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■ t J i..m.'F-JUDICIAL PUNISHMENT)

For; ■ ci s.r;,

.• ..nt tut hoi-1 zed by A. -.me UCMJ, as amended by FL87-64fi and an
a , by Chanter 26, MCY aid Chapter 1 JAC- Manual

OFFICERS

CO: FLAG or GENERAL CO, LCDR or MAJOR CO, LT &

Officer in Command and above below

ADMONITION or REPRIMAND Yes Yes Yes

RESTRICTION 60 days 30 days 15 days

ARREST IN QUARTERS 30 days No No

FORFEITURE OF PAY ’ 2 mos,.pay No No

DETENTION OF PAY r 3 r:’os..pay No No

ENLISTED

CO, LCDR or MAJOR CO , LT and below

and above and 0-inCs

ADMONITION or REPRIMAND Yes Yes

RESTRICTION 60 days 14 days

EXTRA DUTY 45 days 14 days

CORRECTIONAL CUSTODY 30 days
(only E-3 aad below)

7 days
(only E-3 and below)

CONFINEMENT ON B & W or DoR. 3 days
(Shipboard personal
E-3 and below)

3 days
(Shipboard personnel E-3
and below)

REDUCTION IN GRADE (2) One Grade
(per offense)

One Grade
(per offense)

FOREITURE OF PAY (3) 2 mos..pay 7 days pay

DETENTION OF PAY (4) A 3 mos.opay 14 days pay
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JUSTICE (KC.-b '-JUDICIAL PUNISHMENT)

Sof Punishments

'• C authorized by Article 15, UCMJ, as amended by PL87_64fl ^nd an
limited by Chapter 26, MCM and Chapter 1 JAG Manual

OFFICERS

CO, FLAG or GENERAL CO, LCDR or MAJOR CO, LT &

Officer in Command and above below

ADMONITION or REPRIMAND Yes Yes Yes

RESTRICTION 60 days 30 days 15 days

ARREST IN QUARTERS 30 days No No

FORFEITURE OF PAY ’• 2 moso.pay No No

DETENTION OF PAY r 3 mos..pay No No

ENLISTED

CO, LCDR or MAJOR CO, LT and below

and above and O-lnCs

ADMONITION or REPRIMAND Yes Yes

RESTRICTION 60 days 14 days

EXTRA DUTY 45 days 14 days

CORRECTIONAL CUSTODY 30 days
(only E~3 and below)

7 days
(only E-3 and below)

CONFINEMENT ON B & W or D,H, 3 days
(Shipboard personal
E~3 and below)

3 days
(Shipboard personnel E-3
and below)

REDUCTION IN GRADE (2 ) One Grade
(per offense)

One Grade
(per offense)

FOREITURE OF PAY (3) $ 2 mos..pay 7 days pay

DETENTION OF PAY (4) •i 3 mos..pay 14 days pay
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Beyond Genre: New Directions in Literary Classification by Paul Hemadi
Ithac3j, New York: Cornell University Press, 1972

2 Qluotes Friedrich SchegelJ '"It is equally lethal for the mind to have a system

and to have none. It will very well have to decide to combine the two.'"

2 does genre theory precede classification or follow it? the latter I suspect.

4-5 "a rather small number/of basic genre concepts have prevailed, with important

modifications to be sure, throughout the recorded history of literary criticism."

7 Benedetto Croce at the turn of the century, swore "to wage his 'eternal war

against the disastrous division of literature' into genres."

"The study of genres must not become an end in itself but rather serve as a

means toward the fuller understanding of individual works and of literature as

a whole."

7-8 "The best twentieth-century critics look for partial resemblances between unique

individuals."

"generic observations of 'ideal types' --Max Weber's influential term for con­

ceptual models-- to which literary works correspond in varying degree."

"The study of historical change could greatly profit from a clearer view than we

now have of what is changing."

"The better part of recent genre criticism has thus tended to be descriptive

rather than prescriptive, tentative rather than dogmatic, and philosophical

rather than historical."

THemadi admits that one of his principles is "to approach works of literature

as verbal evocations of imaginative worlds" --he reveals a bias here. Why ima­

ginative worlds only? What of the autobiography, documentary, diary, memoir, etc?
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Of course, they are imaginative but not to the exclusion of the "real" world.

QM. H. Abrams in The Mirror and The Lamp lists the four ways we can look at a

work of lit., the four aspects we can consider: the author, the reader, the

work itself, and the world that is evoked. Any study of Mailer must consider

the author (expressive), his projection of self which is so prominent, the

reader Mailer strains so to c@nva.ce, move and change (pragmatic), the world

evoked (mimetic), insofar as Mailer began as a naturalistic novelist and then

later in his career turned to journalism. Mailer himself is voluble on all

, ' three subjects, theoretically and practically. What he discusses less is the
,i]A

structure of his own works, craft, style (some words on this), and general

questions of form and coherence, leaving these matters to criticism. So this

study will focus on the works themselves,while yet eschewing any allegience to

the New Criticism which I believe to be,.excessive corrective to the inaJ/gties

of biographical-historical criticism. It is a freak. Mailer, one of the best

critics of his own work, speaks less about his work than himself, his audience,

and the world. So if Mailer is reticent, all the more reason for critics to

probe (not that he should not be reticent--it is just that here is the largest

gap in all previous criticism of Mailer, which has focused on Mailer's per­

sonality and public figure, his preachments and politics and his vision of

America and the modern world. )j!

rCroce rejected "the division of art into arts and the arts into genres" because

they are "universal and abstract concepts" and art is "formed intuitively by

esthetic expression." Mailer does not discuss his art so readily as he will dis­

cuss himself, the world he recreates, and his motives and hopes of conversion

of his readership for the same reason.J

11 Croce '"He who begins to think scientifically has already ceased to contemplate
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they are "universal and abstract concepts" and art is "formed intuitively by

esthetic expression." Mailer does not discuss his art so readily as he will dis­

cuss himself, the world he recreates, and his motives and hopes of conversion

of his readership for the same reason.”

11 Croce '"Ho who begins to think scientifically lias already ceased to contemplate
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esthically." jailer, while not this extreme, believes that it ruins the mystery

of a work in progress to think abstractly about it. It is not "impossible for

the critic to perceive on an aesthetic plane and to reflect in conceptual terms"

in alternation, so that "he may very well frame generic concepts which reflect

his Response to a given group of 'esthetic expressions'". Mailer's distaste for

abstract analytical thinking has my fullest sympathy and support.given the sanc­

tification of reason in the modern world, but one of the sub-themes of this

study is that Mailer's romantic reaction to reason is both his largest strength

and weakness. Beneath everything, Mailer finally believes in a unified sensibility

but he is forced by the dominance of the rational in technological society to pro­

pound the intuitive, romantic mode. So if there is little danger now of society

falling into a foolish romanticism, little danger of modern man climbing the

transcendental masthead and loosing his footing, still it is a potential danger.

What the world needs now is more of the spontaneous romantic and instinctual

so my quibbles is philosophic. ;

14 j "The familiar distinction of German romantic philosophers between the self

i (Ich) and the world."

fjsee Chapter 5 of A Portrait of the Artist for Dedalus' 3 forms of art J

lyric dramatic epic
15 3 kinds of speech: monologue, dialogue, mixed speech (combo, of report, mono­

logue and dialogue}

16 quotes Leonhard Berigei/Die literarische Wertung (1938) .who equates the novel

with determinism and skepticism [^Interesting, especially since Mailer has

found himself unable to write omniscient novels--here's the cause: naturalism

and determinism are anathema to him.J

y 16-17 "Goethe's distinction between the three 'natural/forms of peotry' (the lyric
I
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mode of enthusiastic excitement, the epic mode of lucid narration, and the

dramatic mode of personal action) [Mailer's Armies partakes of all three!"]

17 '■ Robert HartlrVersuch einer psychologischen Grundlegung derDichtungsgattongen^

(1924)equates epic, lyric and dramatic forms with Kant' s 3 'faculties of the soul1.

thinking, feeling, and volition.

18 Recording to Hartl, if a writer regards the events of literature as occurances

he tends toward the epic mode, if he see them as purposeful actions he tends

toward the dramatic mode.,

Jl Hartl describes the narrative writer's attempt to encompass the "extensive

totality" of the world and the "intensive totality" of his characters, whereas

the dramatic artist focuses on a "purposeful action" and the will of his char­

acters, so the focus is on the volition of his charaters--all else is excluded.

19 Hernandi paraphrases K. Burne^who says that in reading an epic "one adopts a

realistic sense of one's one limitations but also obtains through partial iden­

tification with the great figures 'the distinction necessary for self-justifi-

: cation.*" 

21 ... I literary genres:"helpful to writers as conventional frames" 

21-22 Kohler "generic conventions reduce the number of possibilities and thus promote

the choice of elements." 

22 Kohler "'the genres are the economy of the arts and letters'"

^3/
Van Tieghem "genres as the esthetic expressions of man's sentimental, intel lectiial ,

religious, or social needs and interests."

I Van Tieghem "every genre is a 'mold' first designed by invention, then adopted
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. and perfected by experience, to serve a definite purpose once a genre becomes

part of a literary tradition, one associates with it certain subject matters

as well as certain patterns of thought and sentiment. The 'true artist' will

take full advantage of the tested and perfected 'molds' by broadening or

simplifying, modifying and 'rejuvenating' them."

24 Staeger: lyrical and lyric are 2 different things

25 in. the lyric there is no gap between subject and object"

27 actual distance characterizes epic style because the uny^ilding verse

form (Homer's hexameter) suggests a firm standpoint.

28 to make all parts of the epic journey seem as important suspense is eliminated

in epic and final outcome is always known

29 "Percy Lubback's concepts of 'scenic' aid 'panoramic' narration"

34 traditional division of lit into lyric, epic, and dramatic

34-35 a fourth genre, "meditative" lit, may encompass forms such as the essay, the
I feiosi.

feudieton, the puzzle, the formal address, the newspaper report the polemical

satire, proverb, epigram, parable, morality play. Another possibility is

"didactic" lit.

utterance report representing
singing narrating manifestation

35 "lyric introspection, epic observation, and dramatic fascination" AND Didactic

(showing)

36 Ruttkowski 2 relationships: (1) between characters (2) between author and

audience. (J) encompasses essays, sermons, aphorisms, dedicatory epistles,
. . -i • -i j • j 4. • /cabaret songs - the polemical didactic -

qJ/•
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38 Meyer: language: '"marvelous abbreviation of reality'"

38-39 Meyer: narrative: "Its reporting form of presentation places the reader at a

distance from the fictional characters, and the narrative emphasis on the ex-

X 'terior circumstances of action further supports him in assuming the attitude

jof a detached spectator rather than an involved actor." 

39 | Doha: "Whoever hears words without seeing the speaker cannot help wondering

i about their source; from this observation Dohm infers that words, in addition

I to functioning as signs always point to a person whose utterances they are."

Qwith Mailer's work the curiousity about the subject (Mailer-now) is partially

or greatly satisfied by reference to his object (Mailer-then) 7|

c I I _•
(reports) on the material spoken [Mailer bridges this gap nicely?!

VI Dohrn: in "the highest form of utterance, 'manifestation'" the listener feels

"a complete interpenetration of the subject matter and the experiential basis

of the communication" the experience seems simultaneous with the act of talking.

[_Again Mailer often accomplishes this; we forget that the event is past and

recollected in tranquility--this effect is largely due to the fact that subject

speaker and object described is the same.J
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