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Sir William Gerald Golding (1911-1993) iseoof Britain's most eminent
novelists of the twentieth century. He wrote a goadhber of notable novels
foremost among which are his first and most famomeel Lord of the Flies
(1954), "which has since beconte modern novel that all English
schoolchildren study" (Leader, p.290), The Inhesi{d955), Pincher Martin
(1956), Free Fall(1959), The Spirg1964) the Pyramid1967), Rites of
Passag¢1980), Close Quarted987) and Fire Down Belo@l989). Golding
won the Nobel Prize for Literature in 1983. In 1988was knighted. It is the
aim of the present paper to explore the narratofdgelements, or to use
Barry's expression, "the basic mechanisms and guoes" (p. 22), in William
Golding's novel_Lord of the FliesCertain narratological aspects will be
discussed. These are aspects such as time and pllacearrator, speech,
mimesis and diegesis. Prior to getting down Goldimgrratology as revealed
in the novel, however, it is appropriately of imfaorce to give definitions of
the terms, such as narratology, narrative, narrator Other, terms, will be
defined when mentioned in due course.

Anyone studying narratology will most probabe faced by three main
problems: first, the various terms used to refahtosame thing. Barry writes,
"One of the most striking aspects of narratologthes way it tends to provide
several different terms for the same phenomenarh eae the creation of a
different 'school™ (p.240). The second problenthe countless number of
terms narratology has 'hatched' since it was éosted by Tzvetan Todorov
in 1969 (Hawthorn, p.226). Thirdly, theorists ofrra@ology have greatly
differed as to how to approach and deal with a wafrlart. "If Aristotle is
mainly focused on theme, Propp on plot, ... Genettenarration [and]
Barthes on the reader..." (Barry, p.240).

As the narrator in_Lord of the Flisays, "The greatest ideas are the
simplest” (Golding, p.151), | shall, therefore, toybe as simple as possible.
To begin with, the term "narratology" can simplydefined as

The study of narrative structures... [it is] the studf how
narratives make meaning, and what the basic mesinani
and procedures are which are common to all actsooy-
telling. Narratology, then, is not the reading and
interpretation of individual stories, but the atfgrto study
the nature of 'story' itself as a concept and a&siltural
practice. (Barry, p.222-3)



In his book,_ Narratology: A Guide to the Theory Nérrative Manfred
stresses the importance of the narrator. He writes

A narrator is the speaker or 'voice' of the nareatdiscourse
(Genette 1980 [1972]: 186). He or she is the agdmt establishes
communicative contact with an addressee (the ‘tea')a who

manages the exposition, who decides what is tolde how it is to

be told (especially, from what point of view, amdwhat sequence),
and what is to be left out. If necessary, the narraill defend the

'‘tellability’ (N1.5) of the story (Labov 1972) armbmment on its
lesson, purpose, or message.

It is important here to remark that the main cona&rthe narratologist is not
with the tale itself, but, so to speak, in how thke is told, i.e. he is mainly
interested in "the process of telling itself" (Banp.231). A narrative is a "text
which tells a story. A narrative differs from magher types of text in that it
relates a connected series of events, either refattmnal, in a more or less
orderly manner" (Trask, p. 197).

Lord of the Fliegells the story of a group of about thirty Britigine-
adolescent schoolboys stranded on an island a® mleashes on a desert
island in the Pacific as a result of a nuclear wae crew gets killed, and the
boys are left on their own. They begin to estaliismselves in a society but
every thing turns into a mess. A rumor about 'tkasti spreads and all the
boys are filled with horror. Furthermore, a strugglier power arises between
Ralph, who aspires for a civilized, democratic stgi and Jack, with his
promises for a reversion to primitivism. The mayof the boys choose to be
savages and paint their faces as primitive pedpley attack and horrify 'the
civilised' boys, and kill two of them, Simon andy&y. They were about to
'hunt' Ralph, the leader, and the last of those gWase to be civilized, when
eventually a naval officer arrives. At the endtloé novel, horrified by the
cruelty and the brutality that fills man's hearthas discovered, Ralph weeps
for "the end of innocence, the darkness of marasth@solding, p.233).

In her book, William Golding: The Dark ke of Discovery Virginia
Tiger stresses the point that "Much of the noyedissuasive resonance comes
from its strong structural shape" (p. 39). Thisadata look at the structure of
the novel. To start from the very beginning, ohéhe most interesting things
about this novel is its title_Lord of the FlieFhe title was suggested by
Charles Monteith, editor at Faber and Faber atithe when the novel was
published, though Strangers from Withwas the title given to the novel by
Golding (Mullan, p.16). The phrase "Lord of theesll was used by the boys
in the novel for the pig's head stuck on a polerapitiate the 'beast’ that
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supposedly haunts the island (p.160). The titilhésEnglish version of the
Hebrew name for the Devil, Ba'alzzvuv, and BeelzinuBGreek, another name
for the Devil, "a devil whose name suggests thatisheevoted to decay,
destruction, demoralization, hysteria and panicgt@iey, p.154). In the novel,
it refers to the pig's head, rotting and coverethlies, which becomes the
totem, or god, of the boys on the island. The telks us how all that is fearful
and appalling on the island comes from within tbgsthemselves, as Piggy
told them.

In discussing Gerard Genette's theory ofat@logy, as revealed in the
latter's book _Narrative Discoursd’eter Barry raises the following six
guestions on which Genette's theory of narratoledpased:

1- How is the story 'packaged'?

2- How is time handled in the story?

3- Who is telling the story?

4- How is the narrative ‘focalized'?

5- How are speech and thought represented?

6- Is the basic narrative mode 'mimetic' or 'digxf&t

My discussion of the narratological elements indswl's Lord of the Flies
will be, as much as possible, an attempt to resgonithe above six raised
guestions.

To begin with, Lord of the Flies a 'straight' narrative in the sense that
In its entirety it tells the story of those Britisithoolboys whose plane got
crashed on a desert island. It neither ‘framesthanostory, nor is it
‘embedded' in another 'frame’ stomhat is really noticeable about the novel is that
from the first chapter it refers to events thatktqaace earlier.Ilt is noteworthy,
however, that, like many other novels, this one @saknany important
references to time, whether these references atepéuture ones.

As Barry explains:

Narratives often contain references back and fawso that the
order of telling does not correspond to the ordehappening.

sometimes the story will ‘flash back' to relate earent which

happened in the past, and such parts of the nagredin be called
‘analeptic'... likewise, the narrative may ‘flashwiard' to narrate,
or refer to, or anticipate an event which happateri such parts of
the narrative can be called 'proleptic'.

(p. 234-5)



Many of Golding's novels are narratethasitin flashback or in flash-
forward techniques, i.e., in Golding's novels imgal, the narrator looks
either forward or backward in time. Pincher Mar({itf56) and_Free Fall
(1959), for instance, are written in a flashbaahteque. Lord of the Flie®n
the other hand, is written in a flash forward teghe, as many critics tend to
believe. This recurrent fluctuation between thetpasd the present on
Golding's part as a novelist has been admired hyestritics, and criticised
by others. In his book, A Brief History to Englighterature John Peck
writes:

A criticism that can be leveled against Goldingweds is ...that
although Golding can engage with the present, haligays
looking back, recollecting old ways of structuritige world. (p.
279).

These methods of narration, undoubtedhtaik a discussion of the
guestion of time in_Lord of the Fliedo begin with, time is essential to
getting to grips with Golding's works. It is, indkecrucial to real
understanding of his works. In Lord of the FJi&w instance, we are not at all
told about the time when the story happened. Tikisthe setting of the novel
that is not clearly defined either, remains a mysteél the very end of the
novel. We are not even told about how long the b&ysnt on that desert
island. Golding could have left this for the readef the novel to speculate,
guess and imagine. Speculating about the time whemovel takes place,
Bradbury suggests that "The time is the futurg¢hanaftermath of the nuclear
war" (p.326). Thus, in its entirety, the novel iflash forward on the part of
the writer. In her turn, Virginia Tiger stresseg timportance of imagination
Golding's works arouse as she says, "his novele Bpwoken to the private
Imagination of the private reader with immediacy aertainty" (p. 8). In his
book, The Modern British NoveMalcolm Bradbury refers to the importance
of time in Lord of the Fliesas he notes that the novel is "hardly a work of
realism, or in the conventional sense a Fiftiesehosince, though its subject
was timely, it possessed all the timelessness ¢ (py326".

Within the novel itself, it is noteworthy to mentidhat the narrator
aptly uses flashback and flash-forward techniquéashback has been
adopted many times throughout the novel. To give example, the novel
opens with a dialogue between two boys, Ralph aggyPin which we are
told about how and why such boys have been landesdich an island:

"Aren't there any grown-ups at all?"
"l don't think so."



The fair boy [i.e. Ralph] said this solemnly; baen the delight of a
realized ambition overcame him. In the middle & flcar he stood on his
head and grinned at the reversed fat boy [i.e.\Rigg

"No grown-ups!”
The fat boy thought for a moment.

“The pilot."
The fair boy allowed his feet to come down andosathe steamy earth.

"He must have flown off after he dropped is. couldn't land here.
Not in a plane with wheels."

"We was attacked!"

The fat boy shook his head.

"When we was coming down | looked througlke ofithe windows. |

saw the other part of the plane. There were flanmsing out of it."

(p.12)

We are, thus, from the very beginning of the notat in a flashback that it
was through an air accident that such boys wemeldiwn such an island. By
using the flashback technique, as he does, Goldmdd do without many
unnecessary details, at least from his own pointiedv, that could fill up
many pages of the novel.

Accounting for using flashback at the begug of a novel, as referred to
here, Barry comments:

Writers make strategic use of both analepsis amdepsis in
telling a story, for the beginning is seldom thatlhy@ace to begin-
stories tend to begin in the middle..., with analeptnaterial
sketching what went before. (p.235)

Two of the most interesting flash-forwardsdman the novel are those
made by Ralph and Piggy. In Chapter Two, Ralphrtsse Roger, "l said
we'll be rescued” (p.52). On the contrary, PiggyssdWe may stay here till
we die" (p.19). As the novel progresses, Ralptessued and Piggy is killed
by the savage Roger. To many critics, the murdesingiggy and Simon are
two of the most horrifying in modern literature.gBy gets killed in the
Chapter Eleven. This is how the event is narrated:

The rock struck Piggy a glancing blow from chirkteee; the conch
exploded into a thousand white fragments and cetasexist. Piggy,
saying nothing, with no time for even a grunt, &iéed through the
air sideways from the rock, turning over as he wérte rock
bounded twice and was lost in the forest. Piggl ftety feet and
landed on his back across that square, red rothkeirsea. His head



opened and stuff came out and turned red. Piggys and legs
twitched a bit, like a pig's after it has beenddll Then the sea
breathed again in a long, slow sigh(p.210)

Another flash-forward was that penetratif@ys-sighted one made by
Piggy when he expresses his fears of man's naitteampting to explain that
there is no real beast on the island and thaetfetlis a beast to fear, it is man
that is to be feared. Piggy said,

"I know there isn't no beast- nothwilaws and all that, |
mean- but | know there isn't no fear, eithemless-"
Ralph moved restlessly.
"Unless what"
"Unless we get frightened of people.” (p.98)

Another flash-forward is made in this same chap@napter Five, when

Ralph also asserts, "We'll be like animals... welbrs be animals anyway"

(p.107). As the novel progresses, we see how thie et much more savage
than animals.

Golding's handling of time in such a way,dadeed, be attributed to two
reasons: first, Golding believed that his novelgenvexplorations of man's
nature, which is itself hardly apt to change byetirGolding believed he was a
connoisseur of human nature. He once said thatdogairad "a terrible
desperate knowledge of what human beings are aapéb(Bradbury p. 326).
He believed he had discovered the ugly, harshdfidean's nature when, as a
combatant during WW Il, he was shocked by the litytaf man towards his
fellow men. In the battlefield, he discoverte beast inside man; an idea that
he was to develop and explore fully in his novetdof the Flies It is not
difficult at all to see it in the background in ast all of his works. Many
critics assert that_Lord of the Fliesllegorically reflects "post-war
disillusionment with human nature" (Carter, p.476he war experience
proved to be quite influential as well as greatbrniative to Golding's
mentality as a writer. Golding himself has once laixgd that "the novel
originates from his experience of human evil durthg atrocities of the
Second World War" (Carter, p.476). So remarkable the effect of war and
its disasters on Golding the novelist that he lesdooked at as a writer who
"considers the post-war world" (Peck, Bripf278). In his turn, J. G. Ballard
classifies Golding as a writer of "the British disar novel" (Leader, p.219).
He was preoccupied with evil and Original Sin, ashbOusby (p. 118) and
Burgess (p. 227) assert.




Secondly, Golding was always satisfied tbae air of myth about his
novels. The fact that Golding, deliberately enoulgitates almost all his
novels at unspecified times and extreme locati@ugls to the mythical
dimension of his novels. Indeed, he believed thsitstories were not fables
but myths. Expounding the difference as he saWweitsaid that fable was "an
invented thing", but myth is as original and aginsic as man's existence
itself. Golding says:

... | think a myth is a much profounder and morengigant than
a fable. | do feel fable as being an invented tlongthe surface
whereas myth is something that comes out of thes rafbthings in
the ancient sense of being a key to existenceytiode meaning of
life, and experience as a whole. (Tiger28)

To take the idea a step further, many aibhave, indeed, commented on
Golding's manipulating of time and place in his @levin such a way asserting
that this adds a "metaphysical" perspective to sumatks. This encouraged
many critics to claim that Golding was a metaphgisiwriter (Bradbury,
p.326).

With such 'metaphysical' and 'mythical’ cqisein mind, Golding was
encouraged to locate his characters, in most ohbigls, at remote, often
unspecified times and places. Lord of the Flfes instance, is about a group
of English schoolboys marooned on a desert islartla Pacific after a plane
crash. _Pincher Martins about a torpedoed sailor marooned alone on a
desolate rock in the mid-Atlantic. In_Darkness Wigia horribly disfigured
child emerges from the wartime bombing of Londanslich novels, time, as
well as place, remains a mystery. Free Fals been distinguished from
Golding's other novels on the grounds of havingri@e concrete setting"
(Legouis, p. 1415).

With such notions in Golding's mind as a fisteit can safely be stated
that since Golding's themes are universal anddnisatee, i.e. the person(s) to
whom the novel is addressed, is man and, theretonguld be a mistake to
think of Lord of the Fliess a novel for boys. As has already been poiniéd o
this novel addresses universal themes since istakés focal interest to be
man's nature. This, indeed, encourages us to hlnakat the narrator of the
novel to see how he manipulates his novel.

Having had such a quick look at the narratiess time now to turn to
discussing the narrator who tells the story. laisvell-known fact that the
narrator in a novel is not necessarily its autfdrere are two main types of
narrator: dramatized and non-dramatised narra#rslramatized narrator,



also referred to as 'intrusive’, 'overt', is thedkof narrator that is identified as
a distinct, named character with a personal histamg gender. A good
example of this kind of narrator is Mr. Lockwood Emily Bronte’s novel
Wuthering Heights Contrary to the dramatized narrator, a non-drez®dt
narrator, also known as ‘covert', 'effaced’, on-mrusive’, is a narrator that is
not identified at all as a distinct character watimame and a personal history
and remains just as a voice or a tone, which we ragister simply as an
intelligent recording consciousness, "a mere riglinedium™, to quote Barry,
"which strives for neutrality and transparency" 2@1). From this
perspective, the narrator in_Lord of the Fliean be distinguished on the
grounds of being a non-dramatised one.

Furthermore, narrators can also be disisigad from one another on the
grounds of being omniscient or not. "An omnisci@atrrator’, as Martin
Stephen puts it, "is a narrator in a novel who keaand sees all that is
happening in the plot of the novel and to its cbens" (p.35). Omniscient
narration is a common form of third-person narraimo which the teller of the
tale, who often appears to speak with the voiclefauthor himself, assumes
an omniscient (all-knowing) perspective on the ystioeing told: diving into
private thoughts, narrating secret or hidden eyguataping between spaces
and times. An omniscient narrator, thus, "has acteshe unstated feelings
that lie behind the characters' words and actibiescan take us into the most
hidden recesses of their minds" (Mullan, p.65). dfirse, the omniscient
narrator, it is to be born in mind, does not tek reader everything, at least
not until the moment of greatest effect. Sheddirgrarlight on the idea of
omniscience in narration, Mullan states that

Logically speaking, all authors of the novels amengscient: their
characters are their creations, so they can surbwkwhatever
they want to know about them. But not all narrat@ase

omniscient. ... the author can know everything, & barrator
declines to do so, presenting the scene to us las fad already
puzzled over it, without quite getting to the battaf things.

...this narrator has access to the unstated feethmgslie behind
the characters' words and actions. He can takeatosthe most
hidden recesses of their minds. (p. 64-5)

The narrator in Lord of the Flissan omniscient one. Many a time does
he delve deep into the minds of his charactersltau$ what they think about.
Here is an example,

Simon paused. He looked over his shoulder as jadkdione at the
close ways behind him and glanced swiftly rounatdafirm that



he was utterly alone. For a moment his movementg \&bnost

furtive. Then he bent down and wormed his way tht® centre of
the mat. The creepers and the bushes were sotbltske left his

sweat on them and they pulled together behind Wimen he was
secure in the middle he was in a little cabin soeeeoff from the

open space by a few leaves. He squatted down,dptmteleaves
and locked out into the clearing. Nothing moved hupair of

gaudy butterflies that danced round each otherha hot air.

Holding his breath, he cocked a hot a critical &athe sounds of
the island. (p.66-7)

One of the most important things about ociarg narration is that it is a
means by which we are introduced into the mindshef characters in the
novel so that we can share them their thinking sympathise with them.
Indeed, it is true that sometimes we are allowedkrtow more about the
character's inner world, thoughts and feelings ttencharacter himself, as
the quotation above shows. Another situation thalpably reveals the
omniscience of the narrator is that of the murdgoh Simon. It is through
omniscient narration that we can gauge the redlofat of the limitless
imaginative power of a character such as Simonthedares and worries of
Ralph. The imaginative dialogue supposed to haves gm between Simon,
when left by himself in the company of the pig, dhd Lord of the Flies is
telling:

"You are a silly little boy," said the Lord of tHdies, "just an
ignorant, silly little boy."

Simon moved his swollen tongue but said nothingn'Dgou
agree?" said the Lord of the Flies, 'Aren't yout jassilly little
boy?"

Simon answered him in the same silent voice. "\t#eh," said the
Lord of the Flies, "you'd better run off and playttwthe others.
They think you're batty, do you? You like Ralplog Hon't you?"

Simon's head was tilted slightly up. His eyes couddbreak away
and the Lord of the Flies hung in space before him.

"What are you doing out here all alone? Aren't gfnaid of me?"
Simon shook.

... "Fancy thinking the Beast was something you cdwdt and
killl" said the head. For a moment or two the forasd all the
other dimly appreciated places echoed with thegyaod laughter.



"You knew, didn't you? I'm part of you. Close, @doslose".
(p.166)

It is through omniscient narration, as shown abdket we are acquainted
with the character's inner thought and are thudiferthto sympathise with
him and able to anticipate and expect how suchagacker is likely to act.

Omnicient narration overlaps the narratataidea of ‘'focalisaton’, that
Is the 'viewpoint', 'perspective’ or the point-edw from which the story is
told. Focalization can be divided into two typestérnal' and 'internal’. An
externally focalized narrator is the one that taloehis focal interest what is
externally observable in depicting his charact8csthat the narrator of such a
kind is mainly interested in what the characsagsanddo. In other words, the
narrator of such a kind is interested in what iseasible to anyone that
happens to be present at the time when an evesd ffice. Contrary to this is
the 'internal focalisation' in which the narraterkeen on probing the psyche
of his characters. The focus here is on what treragiersthink and fedl.
Narration in_Lord of the Fliesan, however, be described as 'zero-focalised' in
the sense that the novel is not narrated from te@point of one particular
narrator, i.e. ‘focaliser’ or 'reflector’, two texneing used to refer the
character through whose point-of-view the novegbnssented. What happens
in this novel is that the narrator freely enters thinds and emotions of more
than one of the characters, "as if privy to theutitds and feelings of all of
them... [Gerald] Prince says that zero-focalizatian dharacteristic of
'‘traditional' or ‘classical' narration. Its moremiar name is '‘omniscient
narration™ (Barry, p.233). The idea has, thus, edutli circle.

It is important here to point out that tlype of focalization the novelist
chooses his narrator to be can affect the way $paed thought are presented
in the novel. Four versions of speech are commaulypted by novelists.
These are: 'direct, tagged' (referred to as 'morsgteech’ by Genette), 'direct,
untagged', 'direct, selectively tagged' and 'taggetirect’ speech (referred to
as 'transposed speech' by Gennette). 'Taggingeigerm used to describe
those sentences attached often at the end of ansento indicate who the
speaker is. Novelists have the freedom to seleettype of speech they
believe most suitable and effective in conducting hovel's discourse. It is
worth noting, however, that, "each inserted tag reminder of the presence
of a narrator" (Barry, p. 238). In_Lord of the Hi&olding oscillates among
the first three most of the time. The following ldgue is an example of the
'direct, selectively tagged' speech:

Ralph raised his head off his forearms.



"That was no good."
Roger spat efficiently into the hot dust

"What do you mean?"

"There wasn't any smoke. Only flame."
Piggy had settled himself in a coign between twcksp and sat
with the conch on his knees.

"We haven't made a fire" he said, "What's any Mge couldn't
keep a fire like that going, not if we tried."

"A fat lot you tried," said Jack contemptuouslyou just sat."

"We used his specs," said Simon, smearing a lalaekk with his
forearm. "He helped that way."

"l got the conch," said Piggy indignantly. "Yaat Ime speak!"

(p. 50)

One possible reason that can account for Goldipgeserence of direct
speech is that he wanted to be as accurate adleossigiving the actual,
exact words of the characters, and, in so doingyvtad intruding himself in
that world of boys. Reader of the novel are, tlgigen the chance to fully
share those boys their thoughts and language thrthey characters' own
uttered words. One more possibility is that Goldivemnted to show his ability
as a novelist to access and, indeed, master tjadge of such schoolboys at
such an age, which is a real triumph on Goldingl$. pn this respect, as J. R.
Rees explains, "Golding has succeeded brilliamghrtly no doubt because of
his experience as a teacher of such boys" (p.140iXact, he continued to
teach for seven years after Lord of the Fhesl already been published. The
very language used by those young boys is redllfpifiboys of such an age
with all the minutiae. It is not difficult, therefe, to notice that most of the
conversations among such boys consist of simpléesess, rather than
compound or complex ones. In addition, throughtet movel's course, we
come across many linguistic features that reminthasthe speakers are still
young schoolboys. These include the grammaticdakes that abound in the
text of the novel, sentence fragments, ellipsesciMof the beauty emanating
from language would have been done without hadwheer resorted to
indirect speechThe first of these types, 'direct and tagged' dpeé particularly
effective when a conversation involving more thamotis held. Furthermore,
employing direct speech adds a dramatic dimensiaing dialogue that can
hardly be achieved in case reported speech is gegbldReported speech,
when adopted by narrators, "seems to introduce lamemt of formal
distancing between the reader and the depictedt€véBarry, p. 238).
Indeed, even in the conversation that is supposdthve gone on between
Simon and the Beast, direct speech is at work tflamdevered head of the pig
addresses Simon directly:
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"I'm the reason why it's no go? Why things are whay are?"
The laughter shivered again.

"Come now," said the Lord of the Flies. "Get backthe others
and we'll forget the whole thing. "p. 166-7)

It is high time now to consider the narratisnode of the novel, i.e.
'mimetic' or 'diegetic'. 'Mimesis' means 'showing"dramatising'. 'Diegesis’
means 'telling’ or 'relating’. As Barry explains:

The parts of a narrative which are presented innaetic manner
are 'dramatised’, which is to say that they aresemed in a
'scenic' way...'Mimesis' is 'slow telling', in whiebhat is done
and said is 'staged' for the reader, creatinglit@an that we are
'seeing’ and 'hearing' things for ourselves. (p.231

Barry proceeds distinguishing 'diegesis' from 'n@igleon the grounds of
being an abridged telling of a certain event. Thagof the narrative which
are presented in the diegetic mode, he explains,

are given in a more 'rapid’ or 'panoramic' or 's@amsmg’ way.
The aim is to give us essential or linking inforroatas efficiently
as possible, without trying to create the illustbat the events are
taking place before our eyes- the narrator juss sayat happens,
without trying to show it as it happens. (p.231)

Worthy of note is that most narrators usthbmodes in tandem. Within
the course of the same novel, a narrator usuallyes\ddrom mimetic to
diegetic, and back again, "for strategic reasongcabse an entirely mimetic
novel would tend to be infinitely long, and an egly diegetic one could
hardly be more than a couple of pages, and wowd like a plot summary"
(Barry, p.231-2). The point to be stressed hetbkasto deal in detail with one
event or another depends greatly on the narrat@rns point of view much
more than on the idea or the event itself. This siamply be rendered and
attributed to the narrator's own point of view amdthe weight he/she would
like to lay on such an event or idea. It is theasigance of the idea proffered
and its weight, according to the narrator, thaidkeevhether it should be dealt
with mimetically or diegetically. To give one exalmpthe event of the plane
crash referred to in a flashback at the start & tovel is dealt with

diegetically. It is not commented on or referredatty more throughout the
novel.

To give a few examples, the overstredaigson the four ideas of 'fire’,
'the conch’, 'silence' and 'face'. The mimeticttneats, and the remarkable
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Importance, laid on such words from the beginnihthe novel can simply be
indicative of the weight to be added to them. krie to think of these four as
motifs that form the unbreakable bond that goead$éestly throughout the
whole course of the novel. A motif can simply bdimked as "a type of
incident or image that occurs frequently in teXRéck,_Literary, p.165). It is
a repeated word, idea or image which acts as gingiflevice. It is a way of
presenting the theme at any moment without statinbA word or image
[that] crosses and re-crosses the fabric of they stod creates a kind of
internal stitching" (Coles, p.57).

One of the reasons why a narrator could chg@etically with one idea
or another is that such an idea or event will bestibged in due course. From
this standpoint, mimesis, rather than diegesis,ahla$ to do with the internal
cohesion and unity of the novel. More often than cwes the narrator of a
novel select one or more ideas to develop througth@ucourse of the novel.
This, of course, necessitates that more weightigportance should be laid
on such an idea or event.

One single paragraph from Chapter Two caeakthe mimetic treatment
and the increasing interest Golding deliberatelyega the word ‘fire’. In the
guotation below | have italicized the word firevasll as the other words and
pronouns that are related or refer to it:

Smoke was rising here and there among the creeperddsiatoned the
dead or dying trees. As they watchedlaah of fire appeared at the root
of one wisp, and then thsenoke thickened. Smalflames stirred at the
bole of a tree and crawled away through leaves langhwood,
dividing and increasingOne patch touched a tree trunk and scrambled
up like a bright squirrel. The smoke increased, sifted, rolled outwards.
The squirrel leapt on the wings of the wind and clung to aniothe
standing tree, eating downwards. Beneath the dar&my of leaves and
smoke thefire laid hold on the forest and began to gnaw. Acfddark
and yellowsmoke rolled steadily towards the sea. At the sighthed t
flames and the irresistible course of thee, the boys broke into shrill,
excited cheering. Thtames, as though they were a kind of wild life,
creptasajaguar creeps on its belly towards a line of birch-lilegkngs
that fledged an outcrop of the pink rock. They flap at the first of the
trees, and the branches grew a brief foliagdiref The heart of the
flame leapt nimbly across the gap between the teswbthen went
swinging andflaring along the whole row of them. Beneath the
capering boys a quarter of a mile square of forest savage with
smoke andflame. The separate noises of thee merged into a drum-
roll that seemed to shake the mountain. (pp. 52-3)
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This must be one of the best and most ist&xg descriptions of a fire.
This is, indeed, an excellent portrait drawn witares from which much of
the pleasure springs. The quick, overwhelming sprefdhe fire has its
counterpart in the text, i. e. it remarkably reprgsd by the ubiquity of the
word fire in the text itself. The whole paragrapigeed, seems to be ablaze
by the immense heat of the fire. One can hardlyr @xpect a writer to
describe fire with such efficacy and dexterity. ba whole, | believe that this
Is the most interesting description Golding offessin his Lord of the Flies

To recapitulate, the present study hasavaolred to explore Golding's
art of narratology as revealed in his novel Lordhe Flies Gerard Genette's
narratological approach has been adopted sinsebiélieved by many critics
to be the best in the domain of narratology. Thpepahas attempted to
explore six pivotal areas in the novel. These Hre:'straightforwardness' of
the novel, time, the narrator, focalization, speanimesis and diegesis. As
Barry asserts, these are the six pivotal areasdratnich Genette's theory of
narratology revolve.

The wide popularity Golding's novel has gdinean be attributed to the
multifaceted nature of the novel. The novel, Tigsserts, "suggests a large scale
of human values, social, political, moral, and nxytwhich are relevant in both
universal and contemporary terms" (p.54). Goldingself, no wonder, intended
his novel to bring about such richness of meanmd ienplications. In describing
the meaning of his novel, Golding writes:

The theme is an attempt to trace the defects oétgoback to the
defects of human nature. The moral is that the eslod@ society
must depend on the ethical nature of the individuna not on any
political system however apparently logical or exdpble. The
whole book is symbolic in nature except the resgu¢he end
where adult appears, dignified and capable, breatity enmeshed
in the same evil as the symbolic life of the cleldion the island.
The officer, having interrupted a man-hunt, prepae take the
children off the island in a cruiser which will gently be hunting
its enemy in the same implacable way. And who vaicue the
adult and his cruiser. (Netzley, p. 153-4)
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