Chaplint Great Dictator,.for ex-

ample, arranges the credits in two separate but parallel lists: "People of the,

Palace" and "Peoole of the Ghetto."
- \Thereas literature exists only in time, placing each word after the preced-

ing one, cinema has the ability to work in space as well, thereby gaining an

additional method of dividing the world. Alfred Hitchcock's Notoriousis one

of many films that opens on a trial scene viewed from a doofr$ 
", 

ih! b".k

of the courtroom, with the camera carefully stationed right on the room's

axis of symmetry. The center line of the frame thus corresponds exactly to

the center line of the courtroom, both real and filmic space thus being ex-

actly split between the accused k-""-1'134gr and the U.S. prosecutor. The

opening frames of Vittorio De Sica's Gardm of th, Finti-Cortiiffidur, 
^

bevy of white-shirted bicyclists intent on traversing a high, solid, stone wall

in order to reach the object of their summer joy, a tennis courr, on the other

side. We have so little idea who these young people are that we concentrare

instead on the battle with the wall. There, as they stand dejectedly in the

street, our eyes and our sensitivities are trained to see the world as space, di-

vided by the walls of social distinction. \Tithin lies the private domain of the

Finzi-Contini, Ferrara's most powerful family, while on the outside waits

youth, powerless until it has been recognized by the Cerberus who eventu-

ally opens the gate. Before characters even have names, De Sica's clevcr cxpr,r-

sition implies, they are defined by the space they inhabit and the walls that

bound them.

Even when cinema works sequentially, it often provides spatial definition

for dual-focus films. Once Jean Renoir has shown us the French officers'

quarters in the opening scene 
"f 

GtgZ4!!!"tU!. he rapidly provides 
"_p113llgt

scene identifying the stakes of the initial scene. After Mardchal (Jean Gabin)

änd de Boeldieu (Pierre Fresnay) have been shot down, they are brought to

the German headquarters commanded by von Rauffenstein (Erich von Stro-

heim). In many ways the two places are similar: on both sides there is music,

drinking, and talk of women. Temporary army camps, we easily imagine,

cannor differ much from one side of the line to the other. AtdJgI@arg

differences. The French soldiers listen to a popular song and babble on in

sion to Nanterre (then a garden spot well outside of town)' Claude explains

the world to Florent. 'fhe market runs not according to a set of laws handed

down by the government' says Claude, but according to one of the oldest

laws in the universe, the war between the Fat and the Thin (whence the

novel's usual English title). Suddenly, the people and smells' places and

sounds, tastes and animosities of Les Halles come into sharp focus' For

fully half the novel we had foundered in the watery confusion of the fish

rn"rk., and lingered without obvious purPose among the fattening delights

of theporkbrr , .h.r ' .shop,cafd-hoppingl ikeaParis ianstudentunsurehow

to org"nir. his day. Before, we had been vaguely following Florent' though

by'o-." .scont inuously.Nowthatthetexthasreceiveddef in i t ion,now

thatwehaveavocabularyfororder ingthemanysensat ionsthatthetext

provides, the folloaing-pattern as well becomes more clearly defined' From

,,o*o' ,nf f i tusbecomesapparent 'wi thregularal terna.

tion and opposition between two camPs, the Fat and the Thin'

What 'Zo|aholdsoffunt i l themiddleofLeWntredeParis, thecinema

often provides in a film's opening footage' Around the time of \rorld \Var I'

movie houses didn't wait even that long' A melodrama might be introduced

in such a fashion as to leave little doubt about the necessary critical vocabulary:

Gentlemen wrll please remove their hats, others mtst

- | ( ) ( l t l  S N;\  I l  I t^ ' l  IVF



familiar language about the squadron's shared girlfriend, while in the Ger-

man camp we hear a Strauss waltz and multilingual conversation about the

capitals of the world. Renoir goes beyond national difference-the expected

parameter of opposition in a war film-to redefine the French camp as com-

mon and the German camp as aristocratic. In this masterful movie where

the popular/aristocratic dichotomy slowly replaces the French/German clash,

Renoir has from the very beginninggJsdsd+ggyqJggabularies necessary

for analvsis of the filn.

Dual-focus pastoral operates in much the same way, deploying the same

techniquei6-fTEffiic, linguistic, and character differentiation used in its

epic counterpart. At once the most naiVe and the most sophisticated of the

Alexandrian romances, Longus's Daphnis and Cbloe goes Henry Fielding's

Tom Jones one better. "Two Foundlings," it might be called, for the text

begins with parallel discoveries. Daphnis is found in the woods, being

nursed byagoat. Chloe is discovered in the grotto of the nymphs, where a

ewe gives her suck. The most obvious opposition emphasized by these

paragraphs is the male/female difference, for Daphnis and Cbloe is the

story of the two foundlings' accession to the sexual knowledge of their

parents' generation, but readers who see no more than a biological opposi-

tion in these opposed paragraphs are missing a chance to learn how to read

the text. Dual-focus expositions offer a lesson in critical approaches in ad-

dition to introduction of the dramatis personae. Just as the OId Testa-

ment's meaning is implicit in the divisions highlighted by sibling rivalry

(Chosen People/others, Promised Land/periphery, virtue/vice), so the open-

ing paragraphs of Daphnis and Chloe provide the tale's basic differences

and parameters, as represented in fig. 3.r. Every opposition, however sim-

ple, eventually plays a part in Longus's story. \fith no further information

than that provided by the distance separating the opening paragraphs,

we can proceed to a clear understanding of Daphnis's and Chloe's sexual

strivings.

Hawthorne handles the problem of dual-focus pastoral exposition quite

differently in his House of Seuen Gables. Instead of introducing the pair of

young people who will provide the novel's love interest, he begins with Col-

onel Pyncheon's illegitimate bid to snatch a plot of land from Matthew

Maule, its rightful owner. On the one hand, a colonel, a man of the sword;

\  \  \ \  \  \

on the other hand, a carpenrer named after an apostle. Soon the two fami-
lies laying claim to the same land achieve increasing diffentiation. The new
house on "Maule's Lane, or Pyncheon Street, as it were now more decorous
to call it" (r85r:r8) may belong to the Pyncheon clan, but it is built by a
Maule, thus perpetuating their claim to an interest in the property. Even
after the Maules seem ro have abandoned hope, the two families' parallel
claims continue to retain the narrator's attention. The pyncheon approach
to the problem of real estate is typically feudal and aristocratic, based "on
the strength of mouldy parchmenrs," while the Maules know no other
claim than "their own sturdy toll" (26), the method of a new class whose
development in this counrry was an item of keen interest to Hawthorne.
The well of nobility has run dry, he implies, just as the Maule well, its water
once so sweet and plentiful, wenr sour the day that the Pyncheons took
over. AII this rook place many generations beFore Hawthorne's narrarive
begins, yet the effects of the original distinction between pyncheon and
Maule linger on, informing the plot until such time as the two families can
become reunited once again, through rhe romance of Phoebe pyncheon and
Holgrave the daguerrotypist. Just as Longus uses a dual exposition ro associ-
ate his two foundlings with differences that will be essential to the remainder
of the story, Hawthorne succeeds in making his young lovers carry importanr
thematic \aggage by beginning with the quarrel between their ancesrors.

DI]AI -FOCIIS NARRATIV F],
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male
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FIGURE 3. r
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sPrlng water
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younger

golden anklet

Dryas



@ften goes to great lengths to establish parallel-

ism between male and female principals. MGM's r94o version of New Moon

(directed by Robert Leonard) begins with two simultaneous shipboard songs.

On deck, Jeanette MacDonald sings in the elegant garb of the aristocracy'

Cut to Nelson Eddy, singing behind bars in the hold. Just as The Song of

Rolandreinforces parallels by the use of repeated formulaic language, so New

Moondraws the two songs together by using the same editing sequence for

both stars, with similar shot changes punctuating the lyrics at exacdy the

same spots for both renditions. But paired songs need not be simultaneous or

similarly edited if they display parallel concerns. After Maurice Chevalier's

opening praise of "Little Girls" i" 9K, director Vincente Minnelli offers us

a diptych of songs that create a connection between Gigi (Leslie Caron) and

S*t*ffir.d once Gigfhä
expressedl her frustration with Paris life in "I Don't Understand the P4li:

sians," Gaston's "It's a Bore" gives voice to a similar displeasure with life in

ih.E.r.h ."piäl--Vil"lly--"ny aspect of a film can be used to establish

parallelism between the male and female leads. In Thornton Freeland's FIy-

ing Down to Rio, back-to-back writing desks and paired cables establish the

parallelism between Gene Raymond and Dolores del Rio. In \7. S. Van

Dyke's Sweethearts and Minnelh's The Band Wagon, mirror-image sets are

used to reinforce the Eddy-MacDonald 
".d 

A.t"il-Ch;ffi6;i;il-

\fhether epic or pastoral, dual-focus texts systematically present their ac-

tion as generated by preexisting categories. Exposition of those categories

thus takes on ..ror-o.rr 
"trp---t-,.ff|it 

."ry thr."gh.""".

dividual characters to long-establit

narratlve can operate. This FwEy so many dual-focus texts begin in medias
. ; .

rEs, stressing a con]iltutive confict or difference even before we meet the

iEär""t.r. involved. In manv cases, the backeround of the main characters is

withheld until the

hrd-the opportuni ty to br ing many cr iminals to iusr ice do we learn the story

of his birth, and then only as an explanation of his sensitivity to kryptonite.

In The Song of Rolandwelearn of Roland's prowess in fighting the Saracens,

but only in later epics do we learn about his childhood and early exploits. As

the alternating following-pattern clearly reveals, dual-focus texts are not

about personal growth and decisions but about the differences between cat-

egories and the characters or groups that embody them.

I ) l lAI  -  l , ( ) ( : l rs NA l { l {^  |  lv l , .

Principles of Opposition

Dual-focus exposition characteristically involves crearion of an entire

universe-not iust two opposed camDs and the world around them E"*lso

the language necessary to describe that world. Unable to exercise personal

control over their surroundings, dual-focus heroes ar besr understand the

laws that govern their world and act accordingly, thereby attracting ro them-

selves the adjectives that identify the elect in the linguistic system imposed

by the narrator. Dual-focus characters are parr of the created world; they

cannot escape their position. Nor can they, Iike a picaresque protagonist op-

pressed by this week's master, simply walk out and create a new universe.

The dual-focus world is finite, with laws and language delineated from the

ourset.

Chess players derive a certain thrill from knowing that their resources are

limited and that neither the rules nor the board can be stretched. The win-

ning strategy is not to expand capabilities, as one of my childhood opponenrs

used to do by slipping an extra piece on the board when I was looking else-

where, but to maximize efficiency with the available resources. A black

bishop is a black bishop; it cannot become a white one. The words black and

white are not available for transfer in the chess rext as scared and czurageous

are in Stephen Crane's Red Badge of Courage. \Thatever Jean-Paul Sartre may

say, in the dual-focus world essence precedes existence. To understand the

role that language plays in this system, we can do no better than to meditate

on Isabel MacCaffrey's pertinent remarks about Paradise Lost: "Milton

makes his words take sides; the objects of the poem, both animate and in-

animate, along with other names, are aligned in opposing ranks and forced

to participate in the \Var in Heaven that is being continued on earrh"
(r959:ror). In this section I examine the diverse methods employed by

dual-focus narrators to make "words take sides," thereby revealing the

dynamics-or rather statics-of dual-focus opposltron.

Of all our critical terms, perhaps the most problematic is the term "hero." h/1

Because it combines affective and formal implications, the designarion
"hero" of,.rr i-

nist" and "antihero" facilitate reference to central characters who are not.- ] - -
necessarily heroic, the:ggyj5le linlglglp with the inverse situation, the he-

.roic 
character who is not necessarily central hut who by virtue of heroic
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is often ?ssumed to occrtny a c.ntrrl oositio,n. As with "character,"

problems associated with the term and concept of "hero" have been largely

neglected by critics and theorists alike (though ,.. MEFB"lt lucid pages in

Narratology o" " sl).
Perhaps the most common result of this terminological quandary is the

sort to which The Aeneidhas regularly been subjected. taditional criticism

has treated Vergil's epic as the story ofAeneas, the hero of Rome's founding,

the symbol of Roman power, and the classic example of Roman virtue. The

first six books, in this traditional view, correspond to the wanderings of

Odysseus, while the last six derive from The lliad. Yet critics acknowledge

that Aeneas is neither the instigator of the plot nor an individual indepen-

dent ofhis exemplary status, nor even a character altogether capable ofself-

definition. In short, Aeneas corresponds to the affective content of our term

"hero" but not to any of its structural implications. He is emphatically not

followed throughout most of The Aeneid. Not only does he share the following-

pattern with Dido and Carthage, as well as with Turnus and the Italians, but

equal time is also given to the gods and their quarrels.

Aeneas is a hero, no doubt, but not because he is an individual. Instead of

becoming a hero, Aeneas is born one. His very existence is predicated on his

ability to represent exemplary Roman traits. In one sense, Aeneas is not a

character in the traditional sense at all but a synecdoche, a figure represent-

ing in miniature, on a human scale, the secrets of Roman power and domi-

nation over the rest of the world. Because it is the literary property of the

Roman cause, Aeneas's character is not available to Aeneas to be defined

through his own actions. Aeneas cannot create himsell because he has al-

ready been defined by his function. Aeneas is a hero all right, but in the

dual-focus sense of that term. He is the group personified.

From the very exposition of The Aeneid, the dualistic nature of Vergil's

epic is apparent. As in The Song of Roland, the very first line introduces to us

the man with whom the book closes, but once again that man is left behind

before we have read ten lines, ceding his place to the one enemy who stands

between him and his home. For it is the goddess Juno who first merits the

narrator's full attention. Not until all her quarrels are exposed, along with

her support of the Qreeks against the Trojans and of Carthage against

Latium, does the narrator bring us back to Aeneas. By this time the design is

cle ar: Aeneas will be constantly buffeted by all the storms that Juno can send

" , ' ,1* '  
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to force him off his course or delay him. Dido and Turnus, Aeolus and AI-

lecto may be only temporarily opposed to Aeneas, but Juno always is. Tradi-

rional criticism considers that The Aeneid belongs entirely to one character,

yet the following-pattern constantly pairs Aeneas with a matching lover or a

comparable combatant.

Only within the last half-century has The Aeneid.'s dualism been recog-

nized. Emphasizing the "great conflict throughout the whole poem berween

light and darkness" (t96zt7l, Viktor Pöschl has masterfully analyzed the
manner in which Vergil subjects the structure of his epic to rension between

two fundamental forces:

Vergil's Jupiter is the symbol of what Rome as an idea embodied. \fhile Juno as

the divine symbol of the demonic forces of violence and destruction does nor

hesitate to call up the spirits of the nether world . . . Jupiter is the organizing

power that restrains those forces. Thus, on a deeper level, the contrast between

the two highest divinities is symbolic of the ambivalence in history and human

nature. It is a symbol, too, of the struggle between light and darkness, mind and

emotion, order and chaos, which incessantly pervades the cosmos, the soul, and

politics. . . . The struggle and final victory of order-this subduing of the de-

monic which is the basic theme of the poem, appears and reappears in many

variations. The demonic appears in history as civil or foreign war, in the soul as

passion, and in nature as death and destruction. JupiteE Aeneas, and Augustus

are its conquerors, while Juno, Dido, Turnus, and Antony are its conquered rep-

resentatives. The contrast between Jupiter's powerful composure and Juno's con-

fused passion reappears in the contrast between Aeneas and Dido and between

Aeneas and Turnus. The Roman god, the Roman hero, and the Roman emperor

are incarnations of the same idea. (rz-r8)

One of the leitmotifs of Prischl's study is Goethe's insistence, expressed in a

letter to Friedrich Schiller (8 April ry97), that each scene must symbolically

represent the whole. It is precisely The Aeneid's dual-focus structure rhar

permits Vergil to follow this precept so scrupulously. Just as the exposition

must be double, so every part of the work depends on the alternating

Fol lowing-patterns constant invirar ion ro compare and contrasr rhe juxra-

posed parties. If Aeneas's wanderings are relegated to an included story, it is

not solely to permit the book to begin in rnedias res but also to avoid giving
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barbarism. Like other early epics that show Moses ancl tfrc Israclircs {lccirrrl
from Pharaoh or the Greeks laying siege to Troy, The Aeneid pctrrrays a batr lc
between continents, a fight reminiscent of the wars that pitted Hannibal's
elephants against the ordered legions of the Imperial Army. Vergil's unive rst
is clearly that of the concenrrically organized old Tesrarnenr, for the tmc
antonym of "Citizen of Rome" is not "Citizen of Carthage" but "barbarian."

Those who enjoy Roman citizenship have all the rights of the world's mosr
powerful, most civilized nation; outsiders have none. Ingroup, ourgroup-
always the spatial distinction of a line drawn around the group in order to
distinguish inclusion from exclusion. Those ltalians who are willing to ac-
cept peaceful cohabitation may perhaps gain the advanrages of citizenship,
but the shameless fornication of a Dido or rhe barbaric fighting style of a
Turnus must forever exclude them.

To emphasize citizenship is to play up the importance of foundation,
whether of Rome in The Aeneid, the Promised Land in the old resrament,
or socialist Russia in Eisenstein's Battleship Potemkin. Foundation of a still
existent 5121s-2l6ng with worship of the feundsl5-sffers a theme that ef-
fectively reinforces audience homogeneity. Dual-focus narrative creares con-
tinuity between the distant past and the living presenr by means of a series of
replacement operations. Just as Latium will be the new Troy, Augustus will
be a scion of Aeneas's line. Even when the relationship is more or less face-
tious, as in Rend coscinny and Albert uderzo's comic strip Astörix le Gau-
lois, the continuity from text to audience is immediately apparent. vergil
affords readers every opportunity to identify with individual characters, to
participate in their dilemmas, and to learn from their reactions, yer the over-
all structure of The Aeneid calls for group reaction rather than individual
identification. Because the text is about Rome rather than any particular in-
dividual, it might manage without Aeneas, but it cannot dispense with some
sequence of circumstances leading to the founding of Rome.

Interestingly, when the classical epic sought a method of increasing psy-
chological inreresr, the approach adopted remained decidedly dual-focus.
Instead of following a single character exclusively, concenrraring all attention

DUAL-FOCUS NARRATIVE

7o
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r t r r i , 's  : r l r t r  \ " t rq i l ,  l rv rr . r r rs i . r t rn* I l t t  t l r t t t i t l 's  succcrssivc c l iptychs into the

r l r . . , r r , - r  o l ' t l rc rnincl .  Whcrcas charactcr  t ra i ts are always external ized in Ver-

l lr l 's cpic, witl 'r one set of attitudcs attributed to Aeneas and another to his

,rrtccssivc focs, Prudentius begins the long process ofinternalizing character

l,ty.hology, r-rsing Virtues and Vices as his warriors and psychological alle-

ll()ry as his mode. In many ways-obvious to anyone who has read both

1('xs5-psudentius is an inferior writer to Vergil, yet to Prudentius goes the

. rcdit for discovering an influential method of bending dual-focus strategies

r<r psychological purpose. Nearly forgotten, Psychomachia deserves revival,

lirr together with Augustine's City of God it provided the foundation for a

r housand years of medieval dual-focus narrative, in the visual arts as well as

in literary, religious, and historical texts.

Prudentius's text is built around seven hand-to-hand combats between

Virtues and Vices, resulting in peace and the building of a new temple. Just
as the Decalogue in Exodus renders explicit the dualities of Genesis, detail-

ing the markers that distinguish Jew from non-Jew, so Prudentius codifies

much of the Vergilian material. At the same time, he draws heavily on Old

Testament parallels, thus effecting one of the first important syntheses of

classical and Judeo-Christian dual-focus narrative. The second combat, in

which Chastity meets Lust (Libido), clearly parallels the Aeneas-Dido rela-

tionship, for Juno's strategy involved throwing Dido soul and body at Ae-

neas. The next fight presents the outcome of the Dido-Aeneas relationship,

with Long-suffering (Patientia) battling Wrath (Ira). t.ike Dido, frustrated at

her inability to debauch her counterpart, Ira eventually runs herself through

with a sword. 'fhe rest of Prudentius's epic operates in much the same way.

Virtues named Lowliness (Humilitas), Soberness (Sobrietas), and Reason

(Ratio) match Aeneas's pietas, while Vices identified as Pride (Superbia), In-

dulgence (Luxuria), and Greed (Avaritia) neatly sum up the barbarism of

Turnus and his allies Camilla, Mezentius, and Juno. The end of Psychoma'

chia offers additional parallels to the founding of Rome. Just as Concordia

sets foot inside the new temple, she is attacked from within by Discordia-an

obvious reference to Roman mythology and the well-known sibling rivalry

between Romulus and Remus.

DUAL-FOCUS NARRA'TIVE
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t )rr rlrt s'r ' fäce, psychomachia seems no more rhan a militant christian
,' .r, r'rrlr 

'o 
explicit reference to Tbe Aeneid. The examples cited are not

' i'rssrcal but traditionar old restamenr types: Job and solomon, Judith and
I l,lofbrnes, David and Goliath. yet the choice and ord.er of Virtues and.
vices reveal the extenr to which psrychomachiaoffers a psychological codifica_
tion of Vergil's epic. By combining classical 

"rrd 
Ch.irti"., pryihology, pru_

dentius solved one of the Renaissancet thornr"rt probl.-s well over a
millennium roo soon' By using psychological labers 

".ra 
uy making the hu-

man mind the battleground of his epic, prudentius b.g"., 
" 

progression
whose implications lead directly out of the dual_focus _oJ..

Dual-focus epic, as exemplified by the ord Testam ent, The Aeneid, and.
Psychomac/tia' operares according to what we might cail .,concentric 

dual_

Si]due 
is allocated to_opposed groups diffeientially,;

werei-arer ro the source of varue than the other. Geography is ,h.r, 
"r*"y,hierarchical in narure. Those closesr to the cenrer are valued most highly,

for in the center is Jerusarem, the Temple, the Ark of the covenant. rn the
words of Mircea Eliade GgSg), the promised Land is cosmos,the outlying
regions chaos, andJerusalem the axis mundi. Surprisingly, duar-focus pasro-
ral often follows rhe same model. Though .om" du"l-focus pastorals (such
as Dapbnis and chloe) approximate equal treatment of male and female,
thereby approaching a more egalitarian diametrical duarism, the more com-
mon method involves a sense of underlying inequality-of concentric
dualism-as if dual-focus pastoral were simpry 

" 
dirgrrir"d version of

dual-focus epic.

Because courtship is regularry treated as conquesr in \Testern riterature,
tgb-sglpied and vron. Hav-ing conquered Italy, Aeneas srmulraneour$ @rrr"i- ," ,rr. r"ilär-_r. ,i.

local king's daughter, Lavinia. By .or..rtrating attention on the clash be-
tween the villain and the young lover, popular melodramas effectively con_
ceal the lover's inrerest in occupying ih" yo,r.rg ladyt property. Though
Ilollywood musicall tvoicall) en,l *ith 

" -".ri"*".&pdärgg4, 
closer

scrurlny often reveals a substantial imbalance i'it" .o.rpl., 
"l-oll"lw"y, to

:T,H*tand 
the 

@.'From Maurice che-
valler and -Fred Asraire to Gene Kelry and Elvis preG, the guy typically gets
top billing and the better half of the deal. In Fred Zinnemant oblahoma!,

Laurie may realize her dreams by marrying curly, but when rhe cowrr.rrrl
weds the farmgirl he acquires her farm 

". 
*.11.

r  vr  rLHr4Lrrrrsrrr  upclat lo l l .s  ts
typrcal of Slual-focus pastor"l, by p"ril,i'ng,chlla..r, of Eff.r.r, familic,s
s"in t." lgl ro:ng d r.ir.,h.i, o*n'ff i i ,,f .,
nei{€S!:rag,n. This saga of birrh and lation reverses
death and desrructio;:r| lel;o
Whe 

two torms f i t t ing near ly together as parr  oF t l r t .
, t  . .  

- - - - - - - - -

tgggr oual-tocus vision. At first nourished by goat and ,h..p, ioi!,r. rl*r-

:::11i1 
are 

:o:n 
discäered by paratlet peasanr families,ih"., .i,..,t.,rlly

passed on to their rediscovered aristocratic parents. This series of parentar
replacement operations is not comprete until the chirdren born to the newly-
weds are, in turn' confided ro rhe care of a goat and a ewe. In this cycrical
arrangement, the only change that takes place over the course of the text is
replacement of one generation by its successor.

. 
For that change ro come about, however, Daphnis and chroe musr rearn

what the previous generation abeady knows. Taking his thematic materiar
from the text's fundamental male/female distinction, Longu s portrays a boy
and a girl learning what those sexuar d.esignations mean. For ch'dren to
become parents' they must first learn ,o .rid"rrr"rrd and to represent their
sex. since the cyclical nature of human existence depends or, ,o.r"l carego_
ries, Daphnis and chloe musr learn to be defineJ by thor. categories in
much the same way that Esther musr accepr and revear her Jewishness or
Aeneas his Roman virrue. Daphnis's and chloek new knowreäg" ."pr.r.rr,.
the actualization of a natural reality rather than the kind of leaining associ-
ated with traditional definitions of narrative. Instead of becoming some-
thing that they previously were not, they move closer and closer to perfbct
representation of their divine archetypes: pan, whose altar is by a treb (the
masculine principle), and the Nymphs, who are worshiped in a grotto (the
female principle).
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Daphnis and Chloe exist in a world apart, a domain where the gods,
people, and nature live in perfect concord, for the gods are the shepherds'
foster parents, and the animals their charges and constant companions. As
long as the young lovers remain within this context the following-parrern

strictly obeys the principle of alternation between male and female, goat and
sheep. Protected by its peaceful isolation, this pastoral society is nevertheless
not totally shut off from the outside world. At regular intervals, the calm and
naiVetd of pastoral seclusion are interrupted by incursions from the world of
experience and violence beyond. Dual-focus pastoral alternation between
Daphnis and Chloe thus shares the text with dual-focus epic alternation and

conflict between the pastoral society and its less peaceful neighbors. Outside
intervention is necessary because Longus's shepherds are doomed to perper-

ual ignorance as long as they remain isolated. They try to imitate the love-
making of sheep and goats, but they soon find it unsuitable for humans.

In lovemaking there is also an elemenr of violence, Daphnis discovers to
his horror. From the start, the violent outside world is defined as the erotic
realm of the wolf. \fhen Daphnis and Chloe take their herds out ro pasrure,
"Eros contrived trouble for them. A she-wolf from rhe adjoining countryside
harried the focks" (tgSlt).Only when Daphnis has himself fallen into the
trap set for the wolf will he bathe himself before Chloe, thus lighting in her
the low fire of young love. The flames are fanned as Dorcon, an experienced
cowherd "who knew not only the name but the facts of love" (ro), challenges
Daphnis to a contest, resulting in a first kiss between the two foundlings. Daphnis
then for the first time finds Chloe beautiful. \7hen aurumn comes, Daphnis
is carried off by pirates, then is carried away by a view of Chloe's naked body
as she bathes to celebrate his return: "That bath seemed to him to be a more
fearful thing than rhe sea" (r8). But the young lovers cannot satisfy their long-
ings without the good offices of Lykainion (whose name means "the little

wolf"), a city wench who has long had her eyes on Daphnis. Knowledge

gained outside the pastoral world turns out to be required for procreation of
life within pastoral bounds. Daphnis and Chloe must learn the lesson of Eros:
they must capture the wolf instinct and turn it to their own purpose. In rhe
words of Paul Türner, "they cannot become mature human beings until they
have come to terms with the 'wolf' element in human nature" (t968:zl.

Before they can come ro terms with Eros, however, they must learn ro
interpret their world. Like the reader faced with the hidden pattern of a

t ) l iAI  I , ( )cus N^t{ t r^ I  tv l l

book, Daphnis and Chloe can make no progress in their understanding of

the world until they discover its organizing principles. Nature is the text,

Daphnis and Chloe are its readers. Progressively, the lovers perform for us

the task of elucidating the text's polarity adjustment process. Not until

Daphnis first bathes himself before Chloe does she discover beauty. Delight-

fully naiVe, she sets out to answer a simple question: 'What produces beauty?

Daphnis bathed and he was beautiful, she thinks; perhaps if I bathe myself I

too will be beautiful. But her bath changes nothing. When Daphnis pipes,

that too makes him beautiful in her eyes; but when she pipes, it is to no avail.

Action, Chloe discovers, is not essential but incidental, a hypothesis that she

proves by her ineffectual metaphorizing:

I am sick for sure, but what the malady is I do not know. I am in pain, but can

find no bruise. I am distressed, yet none of my sheep is missing. I feel a burning,

yet am sitting in thick shade. How many times have I been pricked by brambles,

yet I never cried; how many times have bees stung me, but I never lost my appe-

tite. The thing that pricks my heart now is sharper than those. Daphnis is beau-

tiful, but so are the flowers; his pipe makes fine music, but so does the

nightingale-but fowers and nightingales do not disturb me. \(ould I could

become a pipe, so that he might breathe upon me, a goat, that I might graze in

his care! Only Daphnis did you make beautiful; my bathing was useless.

\r9tJ:9)

Daphnis fares no better when Chloe's first nude bath Ieads him to discover

beauty. At first, these would-be Iovers mistakenly assume that all texts are

the same, that each one can be compared to all the others without any loss of

meaning. "They wanted something, but knew not what" (r3).
tü/hat they lack is a clear understanding of the differences between their

two bodies. In the dual-focus pastoral world it is difference, not change, that

carries meaning. Like Montessori pupils, Daphnis and Chloe must learn to

grasp the relationship between the peg and the pegboard, matching similar

shapes and noting the difference between convex and concave configura-

tions. If the young inhabitants of the pastoral world are slow to learn how

their bodies differ, it is in part because those who have already discovered

Eros take this knowledge for granted. Philetas thinks he is teaching them

how to requite their love by suggesting "kisses and embraces and lying
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together with naked bodies" (r953:zz), but he has left our rhe essenrial fact.

He treats the young lovers as if they were both the same, as if they were exact

mirror images one of the other. tü7hen Daphnis lies with Lykainion, how

ever, he discovers the small but all-imporranr flaw in the mirror. Chloe re-

sembles him in all ways but one, he learns. Finally, in this binary principle,

he gains the knowledge needed to read the world.

But Lykainion's warning about the violence of lovemaking keeps Daphnis

from running to Chloe and putting his newfound knowledge into practice.

Just as the pastoral world cannot be self-perperuaring without letting a bit of

Eros through a break in its walls, so Daphnis cannor make love to Chloe

without causing her to bleed: "Chloe would soon have become a woman if

the matter of the blood had not terrified Daphnis" ft9g:46). Never, in the

course of Longus's tale, does Daphnis resign himself in a psychologically

motivated manner to the "matter of the blood." Instead, Longus handles the

problem ritually, exploiting the divine affinities apparent since the story's

opening paragraph. At first goat and sheep, Daphnis and Chloe adjust to

their roles as man and woman in two different ways. After learning a lesson

in human anatomy, they perform the myths in which Pan enacrs his sexual

role with the Nymphs. tVhen Daphnis's foster father Lamon passes down

the knowledge of his generation in the form of the Pan-Syrinx story, the two

youths act out the tale, thus rendering explicit their relationship to Pan and

Syrinx. Pan tried to persuade Syrinx to give in to his desires, but Syrinx re-

fused a partially human lover. Hiding among the reeds, Syrinx was soon ac-

cidentally cut down by Pan. tWhen he realized what he had done, Pan bound

the reeds together, thereby inventing the flute. This etiological account re-

veals that lovemaking does indeed have a bestial element, while recognizing

that beauty and music owe their very existence to rhe defowering of a

woman. The lesson is clear: for love to be recuited, man's bestial side must

teaf woman apart.

Once Daphnis learns this lesson he does his best to convey it to Chloe

through another story about Pan. This time the goat god is courting the

nymph Echo, who "avoided all males, whether human or divine, for she

loved maidenhood" (rgSl.+).It would have been better for her, though, had

she surrendered to Pan, for out of jealousy he tore her limb from Iimb and

scattered her all over the land. And so it is, explains Daphnis, that today she

returns our music l ike some antiphonal chant. Remembering the time

\  \  \ \  . \

when he and Chloe had competed verbally, alternately launching sallies
"antiphonally . . . like an echo" (4o), Daphnis expects Chloe to understand
the parallel between their own situation and the story of Echo. Indeed, the
Echo myth elegantly demonsrrates the functioning of the flaw in the
dual-focus mirror. Pan with his pipe makes sounds, but their beauty is com-
plete only when Echo has responded with her chorus. The two are comple-
mentary, but different-Pan is the phallus, with his pipe, while Echo is the
concave circle of hills that returns Pan's compliment.

As recountedin Daphnis and Chloe, the Echo myth aptly describes more
than just a single pastoral pair. For the antiphonal method is the basic mode
not only of pastoral but also of dual-focus narrative as a whole. From The-
ocritus to Vergil and on to the Italian Renaissance, "amoebic" verse is the
fundamental medium of the pastoral experience. Whether between rwo
shepherds in a singing match or rwo lovers competing in fun against each
other, the basic principle of this type of verse is contained in its name: amoibä
or change. The formal similarities of succeeding verses creare a mirror effect,
but the amoebic aspect of the verse introduces the mirror's flaw. It is instruc-
tive to compare the type of change inherent in amoebic verse ro the type we
associate with the novel of educarion. The novel porrrays a characrer moving
through time, changing as she goes, generating the texr's structure, which
becomes increasingly based on change-over-time as the text progresses. In
amoebic verse the situation is radically different, dependent instead on
difference-over-space. The amoibä occurs not between one rime and the next
but between one character and another. Daphnis and Chloe may make sig-
nificant progress in terms of their own personal education, but the texr as a
whole deemphasizes that progress in two distinct ways: rhe one cyclical (the

end repeats the beginning), the other amoebic (constantly measuring the dif-
ference between Daphnis and Chloe rarher rhan berween one situation and
the next). Interest is thus transferred from diachronic movement to rhe texr's
synchronic dimension. \(/e measure change not along the text's temporal
axis, as in the Bildungsroman (from ignorance to experience, for example),
but at right angles to thar temporal development.

From the formulaic repetitions of The Song of Roland to the antiphonal
duets ofthe Hollywood musical, dual-focus narrarive rejecrs change-over-time
in favor of the amoebic principle of difference-over-space. 'What 

makes it so
casy to construct comparisons is the formulaic nature of the fundamental



r"
distinctions around which dual-focus texts are built. In one sense, 4g4:&:g
qharacters don't even have names-they are defined instead by their posi-

tion. The name "Satan" means opponent, as does the Old French equivalent,

auerser, used throughout Tbe Song of Roland. Even the word "enemy" is none

other than in pltts amicus, "not-friend." Dual-focus epics are thus populated

with characters who, structurally speaking, rnay be identified as friend and

not-friend. The system's duality is regularly carried in character names, from

Hesiod (Law/lessness), Old Testament judges (Gideon's other name is Jerub-

baal, meaning "contend with Baal"), and medieval religious texts (Anti/

christ) to comic strip heroes (the Avenger), science-fiction films (Them), and

westerns (out/laws). Indian myth takes the system one step farther. Not only

is Ahi the water dragon known as Vrtra, meaning the evil one or simply the

adversary, but Vrtra is overcome by Indra the fertility god who is also known

as Vrtrahan, the slayer of Vptra the opponent. Dual-focus epic always de-

pends on the opposition of a Vrtra to a Vrtrahan, an adversary to an adver-

sary killer, a foe to a friend, an other to a self. Dual-focus pastoral follows a

similar route, opposing male to felmale and man to wo/man. The rhyme is

built in, because the underlying structure always already depends on the

presence of rhyming characters and values.

Replacement Operations and Polarity Adjustment

Concentrating on principles of opposition, I have thus far paid little atten-

tion to the development of dual-focus texts over time. In one sense, this is

appropriate, because dual-focus narratives work very hard to highlight static

oppositions and questions of space. Dual-focus texts are not without plots,

but those plots always seem to serve the text's fundamental duality. Much

has been written about the structure of novelistic plots, but most novel-based

conclusions simply don't apply to dual-focus strategies. A new analysis is

needed, stressing the specificity of the dual-focus approach.

Our guiding metaphor thus far has been the chess game, with its clear

opposition between equivalent but opposite players. We have now reached

the limits of this metaphor's usefulness. The chess analogy exemplifies quite

well the text's synchronic aspect, but it has less to say about the diachronic

progression of the text. Another metaphor now suggests itsell one that is

s

central to both classical and Christian dual-focus traditions. Throughout
'fhe lliadand then again at the end of The Aeneidwe are told that the king of
the gods holds the fate of mortals in his hand as he would hold an equal-arm
balance, with the Greeks or Aeneas on one side and the Trojans or Turnus on
the other. christian mythology borrows this motif, transf'erring it from the
battlefield to the soul and calling it psychostasis or the weighing of the soul.
with St. Michael holding the scale, good deeds fill one pan and bad acts the
other. As in the classical motif, the pan that outweighs the other is the win-
ner. once weighing has taken place, the soul's fate is decided and the text is
finished.

begin by a process of splitting, which organizes an initial chaotic situation
into two antithetical principles, groups, or characters. This split presides over
the text's synchronic component, but something else is needed to initiate the
dual-focus diachronic dimension. The old Tesrament book of Judges offers
useful insight into this process. The Pentateuch serves to establish a claim to
power and value, with the Israelites separated from those around them, valo-
rizedby a special covenanr with God, and organized according to laws pre-
scribing the conduct required for extension of that privileged relationship.

Joshua, the book directly following the Pentateuch, completes the establish-
ment of the Israelites-with God's help they reach the promised Land,
where they enjoy a position of power and stability. But in stability there is no
text. The book of Judges exisrs nor because everything conrinues ro run
along smoothly but because the people of Israel continually "did what was
evil in the sight of the Lord" (a formula that is repeated no fewer than eight
times: Judges 2:rr, )i7,3ir2, 4ir, 6t,834, ro:6, r3:r). \(/henever the Israelites
stray from the source of their strength-the Law and its Giver-they em-
power their foes and mobilize a new section of the text. To the periods when
the people of Israel are obedient and dominate the land from the Jordan to
the sea, the text accords not one word, for the continued existence ofthe text
depends on maintaining the suspense-literally and figuratively-during
which no one knows which way the scales will tilt. Judges becomes a model
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for the remainder of the Old Testament, which oscillates between straying

from the Law, with a consequent loss of power' and periodic returns to the

appears to be in doubt. A real-world example may be of some use here' For

@tiethcentury,wor ldpol i t icsdependedheavi lyon
the notion of a "balance of power." As long as a power balance subsists, this

dual-focus theory asserted, the gates of war remain closed. But when the

Soviets sent sputnik into orbit, the newspapers were suddenly cluttered with

comparative graphs, terms of imbalance like "gap" or "lag," and new versions

of the perennial Ivan-Johnny contrast, all triggered by fear that the imbal-

ance might turn into wx1-1hs larger text that balance of power politics at-

remprs to keep from being written. "\üZhat made war inevitable," Thucydides

says ar the beginnin g of The Peloponnesian wdr, "was the growth of Athe-

nian power and the fear which this caused in Sparta" ftg54.z).It is here that

Thucydides begins his text, and not with a detailed account of the years of

peace preceding the war, for the breakdown of the balance of power and the

texr are simultaneous and in a sense synonymous .In The song of Roland.only

a few lines are needed to relate charlemagne's successful Spanish campaign.

For seven years, the Holy Roman Emperor had achieved a continLlous string

of victories, yet rhe poet shows no interesr in that porrion of history. \rhat

atrracts the poet-what constitutes a dual-focus plot-is the breakdown of

Christian unity, the consequent reduction of Christian strength' and thus

the challenge to christian superiority. Just as each episode in Judges begins

when the people of Israel stray from God and his Law, so Rolandis set in mo-

tion by Ganelon's straying from his feudal responsibilities'

Ganelon belongs to a class of characters that we may conveniently label as

"middlemen." Refusing to be fully defined by the duality that organizes the

text's synchronic existence, middlemen cfoss the line that separates the text's

rwo constitutive groups, thereby disturbing the delicate balance between the

two sides. Homer's lliadoffers a particularly clear example of the function-

ing of dual-focus middlemen. Ever since Aristotle's attemPts to squeeze The

Iliad into the biographical mold that he applied to The od\sseL, Homer's

martial epic has been consistently misread, the Trojan war being treated as a

function of Achilles' anger rarher than vice versa. In short (with the excep-
tion of a few passages in \üzhitman 1958 and Sheppar d ry69), Iliad criticism
has suffered from the same problem that has so long plagued The Aeneid and,
The song of Roland. afundamentally dual-focus text has been read as if it had
only a single focus. The lliad makes much more sense when it is treared as a
dual-focus epic triggered by Achilles' alienation from his group, thus produc-
ing an imbalance between tojans and Greeks. The mechanism by which
Achilles becomes a middleman deserves attention, because it d.emonstrates
especially clearly the dual-focus tendency to handle every situation in binary
fashion. The middleman is not an independent caregory lying between
Greeks and rrojans but is instead generated out of an internal conflict for-
mally identical to the larger Greek-Trojan battle.

At the ourser chryses brings the wrath of Apollo down on the Greeks for
their unwillingness to rerurn his daughter chryseis, but when she is sent
home, their safety seems assured. Agamemnon, however, is far from satis-
fied; he resents losing chryseis and thus resolves to replace his lost prize with
Achilles' captive Briseis. This series of replacement operations, substituting
one anger for another, forces Achilles inro the role of opponent. It is Achilles'

Plea to Zeus (through his mother Thetis) and not chryses' invocation to
Apollo that spells the beginning of the Greeks' misfortune. Not until Book
XVI, where Achilles reverses his original plea to Zeus, will the Greeks, for-
t une change, and nor until Achilles himself decides to reenrer the combat in
Ilook XIX will the tojans' fate be sealed. The lliadis not Achilles' book but
It clever combination of international and inrranational strife. It is Achilles'
role ar the intersection of the book's two conflicts (the GreekrTrojan battle
rrnd the quarrel with Agamemnon) that forces him into the role of middle-
rrran. This composite formula will become the model for many a later
th-ral-focus text, including the Hollywood wesrern and several generarions of
superhero comic books.

c)nce the dual-focus text has been set in motion by the creation of an
iritial imbalance (through defection of a middleman, breakd,own of group
r'ity, or divergence from the Law), the text proceeds according to a series of

'.pla.emenr 
ope _effect

l):rrrcrn, each new confrontatior r..-*o b@
lt .s l ) ( ) l lsctoacleartextual ' ' . .d. \ rzh. , '@erar ises,

. rs i l ' .ur .Frhin air ,  to takehis place. No badguy, no text .  In Eugöne Sue's
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monotonous, endlessly repeating the same opposition, with the same clear

rhetorical effect, but upon closer inspection we discover a less obvious pro-

gram.

D.\7. Griffith'f controversial masterpiece, .The 
Birth of a Nation, offers a

fascinating example of the opportunities available through po]34ll-a4jgst-

ment. The first half of Griffith's film alternates between two parallel fami-

lies, the Stonemans in the North and the Camerons in the South.,Before the

outbreak of the Civil \Var, we witness thg_f.lgldtblp of the younger

sons-eventuallv destined to meet in battle-as well as the nascent romance
# 

-of Elsie Stoneman and Ben Cameron. \fhen war comes, we continue our

narrative conclusions are paired terms, tlBg ,gg!=fft:,,. gujstlo! Tyer:--i-;T--.--;-:-
and problem-solution (e.g., Richardson t997:92, Miller ry98:46, Carroll

zoori1z, Abbott zooz:n). None of these is adequate to describe the way in

which dual-focus rexts end. Instead, the necessary concepts areIflg3l and

apoc3bpse-Two early Christian examples will prove especially useful for
--'understanding the role of endings in dual-focus narrative.

One of the most infuential early Christian texts was The Martyrdom of

Saint Perpetua and Saint Felicitas, which became the literary model for the

important genre known as the passio or martyr's life. In only a few pages,

this moving text portrays two separate battles. The dominant battle is the

one implied by the title: Perpetua, Felicitas, and their friends arc ques-

tioned, beaten, and slaughtered by the Romans. The day before she is to die

in the arena, however, Perpetua has a dream depicting a second battle.

Thrust into the arena alone, she is soon attacked by the Devil disguised as

an Egyptian, whom she defeats in single combat. In real life under the Ro-

mans, Perpetua dies a horrible death, but in her dream she leaves the arena

victorious. In its simplicity, this account of martyrdom eloquently demon-

strates the double binarity of dual-focus apocalyptic endings. An apparently

primary distinction opposes the Christians to the Romans, but that antago-

nism is eventually trumped by a more important contrast between dingy

reality and glorious dream life. Perpetua's vision cannot possibly be under-

stood as an effect ofa preceding cause. Instead, it must be seen as a reversal

of the previously presented circumstances, a radical adjustment of polari-

ties. In Perpetua's flesh-and-blood martyrdom, the operative distinctions

involve physical power; in her dream, the outcome depends on spiritual

powef.

A similar pattern emerges from the familiar story of Dives and Lazarus

(Luke 16:19-3r), among Jesus' parables the most commonly depicted in me-

dieval art. This exemplary tale about a rich man and a poor leper is typically

recounted in a double diptych. The first image reveals Dives on the left,

seated at his table, enjoying the fruits of this world, while Lazarus crawls into

a corner on the right, his sores licked by dogs. This first panel is usually

drawn or sculpted quite realistically, by medieval standards. The second im-

age, however, is clearly the product of imagination rather than observation.

On the left, the rich man burns in the fires of Hell; on the right, Lazarus

reposes heppily in the comforting bosom ofAbraham. The variations on this

\  I  I  ( r r  I \  t2 t r  \  |  \  |

alternation between Union and Confederate sides. As the film progresses,

A-o-owever, the contrast between North and South progressively diminishes in

favor of the qualities shared by these noble foes. Little by little, we shift from

the supposedly barbaric qualities of the "Negro race.", Having grabbed our

attention by stressing the pathetic side of internecine strife, Griffith now

slides to his real topic, the s . \7hat ap-

peared to be the historical tale of North versus South has turned into a bi-

.ased account of white versus black. J;;@.r, .,ilI d."lT.hlh.

problem of parallax, and cartographers must adjust for the slight difference

between true North and magnetic North, readers of dual-focus narrative

must remain ever attentive to a slippage in the polarities around which the

text is built.

Endings

Through replacement operations, metaphoric modulation, and polarity

adjustment, the alternating following-pattern of dual-focus narrative is even-

tually suspended by reduction of the text's two constitutive foci to one. In

dual-focus epic, this process involves destruction or exile of one group. In

dual-focus pastoral, reduction is effected through a merger of the two sides.

Many texts combine the two approaches. Most descriptions of narrative end-

ings assume that they relate to the body of the text in a manner that is en-

tirely uncharacteristic of dual-focus narratives. Typically rtsccl to clescribe
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theme are manifold-sn ths fagade of the south porch at Moissac, in the

capital of Vdzelay's south aisle, in Herrad oflansberg's Hortus Delicisvvm-$v1

the effect is always the same. This world is revealed as nothing but a de-

graded realm where people are not situated in their rightful place. The

connections between the two diptychs include nothing that we can clearly

identify as cause and effect, nor are there any strong temporal markers con-

necting the two panels. This is not a depiction of before and after but of here

and hereafter, of the fallen world and eternal life.

Throughout the history of dual-focus narrative, a similar textual organiza'

tion has held sway. The first part of the text depicts a world of "reversed cir-,

cumstances," as one Horatio Alger character put it. The conclusion rights that

wrong by reversing the reversa]. In many cases, this configuration clearly rep-

resents a reaction to a very real historical situation. Before emancipation, Af-

rican Americans developed a large variety of narrative songs that offered an

otherworldly response to the slavery they were made to endure in this world.

These "Negro Sprituals" borrowed OId Testament metaphors and apocalyp-

tic mythology as the basis for stories of heavenly triumph over human misery.

'ü7hen Southern whites were defeated in the Civil \Var, they too sought the

kind of comfort easily provided by the magic of polarity adjustment. No text

makes the otherworldly nature of the solution more obvious than Griffith's

Birtb of a Nation, ,where the white-robed riders of the Ku KIux Klan seem to

float in out ofa vision, expressing Southern aspirations ofvengeance.

Defeated by the British, the Irish imagined a new life in the land across

the sea, thereby shedding their identity as losers to the British in favor of a

new identification with the American revolutionaries who defeated the Brit-

ish. Many times over, lrish songs thus repeat the double diptych of defeat at

the hands of the British reversed by a triumphal new life in America. In

Dion Boucicault's celebrated "Oh! Paddy Dear (The \fearing of the Green),"

the first verse laments past losses and their effect on daily life in the defeated

homeland, while the second imagines a new life for the Irish in a land "where

rich and poor stand equal in the light of freedom's day." Though America

may be a real place, it serves the same function in Irish song as dream does

for Perpetua or heavenly vision for Lazarus. Because justice in this world

seems faulty, dual-focus texts invent apocalyptic realms of perfect justice.

Inverting previous events, apocalypse is formally equivalent to revenge, re-

peating the same stories with the roles reversed.

l ) {  \ t  t { ) {  l r \  N\Rlt \ t t \ ' l

Transferred to dual-focus pastoral, this Last Judgment mentaliry produces
fascinating results. Like its epic counterp"rr, 4.,g1-&gg. !3$914 begins with
"reJersed circumstances," but of a different sort. Instead of starting with a
defeat or an exile, d"4&g{9y: ,roffs typically begin with a mismatch:

the eventual lovers are matched to ttre wrong frtn.q The Hollywood

-ori."t 
bearer of dual-focus pastoral

structures-regularly begins by introducing same-sex friends or a mis-

matched heterosexual couple. For the film to progress, the "wrong" couples
must be done away with, so that the "right" matches can be concluded. In

dance with a group of children (to g) and a grey-haired woman (roo

tive young woman, who must instead be matched to someone her age, so
musical audiences have a keen notion of what passes for justice in the

dual-focus pastoral world. If dual-focus epic implicitly closes on the motion-
less end of a battle (aptly figuredin Psychomachiaillustrations by the image

of a Virtue standing triumphantly over the corresponding recumbent Vice),

dual-focus pastoral ends with a freeze-frame of the couple's final clinch,

thereby extending the "right" match into eternity.

Dual-focus narrative typically stretches between two eternities, rwo abso-

lutes. Before the text there was nothing but chaos; with the end of the text
comes the end of time. Time is the enemy; it is a fallen norion. Only in the

clarity of Apocalypse and Last Judgment (even when that norion is reduced

to no more than a freeze-frame) can the fall into time be reversed. Given to

absolutes, dual-focus narratives often assign values in a manner that is abun-

dantly clear. "Pagans are wrong and Christians are right" (2il, *, are boldly

assured in The Song of Roland. In dual-focus pastoral, a similar sense of
rightness is produced by pe5d_S.!g!g-u.er, a significant exchange oFglances.,

or the convention ofparallel sleepless nightr.@

of reader confidence that effectively undermines traditional notions of cause
rrncl effect. \X/hy do Kelly and Caron ger togerher at the end? Is it because of
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I this or that action? No, it is above all because they are "Fated to Be Mated,"
as Fred Astaire puts it apropos of his relationship with Cydahal;* 

- 
R;

ben Mamoulian's Sille Stochings.

Dual-focus endings thus involve a rype of causality that is far removed
from the logic of the detective novel. Does Aeneas defeat Turnus because he
is courageous or because he is fated to do so? Is Turnus killed because he has
wantonly slaughtered Pallas or simply because he is cast in the role of the vil-
lain? Does Thierry's victory over Pinabel at the end of Roland prove that he
is in the right, or is it the fact that he is in the right rhat causes him to win?
In Exodus r7 the Israelites fight the Amalekites while Moses stands atop the
hill holding the rod of God; whenever he holds up his hand, Israel prevails,
but the Amalekites dominate when he lowers his hand. Do the Israelites win
because Moses keeps his hand raised, or vice versa? In medieval iconography,
are individuals sent ro heaven because of their good deeds or because the
angels outweigh the devils on Michael's scale? Does Superman win because
he has superpowers or because his opponents are evil?

The traditional hair-splitting responses to questions like these are quite
unnecessary in the dual-focus context, for the questions themselves reveal a
misunderstanding of the normal dual-focus approach to causality and judg-
ment. \7e moderns have a hard time handling the notion that battle out-
come and judgment of right and wrong might be both synonymous and
simultaneous. In the judicial battles that constitute the locus classicus of
dual-focus clashes, one side is not right because their man won, nor did their
man win because that side was in the right. Rather, the two are synonymous,
simultaneous, and inconrroverrible. The conceprs of ifustice, of mistaken
decisions, and of appeal are possible only in a fallen world. once the apoca-
lyptic moment has been reached, the outcome and the right are the same ancl
inseparable. The judge is nor a man, who might be considered fallible, bur

Jupiter, God, or the equally infallible (and equally prejudiced) Olympian
narrator. There are thus no wrong judgments, because the moral code ancl
the particular judgment are nor separable. Instead of development, dual-focus
narratives offer a stable rhetoric and a corresponding-and entirely
predictable-last j udgment.

Because they substitute predictable judgments for cause-and-effect plots.
dual-focus rexts also must, in large part, do wilbggqIhg_gqlpgllegpicallv
associated with other types of narrative. The same alri l i ty thar pcr. ' ir,

I )  t i i \  I
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.lrral-focus narrarors ro akernare berween one sid,e and the other typically
l,rovides not only present knowledge of all the characters but also knowledge
,rf the future. Everything leads the reader to identify with this olympian
.irrraror. To a surprising exrenr, we share not only his prejudices but also his
linowledge. The subject is either historically predictable (Rome was indeed
Irunded) or generically predictable (we know how musicals end). At the
trrne time, however, we have good cause to identify with the characters who
rt'ceive the narrator's most sympathetic treatmenr. placing ourselves in their
rkins, we share their limited perspective. \fe thus find ourselves in the con-
t rrrdictory position of simultaneously identifying with an all-powerful narra-
r.r and with limited characrers. As charlemagne we cannot und.erstand his
,lrcams, but as the narraror we understand them perfectly well. Dual-focus
r.rrders thus find themselves split-both olympian narraror and limited
r lraracrer, both sure of the ourcome and repeatedly in doubt. Duar-focus
\.spense is thus no suspense at all, in the normal sense of the term, but a
rt'uring apart of the spectator, a rending to which we volunrarily submit in
,rrcler finally to celebrate a renewed wholeness.

uncle Remas enacrs dual-focus ritual suspense in a particularly clear man-
rrcr. Joel chandler Harris's srories invariabry begin with the little boy,s ques-
ri.u abour the fate of Brer Rabbit. Based on doubt and curiosity, these

'lrrcries about time, about specific evenrs, about what happened next are de-
rigred to heighten suspense. But the narrator's answer is always couched in
t.rrns of universals, of essences, and of rerationships that dont change over
t irrrc. For example, in chapter six, the little boy inquires: " '[-Incle Remus, did
rlre l{abbit have to go clean away when he got loose from the Tar-baby?' To
rvlrich uncle Remus retorts: "'Bless gracious, honey, dat he didn,t. \7ho?
I lirn? You dunno nuthin' 'tall 'bout Brer Rabbit ef datt de way you outtin,' r r r  down" '  (1965:24).  Thar is,  i f  rhe boy has r i tual  cur iosi ty,  un.re R.mu,
lr,rs ritual knowledge, which he must impart to the boy. Jusr aseach dual-focus
r(''.t posits exception only to squelch it, so dual-focus narratives permit sus-
1,,rsc only to demonstrate-to those who are within the circle-that sus_
|'r'rrsc is never truly possible. If you know about Brer Rabbit, then there is no
\rsr)crse, for his fate is fully predictable on the basis of his well-defined char_
'r, tt'r. 'l'hc dual-focus narrator rurns us all into gods. \we provisionally forget
tlrc'.rrrc<lmc (which we have known all along from tradition, from generic
Lrr,rrvlt'clgc, .r fr-om internal evidence) only in order to reenact the distance
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Ff tl bctwcen narrator and audience, between the divine and the human. The end

of the text represents the joining of the two, that moment when all knowl-

edge is shared and theophany can take place.

The Dual-Focus System

This chapter has described several structures common to texts character-

ized 6y an alternating following-pattern, thereby making a case for the exis-

tence of a common but previously unrecognized type, which I have called

dual-focus. The particular traits thus far educed include:

. A following-pattern that alternates between opponents 
"t_lg".tl

. Regular movement between the two sides by means of metaphoric modula-

t lon

.  An exposi t ion establ ishing rwo equivale,nr a.nd opposed indiv iduals,  groups,

o'pjr"gglg
. Progression of the text by replacement rather than cause-and-effect connec-

trons

. Characters who operate as representatives o or category rather than

as independent beings who develop or change

. A plot that results from a temporary imbalance between the two sides and

that proceeds by removal ofexceptions and restoration ofunity

. An imbalance that produces the plot, often engendered by the action of char-

acters ("middlemen") who refuse to follow the dictates of their group, cate-

gory, or sex

o Importance ofthe law, tradition, nature, or orher esrablishg4jyslglq!_

. I\egg"" 
"f 

,r-: through suspension, circularity, and spatialization

.Textualcomplet ion" ' ' 'd@thatdependonthereduc_

tion of two groups to one, through elimination or mergrng

This final section is devoted to constructing a coherent model that is capable

of explaining the relationships connecting these apparently disparate charac-

terlstlcs.

The chess game metaphor evoked earlier provides useful insight. Descrip-

tions of chess matches usually concentrate on the thirty-two pieces whosc

rrrobility is essential to the game, taking for granted the existence of the
sixty-four-square chessboard across which those pieces are moved. Just äs a
. hess match cannot be understood by studying the moves of a single side, so
r he underlying logic of the match cannor be grasped without recognizing the
rclationship between the players and the space consriruted by the chessboard.

As in chess, the fundamental logic of dual-focus epic involves rwo rivals lay-

iug claim to tlte same space, with the text representing the weighing oflhe.-iF--

@tested space may take on diverEiffiilffih?-

il;;;f I""d J$lted by ranchers and farmers or the hand of a woman de-
sired in marriage by rival suitors, to the place on a housewife's grocery list
lirught over by competing detergents in commercials of the "Brand X" type.

W'hatever its nature, however, the contested space must be conceived as lim-

ircd. As in chess or football, going out of bounds is not permitred, and reso-
Irrtion cannot be achieved by expansion of the available space. The claim of
both sides is to a specific space, interchangeable with no orher.

A simple example, featuring two versions of the "same" story, will help

cxplain how this process operates. Imagine this sequence of events:

A group of men sight an isolated house and decide to burglarize it. They develop

r srrat€gy and then put their plan into action. First, one ofthe group delivers a

fälsified note designed to lure the menfolk away, in the process emptying the

bullets from the only gun in the house. Then the would-be burglars approach

rhc house as a group, successively breaking down doors until they reach the inner

silnctum where the objects oftheir desires are located.

l lrc progress of the burglars is like a synragmaric chain. They start in the

l,rrslrcs, cfoss the road, cl imb the stairs, force the front door, go through the
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entrance hall, break into the living room, force the inner sanctum door, and
finally reach their quarry. This is a srory that takes place in time, depends on
cause-and-effect progression, and operates by metonymic modulation. In

sault in a progressive or developmenral manner, Griffith emphasizes the re-

petitive nature of the successive stages of their attack. This he does by

ach frame is filled in
such a way as to identify the left and right edges with one group or the other,
thus charging each edge with an affective value. In the first shot, the burglars
hide under a bush on the lower left; a road cutring diagonally across the
screen separates them from the front door ofthe house, their first objective.
In subsequent shots, whether interior or exterior, whether of the burglars, rhe
women, or the absent husband, the configuration is always the same: the left
edge oF the frame represenrs danger, rhe right edge safery. lnside the h.ousc

this effect is achieved only by careful camera positioning. In each room,
both edges of the frame coincide precisely with doors: the one on the left
barricaded against the thieves'entrance, the one on the right soon used as an
exit to the next room.

Each shot thus represents a new contested space, with that contestation
figured by the left-right tension between the burglars and the embattlecl
women. \Thereas my version of the story stressed time, causality, and met-
onymic modulation, Griffith's version depends on spatial organizarion, rc-
placement, and metaphoric modulation. This transformation comes abour
(as suggested in Altman r98rb) because Griffith has reorganized a series oI
rooms-present in my version as a synragmatic chain-into a paradigmatir
situation four times repeated. As we move from the besieged women ro th(
attacking men and back, we continue to look at a frame that maintains rhe
same structure. In my story, the house was the object of the burglars'desirc.
not a contested space. The alternating followl3g;pattgfg, coupled with th.
rigorous adherence of each shot to a single paradigm, turns rhe film into ,,

@ated by replacement, each generated by the basic du,rl
focus model. Because emphasis is laid not on the syntagmatic rclationshilr

hcrween any two units but on the opposition between attackers and attacked.
rvith.in the unit, jg. l have
l) fcvrously used rhe rmage of  the Archanger Michae|s weighing of  rhe sours
ro represent dual-focus narrative. It comes as no surprise rhat this action
rlr.uld be called psychostasis in Greek. Stusis, or weighing, is precisely what
r 
'r 
kes place in the static dual-focus world-and *.rghrrrg i.r,rolves spatial op-

I tosi t ion,  not temporal  progression.
'rhe timeless quality of spatial conrestation is nowhere more beautifully

,'xcmplified than in Hawthornet House of the seuen Gab/es. Maure has a prot
"1'land that Pyncheon jealousry covers; only this particurar plot wiil do. so
l'v'cheon, after the cusrom of the times, simply has Maure hanged for
rvirchcraft and usurps his property. But like the names of the nove|s acrors,''rlrc wrong-doing of one generation lives into the successive ones,, (rg5r:vi).
I he impossibility of escaping a regacy of evir is figured throughout the text
l'v :r compression of time and by transmission of the origin"al opponenrs'
( hilracrerisrics ro succeeding generations. The Maules, who buirt ord pyn-
, lrcon's house, are consisrently characterized by their sturdy toil, while the
l'v.cheon talents lie more in the domain of papers and words, deeds and
l'rws. Even the day is divided between these two famiries: the pyncheons,

'i'rys belong ro them, but their nights and their dreams belong to th. Mr.rr.r.
I .rrcr generations of Pyncheons even look like their 

"rr..rrorr. 
The family's

lrisrory "seemed little else but a series of calamity, reproducing itself in suc_
{ ( sslve generations, with one general hue, and varying in little, save the out_
lrrtc" (27).

I)age after page is devoted to assuring the reader that no time has passed
rirce the initial scenes, that today is rike yesterday and romorrow.ro äiff..-

''rrr' The circular movemenr of rocal history is thus represented by an
"rgrrn-grinder's dancing figures, their arms and legs fying ail abour, but al-
rr':rvs returning to their original place. In the end this is indeed what hao_
Itcrrs, for the daguerrotypist turns our ro be a Maule and in love with a
l'r'rcheon. Together they reverse their ancestors' quarrel. Their love makes
t ir..' lrrrd whole again, unifies the day once more with the night, the working
, l,rss with the aristocracy: "They were consciou, of .rothirrg sad nor old.
llrr'.v t'rr'sfigured the earth, and made it Eden again, 

"nd 
ih.mr.lves the

^r'. 
li'sr clwellers in it. The dead man, so close beside rhem, was forgotten.

.\r srrth rr crisis, there is no death; for immortality is revealed anew, and
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embraces everything in its hallowed atmosphere" $85r:147).In The House of

Seuen Gables the fundamental dual-focus tendency to subordinate time to

space becomes a guiding theme.

Dual-focus narrative's constitutive contest over space regularly appears in

the Western @r ?" id.Iu l.r,tggplg*3!_yi,h

fmffiontesred space itselF. The sexual equality thar Daphnis and Chlo,

is so careFul  to stress cannot bäcarr ied into the realm of  land. $/hen wintet

comes and the two lovers are separated, it is Daphnis who wanders far from

home while Chloe stays put, just as Pan is represented in the book's included

stories as a philanderer, while his partners are identified with the land (Syr-

inx as a swamp, Echo as the hills). This asymmetry permeates The Aeneid,

where Aeneas is the landless wanderer and Dido and Lavinia the symbols of'

Carthage and Italy. To marry, for Aeneas, is to acquire land, a home, a coun-

try. In Hesiod's Tbeogory the father of the gods is called Uranus-Father

Sky. This anthropomorphic vision of the universe, inspired by the position

of the sky lying atop the earth, is completed by identification of the mother

of the gods as Gaea-Mother Earth. This configuration is carried over intcr

Iearned mythology through the garden topos, whereby woman is a limitecl

and circumscribed space of highly desirable, extremely beautiful real estate

The same conception enters popular mythology in a variety of ways. Vocab-

ulary used to describe land is regularly derived from woman's body and vice

versa. The Grand Tetons and the mons uenerisare perhaps the two best-known

examples, but any erotic novel will supply more. Instead of choosing women

at random, dirty jokes consistently return to the farmer's daughter-ancl

land is not the only thing that gets plowed in farmer's daughter jokes. Fertil-

ity, seeding, sowing wild oats-the double application of these terms clearly

identifies them as direct descendants of the Gaea-I-Jranus myth.

Though primarily associated with epic combats, the Old Testament re-

counts many pastoral tales as well, systematically built around identification

of woman with the land. The book of Ruth begins as the story of a famine,

yet it ends not with the expected reaping of plenty but with the birth ofJessc

and the listing of his descendants. A saga about the bounty of the land is

thus characteristically transferred to female fertility. The famine plot, stress-

ing land, the harvest, and gleaning, runs parallel to the tale of Ruth an.l

Boaz, each in need of a mate. The stories are tied together by equating Rutlr

with the unproductive earth. She is the empty vase, lack, faminc, whercas

t ) l  \ l  I ( ) (  t  \  N\ l r l { , \ l l \ ' l

li':rz- represents rhe seed, the provider, food, plenty. Ruth's connection with
rlrc land is explicitly recognized when Boaz offers Ruth in marriage to her
rrtxt of kin, as the Law requires in the case of widowed women. "The day
\'()u buy the field from the hand ol Naomi," he says, "you are also buying
l(rrth the Moabitess" (4:5). \ü/oman is land; to acquire one is ro acquire the
.rlrcr as well. \Tithour a man, Ruth's land is infertile, but without a woman,
l{rrrz cannot engender a son ro further the line of Abraham. only through
rlrc symbiotic relationship between man and woman can rhe parallel prob-
l, rrrs of famine and family be solved.

l'he Old Testament book known as Song of Songs or the Song of Solo-
nron presents a similar sexual symbiosis, but with a radically different sig-
rrificance. 'Ihis mysterious text, a favorite of medieval commentaries, is one
,'1 the prime sources for the Christian doctrine of mystic marriage. The
\\'()rnan in this tale of Iove is described by an elaborate and extended meta-

I'l,,rr as Israel herself. She is a rose of Sharon, a lily of the valleys, beautiful as
l'irz-ah and comely as Jerusalem; her hair is like Gilead, her neck like the
t.wer of David, her eyes pools in Heshbon, her nose like a tower of Lebanon;
lrcr head crowns her as Mount carmel dominates Israel. she is the blessed.
rhc beloved, the Promised Land itself. He, however, is like an altar:

His head is the finest gold; his locks are wavy, black as a raven. His eyes are like
cloves beside springs of warer, bathed in milk, fitly set. His cheeks are like beds of
spices, yielding fragrance. His lips are lilies, distilling liquid myrrh. His arms are
rounded gold, set with jewels. His body is ivory work, encrusted with sapphires.
His legs are alabaster columns, ser upon bases of gold. His appearance is like
Lebanon, choice as the cedars. (5:rr-r5)

( )nly one passage in the entire old Testament marches the ornateness of this
{)nc: the section of I Kings 6-7 wherc Solomon builds the temple of the
Lord. In Song of Songs the lover becomes a symbol of God himsell but not
rrs ,some numinous, omnipresent being. The lover is the Ark of the Covenant,
rcposing in the Holy of Holies on rhe Temple Mount in Jerusalem, repear-
ctlly identified throughout the Old Tesrament as the navel of the earth (e.g.,

Irz.cl<icl 5:y and 38:rz). The term "navel" is of course a euphemism. In the
rlrvthology of the eastern Mediterranean it signifies the woman's sexual or-
Lqrrrr, thc place where male and female sexual principles meet, which is

r )  U,\  I  -  t , ( ) ( :  Is N A t . t  t i^ ' t  IVI .
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precisely what they do in Song of Songs. The coupling of man and woman

takes place in the spring, for each year God gives himself to his people, thus

rendering all things fertile. Now that God has won the land for his people

(in the preceding dual-focus epic books of the OId Testament), He makes

Iove to the land so that new life might burst forth.

Built around contested space, both epic and pastoral varieties ol

dual-focus narrative thus display a fascinating complementarity. As Valen-

tine de Saint-Point puts it, rather crudely, in the "Futurist Manifesto of Lust

I9 l : : ,

After a battle in which men have died, IT Is NoRMAL FoR THE vrcroRs, pRovEN

IN'W'AR, TO TURN TO RAPE IN THE CONQUERED LAND, SO THAT LIFE MAY BIi

RE-cREATED. (t973:7r; emphasis in the original)

If dual-focus epic reduces two competitors for the same land to one,

dual-focus pastoral offers the opportunity for repopulation through the fer-

tile marriage of sky and land. Together, epic and pastoral perpetuate a closecl

dual-Focus system featuring r ir,.n...

Though some texts conc€ntrate their attention on only one of these mgdes

tn a sln

for lons-term stability.
- 

il 
". 

d""lism, itsliial orientation, its neglect of time, and its concern

for long-term stability, dual-focus narrative consistently operates according

to the model developed by Mircea Eliade to describe "traditional" societies.

In Cosmos and History: The Myth of the Eternal Return, Eliade shows whv

many societies have no pronounced view of history, why they don't experi

ence time as a continuum. In these societies the world is divided into tw.,

fundamentally different spaces. The village and all land that has been clearetl

for habitation or cultivation are "cosmos"; all cosmic actions have an arche

type, symbolically repeating the acts of the gods ab initio. All other land-sel,

forest, alien village-is "chaos," so termed because it has no celestial archc

type, no function within the divine scheme. \Tithin this concentric universc.

all power and value derives from the hallowed center, the axis mundi ot

world navel, where heaven, hell, and earth meet. Reality and value depcrr,l

on the opposition of cosmos to chaos and on repetit ion of certain paradil l

matic gestures, thus producing "an implicit abolit ion ofr 1r'ofrrnc tirrc, ol

rrrrrtic chain of events in Tbe Lonely Villa by presenting a cychcal repetition
, '

,,1 rhe archetype established in the opening sEot*so Eliade's tradüioirafscjäi-

.r i.s irne by stressing the relation-

'lrip of each moment to a preestablished model. Through its alternating

l,rlkrwing-pattern, its replacement operations, and its paradigmatic "slot-

r ing," dual-focus narrative reproduces this configuration.
't'hough dual-focus narrative is hardly limited to traditional societies, it is

rror surprising to discover th"t 
@ 3 

d1t:ryü_egpg:

Lrr origin or appeal, including oral epic, seria] noväli, wästerns and musicals,
._ . . -4____ 1-:  l

,l irrre novels and comic-Eooks. Many of thelexcep-tloni ö fhis rule involve

;@n of a previously popular form (The Aeneid,

l,'lrrr Milton's Paradise Zasr, Renaissance pastorals like Honord d'Urfd's

r()nnection clearly derives from common assumptions about the organiza-

tion of theworld. \Thatever is cosmos cannot be chaos. \Thatever is Chris-

t i . r t tcannotbepagan..Socialorganizat ion

.rntl narrative stucture alike depend on this "zero-sum" approach. \When

/,crrs holds the fate of Greeks and tojans in the balance, the rules of the

1.,,rnre-and of fixed-arm scales-dictate that the fate of one group must re-

,..'rsc that of the other. For there to be a winner (plus value), there must also

l,c rr loser (minus value). T

l'ast studies of narrative have usuallv assumed that all narrative texts can

.l'c rrssimilated to a single model. Vladiryir !194lps Morphologt of the Folhtale
-#^
fr lovrdes a usetul example. L)ne ot the rormatlve texts or l l terary semlotlcs'

[ ' r ' , r1'rp's study takes for granted ,hr, 
" l l  

R.tt- t i"n folk,r l$

,,irrrilar to deserve to be stqdied lqgether._Propp's followers regularly ex-

l "ppty"tg 
t* t.r.rl *o texts as

,l I take an entirely different

r.rrivc tcxrs. Instead of treating all narratives as fundamentally identical, we

riiilii rccrrgrää that different narrative types operate according to different

t  r  r  l t 's .

NAII I {AI IVI i

t'Asträe). The mind-set associated with primitive, peasant, or poPular culture

many of the most ins._ terns and themes. This

,  \  l r  l r  \  |  \  | t ) l  \ I  l r  ( )c l ls
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,,,,,11';,, ' ,".",*+ , he describes, .l ,,r.ril lr,rr,, Fiil-im, 
"*ryErrirn folktaler.rli.s r lrc' rr'rr .f '"'r-hc hero did ,hir" 

"rrd-t 
.n ,,The 

hero ärl-,i",." At painslo clcal wirh rhe stretches of text that deal r
rrero, he 

-g*r".ry-ärds 
this materiar ,"r""j:: il"H-T, 

rather than the

<Ione with 7t* tiioa, The Aeneid, 
";;;;;:;:;';:,;;;Eiil:T: H:lyzedby Propp have a yaladiSmatic componerr,r!1, escapes propp,s synrag-matic analysis. (Claude Ldvi_Strauss 19'76 and Mieke Bal r9g5:3o_ i3 areamong the few theorists to_have ,rrognirrdthis problem iö; ;;", it in theterms of this chapter, propp,s ,.1t. ,.g,rl".ty ai.pt"y ,h. 

."t,..rr"rirrg

following-pa"",n .h"r".reristic of dual-focus narrative. Instead of ,.The 
herodid this" and then ,.The 

hero aia .h"r,,i *.

'folktales a{e dual-focus.texts.-Th.y mil. seen not as represenrative of a,

ff r# 
but as parti.ipaäng i., th. ,p..ifi. ,."dirio.,, 

".ö..f+ug.

FOUR Hestert Speculation

he dual-focus system is organized as if by divine fiat. Charactersare subordinated to prearranged car.goai.r. Gxtual Drosressinnr  __-*. .b!v r4(L5urrcs.  rextual  progression
s on an omniscient ano omnrnn.".. -^*-^*,^l-...ff iri'rn the."r 

*ifll:
,.: T:i:.*trH - :i. p..uru- .r ""t""iil ä:;;;; careso_r i cs are "." "' lä,läi-F ""ffi ;"ffiir'::ä_
l::l:1'; :' 

sraremenrs that.embody ,h;;; considered mere ..accirrent.,,

*#**-,to which ;'";;;;;, ä.ll'äö##

lr.rn individual cases. n,-"___= 
J , quite

,,"iffi+: 
tt"*t"- om and;ffi:

;., dthus."p"Ut.@

of the gods that

I l,l,*1: :-::irit," must stear in order ;;.;;;# #J.-":l_#ral-tocus

, li I I "ll ii ;:::: ::: :, ::: :Tf :"ned wi,hin,h. "";.;;;;r,'.r *,."0 -,-,,I,l -l"l];,,llTl:',T:; :::l':il, ""0 narratoriar ;; ; ;";:;.,; ;::Irr oqrcs.sion thar Natha
r rtt,,t |),,,^-,- * Ite portrays t" nltltt" 

":Ä',";;:'tr;:;:,.^ ----:-.-
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