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ABSTRACT

Animals have played a key role in human society since primordial time,
and their existences have been presented in our tales for centuries. Nevertheless, in
the literary world, the area that records human culture, history, emotion, feeling,
philosophy, and social movement, animals are marginalized as minor literature. It can
be roughly estimated that well over ninety percent of world literature is narrated by
human protagonists. Within those other, “minor” works, animals typically have
positions as symbols of human characteristics. Their natural behaviors have not been
depicted, and their status remains an object of human comparison even in the
literary works in which they play the role of protagonist. Hence, it is interesting to see
animals as principal characters in novels whose persuasive narration invites the
reader to get into their psychology.

The research examines the role of animal protagonists and how it helps
depicting the issues in relation to the author’s ideology, background, and issues of
concern. Three classic works from different genres, cultures, and times are selected

to investigate how these aspects affect the selection of animal characters as well as
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how the narrative techniques influence the reader’s response. Anna Sewell’s Black
Beauty uses the horse protagonist with a narrative full of pathos to amplify the
picture of animal abuse in the Victorian era. Natsume Soseki’s | Am a Cat uses the
cat protagonist using de-familiarization in his narrative to encourage the readers to
detach themselves from their social context, with explicit satirical effect. Jack
London’s The Call of the Wild uses the dog protagonist with indirect interior
monologue to explore the issue of self-awareness and to depict the concept of
naturalism.

The analysis comes to the conclusion that although the authors
belonged to different genres, cultures, and literary periods, the animal protagonists
effectively help depicting the issues we overlook without causing bias to the readers.
Moreover, emotional engagement, distancing effect, and self-awareness are
significantly enhanced by the genuine nature of the animal protagonists. They are
more suitable than humans because they are not overridden or stained by social
values and culture. Therefore, the reader is convinced that their messages are
reliable. However, the narrative techniques of the story must be compatible with the
nature of the selected animal so the readers could obtain the messages of the
author. These prove that animals can become protagonist in story in much the same
way humans can, and the appropriate narrative techniques have high influence in

achieving the author’s objectives.

Keywords: Narrative techniques, Defamiliarization, Indirect Interior Monologue,

Reader-response
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CHAPTER 1
INTRODUCTION

“The g¢aze called ‘animal’ offers to my sight the abyssal limit of the

human” - Jacque Derrida

Living on the same planet and survive through the history with human,
animal plays the great role in human culture. Some species infiltrate to human
imagination with the combination of each distinctive functional organ, leading to the
creation of mythical beast such as Pegasus, a winged horse. Some species with
beneficial instinct and/or biological structures were brought into domestication and
raised for food, secondary products, labor, and companionship (Zeder, 2012). The
relationship between human-animals is interwoven and co-evolved through times
and history, and this is the result of our observation. However, in literary world, the
area that records human culture, history, emotion, feeling, philosophy, and social
movement, the animal is marginalized as we could roughly estimate that more than
ninety percent of world literature is narrated by human protagonist. Still, animal have
their outstanding position in Aesop fables, recognized as the oldest tales with animal
as main characters. Later, the animal characters have been developed with more
complicated representation. They become the agency for social satire, historical
representation, or emotional appeal, for instance, and diverse narrative techniques

are keenly employed by the author to depict these issues.
1.1 History of Animal Literature: From Aesop to Spiegelman

Many people assume that animals appear in literature for the first time in
Aesop’s fables in the late to mid-6" century BC, but modern research reveals that
the oldest fables might originate from Mesopotamia where Old Babylonia, Middle
Assyria, and Neo-Assyria were engaged in its revision (S. A. Handford, 1954; Williams,

1956). During these periods, the animal was depicted for causal ideology; for
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example, the origin of Etana’s vehicle (the King of Kish in Sumerian) comes from the
tales of betrayal between the eagle and the snake, which is similar to the Egyptian
version of “The Eagle and the Cat”. The only difference is the Egyptian version was
developed into didactic purpose, for the story teaches the lesson that "he who
becomes a robber will be robbed”. Later, the moral tales flourished in the creations
of Aesop, and the Egyptian fables was turned into “The Eagle and the Fox” as known
until today. Friedrich Wilhelm von Bissing, a German Egyptologist, claimed that
Egyptian fables were introduced to Greek culture by Eudoxus of Cnidos around 408-
353 BC. (Williams, 1956: p.73). In the early periods, we will see that whether in the
Mesopotamian, Egyptian, or Greek (Aesopian) version, the animal was thoroughly
anthropomorphized with flat characteristic, suggesting that human observation was
superficial at that time; only the explicit behavior of each animal was depicted. They
were narrated according to what people think toward them; for example, the eagle is
a bird of prey and its physical appearance is sharp and fearful. In contrast, the
serpent is, by its surface, calm and passive, the cat and fox looks similar by its size so
people tend to think that they are soft and submissive. However, Aesop’s original
story indicated the image of the fox in different way. The fox in Aesop's fables is
cunning, pretentious, and cowardly such as the fox in “The Fox and the Lion”. It
reflects that people’s observation grows sligshtly more detailed and accurate. Its
cautiousness and theft behavior possibly made the Greeks think of it as a dishonest
animal. This clarifies that fables do not work towards establishing their own reality,
and the interpretation of moral lessons is varied according to the psychology of the
reader and cultural context. Thus, the animal characters could lead to different
interpretations without strategic narrative techniques.

Animal representation becomes tremendously varied in correspondent
with later literary movements. In medieval times, Geoffrey Chaucer’s The Canterbury
Tales used imagery to form the mental image through the animal’s characteristic, as
seen in “The Wife of Bath’s Tale” in which the wife compares her clothes with a
cat’s fur. Jonathan Swift’s imaginary animal in Gulliver’s Travels was illustrated with

absolute reason and its representation is much complicated than the animal in

Ref. code: 25605606032612PUE



Chaucer’s. The mythical creature with horse-like appearance “The Houyhnhnms”
gained success in de-familiarizing its position from the reader’s mind because of its
strange existence and the surrealistic society. The Houyhnhnms symbolized the
perfect humanity i.e. rational, selfless, and just, which is not only beyond human
stereotype but it might be the first time that an animal was used as a device to satire
human society. Two century after Gulliver’s Travels, Art Spiegelman launched the
graphic novel MAUS in 1980, using animal features to tell the story of the Jewish
Holocaust in World War IIl. The animal characters were anthropomorphized, but the
distinctive feature of each species still remains to help the reader clearly understand
the situation. The mice are the Jews, the cats are the Nazis. These depict the
predator-prey relationship as similar to the Jews/mice who would be caught by the
Nazis/cats despite all their efforts. Animals in Spiegelman’s MAUS were employed
with complicated technique; he utilized their otherness as a device to blur the line
between cruel reality and imagination, as he remarked that “There's so much I'll
never be able to understand or visualize ... reality is too complex for comics ... so
much has to be left out or distorted.” (Spiegelman in Pfeiffer, 1986).

The development of animal representation is evident. It goes along with
the complicate, strategic narrative technique with the aim to depict the author’s
issues of concern like social satire or distorted reality. However, one thing that exists
unchanged is the absence of the animal’s genuine nature and behavior. These stories
still convey animal manner according to people’s general viewpoint. Furthermore, its
representative status is lower than human. To clarify, the wife in Chaucer’s poems
compared herself to the cat with the intention to claim her husband’s love. It means
the status of the cat must be inferior to her or else her comparative image would
not be pitiful enough to get interest from the husband. The cat and mouse (including
the pig as to the comic) in Spiegelman’s MAUS were displayed in negative aspects;
the cat explicitly shows its cruelty as a predator and the mouse is pathetic and
helpless as a prey. | don’t mean to criticize that these exemplified literatures are not
worthy to read, but as long as the animal shares the place on this earth and we are

getting benefit from their domestication, labor, secondary products, and

Ref. code: 25605606032612PUE



companionship, they deserve better position, particularly in the literature which
narrative embraces human experiences.

1.2 Animal Narratives in Three Selected Texts

| have mentioned recently that the absence of animal’s genuine nature
has persisted even in the literary works in which animals play the role of protagonist.
Hence, it is interesting to see novels with animals as their principal characters whose
persuasive narration invites the reader to get into their psychology. Despite the
different species of animal protagonists, these animal protagonists - Beauty (the
horse), Neko (the cat), and Buck (the dog) — share the same ability: they are able to
foreground the author’s psychology, backeround, ideology, and concerned issues
through their animal behaviors. In addition, their status as the other that normally
reduces the value of their existence is exposed with tactical narrative techniques,
making it perceptible to the readers as well as causing us to question our society and
our own identity. It is amazing to see three different species from different times,
different cultures, and using different narrative techniques lead us in the same

direction while preserving their true nature as a horse, a cat, and a dog.

1.2.1 Black Beauty

The three selected books, Black Beauty, | Am a Cat, and The Call
of the Wild, received positive receptions from readers at the time of their first
debuts. Among these, Anna Sewell is the only author who wrote only one book. In
fact, she finished Black Beauty only five months before her death. Circulated within
the family and internal sphere because of her disability, her manuscript was bought
by her mother’s friend who worked at local publisher. She lived a little longer to see
the grand reception before she passed away. The black horse tells the story from its
point of view, describing his dramatic experiences and feelings when he and his
equine companions are whipped, made to toil, and forced to drag a cart with the
use of a bearing rein (a fixed rein that causes the horse to raise its head and arch its

neck) without concern for the limits of their nature. Sewell simulated the real

Ref. code: 25605606032612PUE



climate of Victorian England in her novel with vivid, realistic details. Her equine
characters are varied. All of them suffer from maltreatment at the hand of humans
but in different ways, depending on whether they are ignorant men, alcoholics, the
rich, the poor, or soldiers. It seems she implied to the readers that our inhumane
behaviors are the causes that exploit the life of these equine creatures regardless of
class or economic status. The protagonist’s narration reminds us that every time we
whip a horse to force them gallop at full speed, they have to tolerate the painful
whip that cuts their flesh but they know they must obey our command; only
because they don’t have the voice to appeal us to stop.

The story is not entirely realistic, however, since Sewell added
Pathos to the direct interior monologue in order to make the voice of the horse
protagonist excessively sympathetic, pitiful, and distressed. To put it simply, Sewell
dramatized the feeling of the horse to move the reader’s emotions. The intensive
emotions thus make the reader change their point of view and that’s why Black
Beauty brought about the prohibition of bearing reins in England and Europe after its
publication. Modern study considers the effect of emotions as part cognitive
psychology1. In the article “The Influence of Emotions on Beliefs” written by Frijda
et. al (2000), the authors briefly explain the influence of emotions from a cognitive

perspective:

[TIhe influence of emotion upon beliefs can be viewed as the port
through which emotions exert their influence upon human life. Beliefs fueled by
emotions stimulate people to action, or allow them to approve of the action of the
others in political contexts. That is why Aristotle provided a detailed discussion of

emotions in his Rhetorica. (p.1)

' Baruch Spinoza defines emotion as “states that make the mind inclined to think one
thing rather than another.” This proves that the influence of emotion has been considered for
centuries (see Nico H. Frijda, Anthony S.R. Manstead, and Sasha Bem, “The influence of emotions
on beliefs.” in Emotion and Beliefs: How Feelings Influence Thoughts, ed. Nico H. Frijda, Anthony

S.R. Manstead, and Sasha Bem (Cambridge: Cambridge University Press, 2000), 1-9.
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Realistic details allow the reader to connect the scenes in the story
to their reality, but the horse’s excessive emotions alter the reader’s existing beliefs
about the horse by establishing their humane soul. To move or change the reader’s
beliefs, it is important to insert human traits into animal characters because general
readers certainly believe that animals are just a kind of living things; they possess less
consciousness than humans. It is the result of the long-accumulated beliefs (I will
discuss about the accumulated beliefs soon). But if the animal characters are able to
voice how they are feeling when they are whipped, how they are feeling when their
dignity is destroyed, the boundary between human (the reader) and the animal
vanishes. The reader would spontaneously equate the horse as part of their clan,
and it is the point that we start fathoming to the equine’s perception. This is how
the process of Anthropomorphism works in Black Beauty. Sewell might know that
pathos alone might not be powerful enough to persuade the reader, and to break
the reader’s existing beliefs, anthromorphism is needed in her narrative. The success
of Sewell’s technique is proved by the overseas reception when Black Beauty
neighed to American readers in 1890. The voice of the exploited horse created vast
sympathy in American people, leading to concern for equine welfare. The article “On
Cruelty to Horses” in the Exponent newspaper, of Hagerstown, Indiana mentioned

that:

[Slince the recent publication of the work by Anna Sewell, entitled
Black Beauty, attention has been called more and more to the cruelties practiced on
the horse, [...] we forget that the horse is a very fine and delicate animal, sensitive as
man to pain and hardships and almost human in its sense of hearing and
understanding. (p.2, Hagerstown Exponent Newspaper, August 13, 1890, accessed

July 8, 2018).

Today, horses are treated with understanding and kindness. The

study of equine intelligence is widely conducted. People are able to get into the
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deepest level of horse psychology, and we can connect people with disorders such
as autism with the horses, as we can see in alternative medicines like hippotherapy.
This is Sewell’s legacy, though it is not much evident in the literary sphere.
1.2.2 1 Am a Cat

Twenty eight years after Sewell manifested her horse protagonist in
a single work, on another continent Natsume Soseki debuted his writing career with
a cat protagonist in / Am a Cat or “Wagahai wa Neko de Aru” in Japanese (1905).
Although the novel is overshadowed by Soseki’s late fictional works like Botchan,
Kokoro, Sanshiro, and Sore Kara, | Am a Cat received great acclaim among Japanese
readers. This is proved by the fact that the first chapter of the book was originally
written as a complete work. Soseki did not intend to continue its sequel, but he
changed the mind because readers highly requested it. “For this reason”, says Ito Sei,
“every chapter is so designed as to constitute an independent short story or an
essay” (Sei, 1970). The figure of Soseki is well-known in the western world along with
Dazai Osamu or Haruki Murakami, though only among readers who engage in
Japanese fictions. Perhaps, his identity as the scholarship student who spent two
years in England helps bridging the distance between western and eastern literature.
His novel | Am a Cat embraces the sense of Japanese comical performance Rakugo
and the satirical novels like Jonathan Swift’s Gulliver’s Travel and Charles Dickens’s
The Pickwick Papers, and this is why | Am a Cat is satirical in tone. Significantly, the
nameless cat protagonist in the story is the only animal character that completely
detaches itself from the human sphere both in the reader’s view and the
atmosphere in the novel. It is very difficult to see the animal protagonist who could
present its genuine nature without too much anthropomorphism: Neko (the cat
protagonist — the word means “cat” in Japanese) is the only one to accomplish this
task. Presumably, it is a result of Soseki’s attempt to depict realistically the
atmosphere in his time (late Meiji era, around 1900 - 1912) and criticize the absurdity
of its people, society, culture, and values. Therefore, Neko was applied to this task.
As a cat who is the pet of a nameless master (in Japanese version it shows his name

as Kushami) who is a teacher, his feline status allows him to walk around the
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neighborhood. Often, he wanders around the house and sees the lives of humans.
He sometimes travels to the neighbor’s house and gets the chance to hear humans
talking. Upon these occasions, he makes comments on what people are talking
about or what people is doing based on his innocent perception.

Neko’s comments are the result of Soseki’s de-familiarization
technique. In fact, it is not difficult to make comments on the others or any
circumstances, but that is the case of general comment. If the author attempts to
criticize the key issues as well as convince the readers to agree with the criticism, it is
not appropriate to use a human character because (to be human) he/she must
possess cultural background and personal belief. This may cause bias to the reader if
such character expresses opinion or performs in opposite way to the reader’s
attitude. Moreover, Japanese people are well-known for their extraordinary
nationalism. If the author aims to criticize his own tradition, culture, and society, it is
important to set up a commentator who would be agreeable to the reader’s
perception. Neko in / Am a Cat surpasses this point because his animal identity is
spontaneously excluded from human agreement and disagreement. To establish an
unfamiliar feeling in the reader — which will help the reader to see things from a
different perspective, the cat protagonist must act and react in a cat-like manner so
that the reader would segregate him from their human cognition. Additionally,
Neko’s animality is beneficial for satire since he uses the pronoun “wagahai” in

Ul”

substitution for himself. Wagahai means in English, but in lordly manner. For the
reader, it is comical to see the cat — an animal whose identity is lower than human—
refer to himself in such a lordly style as “wagahai” and criticize our society.
Spontaneously, we are convinced to accept Neko as fictional commentator. The first-
person narrative effectively invites us to see things through his observation, thus
when he criticizes human society the reader fails to recognize his presence. Rather,
we are enticed to take Neko’s criticism seriously, and by this mental process, the

reader becomes aware of the flaw of his/her own culture and the human’s true

identity in the context of westernization in Meiji period.
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Nonetheless, the narrative of the animal character in Soseki’s novel
usually eoes back and forth between animality and human characteristics. Soseki
does not use de-familiarization alone; he also anthropomorphizes Neko in several
scenes to institute a sense of familiarity to the reader. Neko’s anthropomorphism
frequently appears when the author focuses on representing issues about human
ideology. It is unreasonable for an animal character to fathom into human feeling
and ideology with its animal perception. Therefore, to depict the issue about middle-
class pretentiousness (which is specifically strong in Japanese culture), Neko has to
possess human thoughts and feelings to intimate what he experiences to the reader.

The narrative techniques in / Am a Cat fit the concerned issues of
the author. Neko becomes an icon of satire especially in reference to Japanese
literature or literature with animal protagonists. His image can be found all over the
world as the testimony of Soseki’s cross-cultural wisdom.

1.2.3 The Call of the Wild

Animals in Jack London’s novel are rigid, fetal, and vigorous. His
dog protagonist Buck has its opening as the domestic noble dog for only three pages
before he is abducted to the market and learns the law of the club at the hands of
humans. Along his unexpected journey to Yukon, the westernmost land of Canada,
Buck is changed by starvation and violence until he reaches the hands of two mail
carriers who tie him to a sled and drive him to the isolated, arctic wilderness. The
environment of the northern territory is harsh and uncivilized, but it resembles the
world in the ancient times when Buck’s ancestors, the grey wolves, lived with
primordial humans. This activates the Buck’s wild instincts, and at the end of the
story he decides to ¢o back to the forest. Compared to the three selected texts, the
narrative of The Call of the Wild is the most realistic one because it belongs to
naturalism — the genre that absorbs the insights of realism but essentially believes in
determinism, the effects of heredity, and the rule of biological survival. Thus, the
animal character is utilized as a device to depict naturalist concepts. Among the
thousands of species in the animal Kingdom, the dog is selected as the protagonist

according to its status as the descendent of wild animals. The domestic dog shares
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its origin with grey wolves. This makes Buck’s awakening instinct realistic in itself.
Also, his ferociousness is understandable to the reader because London simulates
the real climate of the Yukon as the setting in The Call of the Wild. Through his
sharp, heavy, and intensive language, the reader could easily imagine the harshness
of the northern environment and how it turns the domestic dog into a feral beast.
Like many naturalist writers, London employed indirect interior monologue as a
narrative technique to draw the reader into the protagonist’s mentality to observe
his feeling and the flow of consciousness with the guidance and comment from the
omniscient narrator. The most significant feature of naturalism is its objective
explanation. It means the narrator must not engage sentimental words or exaggerate
the narrative beyond the bounds of reality. Therefore, when the reader sees the last
torment of Buck, we know he is too tired to get up but cannot not feel how he is
thinking about the cruel whip. The violence is presented before our eyes, but the
emotion is completely absent: “He exchanged the whip for the customary club. Buck
refused to move under the rain of heavier blows which now fell upon him. [..] He
had a vague feeling of impending doom” (p.105).

The emotionless narration detaches the reader from absorbing into
sentimentality. Although this technique sends The Call of the Wild to the spotlight as
a powerful novel—as proved by his overnight success—London was accused of
being pessimistic. But rendering the realistic life is his tendency, and in London
accepted that life is not rigid. In his view, the environment is indifferent to our
destiny and by the force of our genetic factors, we have no choice but to be

dominated by and adapt to the law of nature:

[l look at things dispassionately, scientifically, and everything
appears almost hopeless; after long years of labor and development, the people are
as bad off as ever. There is a mighty ruling class that intends to hold fast to its
possessions. | see years and years of bloodshed. | see the master class hiring armies

of murderers to keep the workers in subjection, to beat them back should they
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attempt to dispossess the capitalists. That's why | am a pessimist. | see things in the

light of history and the laws of nature. (London, 1913; cited in Vidal, 2016)

Those who have never experienced the difficulty of being in the
laboring class, or even the modern reader, might feel that London’s nature is
excessively dramatic. To borrow Theodore Roosevelt’s popular term, London is one
of “the nature-fakers”. If London and the others (naturalist writers) really understood
nature, Roosevelt charged, they would not humanize animals in such preposterous
and unbelievable ways (Leonard and Campbell, 1996). But if the reader closely reads
The Call of the Wild, it reveals that under Buck’s preposterous and unbelievable
behavior, in fact, remains the mutual origin of human and dog. This is not to mention
the modern study which clarifies the fact that dogs can kill a large bear or a group of
humans, the killing of the dog protagonist, however, is the instinct of human beings
in pre-historic times. Usually, when the omniscient narrator lurked the sentimental
words, it indicates the idealistic image of Buck and, most important, the origin of
human beings. This is another essence of The Call of the Wild that London wished
to suggest. To detach the reader from emotional immersion but raise the reader’s
self-awareness, the indirect interior monologue is the most suitable narrative
technique.

This is a rough introduction to the narrative techniques in three
selected texts. The depth process Sewell, Soseki, and London applied to present the
issues about which they were concerned will be discussed further. The interplay
between each animal protagonist and narrative techniques will be explained in
detail. At this point, the three authors deserve the applause for their preservation of
animal behavior, things that are rarely seen among the minor group of literary works

about animals.
It is notable that there have been a number of scholarly works on the

general topic of animals in literature, which this thesis did not use or cite, primarily

because they did not concentrate on the issues to be considered here. Among them
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are Animal Rites: American Culture, the Discourse of Species, and Posthumanist
Theory by Cary Wolfe (2003), which focuses on the animal discourses in negotiating
anxieties related to gender, race, sexuality, and class in American literature (such as
Michael Crichton's Congo and Jonathan Demme's The Silence of the Lambs)
(Lundblad, 2004); The Philosophy of the Animal in 20th Century Literature by Jamie
Johnson (2009), which argues about how evolutionary theory and the Romantic
emphasis on sympathy create an historical shift in our perception of humans and
nonhumans based on classic works of literature, particularly Herman Melville’s
Moby-Dick and William Faulkner’s The Bear; and Kafka: Toward a Minor Literature by
Gilles Deleuze and Félix Guattari (1986) which conducts a psychoanalytic reading of
the insect transformation in Franz Kafka’s The Metamorphosis. The works of these
critics reveal that there remain diverse interpretations in literature about animals. The
focus on narrative techniques and the animal roles in social criticism in this thesis is

just a part of the interest in post-humanist criticism.
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CHAPTER 2
BLACK BEAUTY: PATHOS AND VOICES OF THE VICTIM

Five months before the death of its author was the time when the most
powerful story about a black horse was launched. Black Beauty, the eponymous
horse protagonist, galloped at full speed into the world of Victorian literature,
manifested himself as an outstanding character across the parade of fictions and
texts which variously captured the critical issues of society: class, gender, sexuality,
and psychology, for instance. Black Beauty did not only leave his hoof prints on the
pages of Victorian literature, he also revealed the marks on his figure as an indication
of the damage caused by humans’ unfair conduct and cruelty to his equine
companions. The public response toward Black Beauty’s scar was considered one of
the most forceful movements in British history, as mentioned in Naomi Wood’s

review of Adrienne E. Gavin’s Dark Horse: A Life of Anna Sewell:

[Tlhhe book was phenomenally successful, people immediately
responding to the voice of the horse and the appeal against cruelty to these living
engines of Victorian work and play. Anticruelty societies worldwide promoted the
book, pirated it, and made sure its message reached not only children but also

groomsmen, cabbies, and others who worked with horses. (Wood, 2004, p.375)

The hoof prints of the black horse are priceless. Sadly enough, Anna
Sewell, the lame lady who released the black horse to the world earned only £40 in
total for the publication of her manuscript.

The story of a black horse might overshadow the existence of Anna
Sewell. Worldwide readers tend to recognize the figure of the black horse with

beautiful appearance, cleverness, and gentle behavior rather than being interested in
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the author’s background. However, if you dismiss Sewell’s biography and her
intention in writing this remarkable novel, you will fail to fathom what lies beneath
the black shiny skin of this equine creature. The color of this gentle horse, blackness
is a result of all colors mixed together. Sewell’s Black Beauty embodies a great deal
of the Victorian climate, beliefs, and human nature — especially in the way they
treated horses. These were rendered through the highly emotional narrative in Black
Beauty, and this narrative style, undoubtedly, was a result of Sewell’s upbringing.
Born into a Quaker family to her mother Mary Wright Sewell who was Sewell’s first
and influential teacher, Anna and her brother Philip learned the virtues of honesty,
industry, thrift, self-reliance, and self-denial from Richard Lowell Edgeworth’s
Practical Education (Glueckstein, 2006). In addition, she received her mother’s
sympathetic mind as well as the strong will to be against animal cruelty. The
evidence of Mary Sewell’s commiserative tendency lies in her famous book Walks
with Mamma, or Stories in Words of One Syllable (1824) which teaches natural
history and stands emphatically against cruelty to animals (Wood, 2004). It is not
hard to understand why Sewell became so sensitive that she chose emotional
persuasion as the narrative style for Black Beauty to raise people’s awareness and
encourage animal rights and welfare. However, the contact she had with horses also
had an implicit effect upon her narrative style.

The nature of horses as wild animals is significant in shaping Sewell’s
narrative style. Unlike cats that autonomously chose to engage themselves with
human civilization, horses used to live freely in the wilderness and were captured by
humans to hunt for their meat. This is the primitive history of horses. Although the
history of horse domestication remains controversial, historians agree that horses
might have been introduced to human culture for the use of agricultural work and
warfare. In Britain, the domestication of horses had begun in 1066 when William,
Duke of Normandy (later known as William the Conqueror) shipped a herd of
thousands of horses from Eurasia to the British Isles as warfare transportation and
chariot power. Despite the fact that horses have taken a great part in the

development of British civilization and historical arts, the equine-human relationship
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remains equivocal. The innate nature of horses as wild animals make the equine
species remain restive, leading to the “breaking” — the training process that make
horses manageable for people. Compared to the feline nature as briefly introduced
in the previous chapter, cats have developed greater relationship with humans,
especially in the domestic sphere (e.g. house, palace, or even in the brothel as the
pet of a geisha). Previously, when | started saying “What's the first thing that comes
to your mind when | say ‘horses’?”, it is plausible that general people might think of
a strong creature with four long legs, full of strength and spirit, which could
somehow be dangerous as well for they could immediately and unconsciously
respond to stimulus by striking or kicking vigorously (I suppose the picture of stunt
horses might come to your mind right now). The horses’ genuine nature and our
demand for domestication, therefore, automatically bring about a gap of
understanding. And if Anna Sewell aimed to fix this gap, she must have employed
appropriate narrative to her fiction to help the general readers understand the
creatures they are not familiar with. To transform a vigorous creature into a
submissive one, human features are employed because it is the quality that Sewell
and the general readers share in common. This is the reason that anthropomorphism
is explicitly presented in every equine characters in Black Beauty.

Sewell’s highest ambition in writing Black Beauty is not complicated at
all. She wished to raise sympathy among people in England so that her writing would
become the incentive to the improvement on animal rights and welfare. In fact, her
generosity was not limited only to horses. In Black Beauty, Sewell included other
animals, as addressed through the voice of Black Beauty on page 61 that “not only
men and women, but horses and donkeys, dogs and cats, cattle and birds; there was
no oppressed or ill-used creature that had not a friend in them”. But the reason she
used the horse as the main protagonist is very relevant to her personal experience;
as | will discuss in the next session “Why a horse”. In the case of Sewell, although
she had spent almost half of her life with horses as working animals that pulled her
carriage, she did not have any opportunity to study or observe their true nature as

wild animals. She merely perceived a single side of horses: the tamed ones which
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had suffered from urban usage and social values - fashion, for instance. Thus,
Sewell’s amplification of equine rights and sympathy were based on her personal
ideology. If only she had known wild horses, she might not have deep sympathy, for
wild horses do not fall into a submissive state like cart horses. For Sewell, horses are
vulnerable, companionable, and gentle. This is the fundamental reason that Black
Beauty was written with lots of sympathetic scenes and a sentimental narrative. And
in order to develop intimacy between the horses and the general readers (or in my
previous words to tighten the gap of understanding), Black Beauty was created and
narrated with anthropomorphic features. Finally, to achieve her ambition in
promoting the rights and welfare of the horses, “Pathos” - the mode of persuasion
through emotional appeal was applied prominently throughout the book. There is no
evidence if Sewell has read Charles Dickens novels or not since both Sewell and
Dickens similarly narrated the story through sentimental description, but according to
Sewell’s personal closeness as well as the factor of the equine nature | have
presented lately, these are the significant influence toward Sewell’s writing.
Regarding the effectiveness of her narrative techniques (Pathos and
anthropomorphism) and how they dominantly change the readers’ beliefs and

perspectives, | will discuss in this chapter.

2.1 Why a Horse?

Only if people have a chance to study Sewell’s biography, they would
see that the horse protagonist in Black Beauty is explicitly inspired by her life
experience. However, this worldwide best-seller not only outsold contemporary
writers like Charles Dickens, its popularity even eclipsed its creator. Even nowadays,
there are small numbers of literary critics who profoundly study Sewell’s biography
in relation to Black Beauty. Indeed, Sewell’s life is magnetic to cultural critics since
they think it is worth studying how such a sheltered lady brought vast impact on
horse culture in the Victorian era through her single masterpiece, as Anne H. Lundin

(2005) suggests in her article, claiming that “Literary critics tend to disparage
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bestsellers as lesser temporal works, while cultural critics ask different kind of
questions. As Jane Tompkins asks, what is it that makes certain texts be ‘sensational
designs’ that perform ‘cultural work’?” (p.280). According to my analysis of Anna
Sewell’s biography and the social context in her time, | presume that and her horse

protagonist may be carried by two factors: personal experience and her psychology.

2.1.1 Personal Experience
As regards Sewell’s personal life, the most explicit influence seems
to result from her injury. Naomi Wood explains in her review of Adrienne E. Gavin’s

Dark Horse: A Life of Anna Sewell’ that:

[W]hen Anna was in her early teens, she sprained her ankle badly.
It was the beginning of a lifelong invalidism, culminating in her painful death at 58
from symptoms resembling lupus, an autoimmune disease in which the body attacks
its own organs. [...] For most of her life, then, horses offered Anna's chief experience

of comparative freedom of movement and independence. (Wood, 2004, p.374)

Lame - the word in Naomi Wood’s review—is compatible with
Black Beauty’s condition, and a word which the readers can often read in Sewell’s
work. Sewell’s lameness proves that the dark horse is the form of her self-
identification. Instead of submerging herself within interior pain and reflecting how
disturbing her injuries was as many woman writers did, Sewell decided to translate
her mental anguish through the equine characters, not to compensate for her

physical and psychological abjection but to amplify her only friend (horses)’s silent

2 Dark Horse: A Life of Anna Sewell” is one of the few sources which deeply researches
Sewell’s biography, personal life, and family background and analyzes them as the roots of her
only literary work Black Beauty. Since literary critics tend to disregard Sewell’s background as a
result of the critical popularity of her novel (as | have mentioned before), Gavin’s biographical
work becomes an important source for my study. However, | have to cite the “review” article

because Gavin’s text is rare indeed.
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suffering. For example, in Chapter 28 “A Job Horse and His Drivers” the story tells us
about Black Beauty’s deterioration to “a job horse” in which he “was let out to all
sorts of people who wished to hire me (him)” by “all the different kinds of bad and
ignorant drivers” (p.134). Black Beauty almost becomes “lame” because the ignorant
driver keeps whipping him to go fast on the stony road. When Black Beauty becomes
“lame” because a sharp stone fixes itself between his shoe and the frog of his hoof,
the driver gets enraged and repeatedly blames him as “lame horse”: “By that time |
was going so lame with the pain that at last he saw it, and called out, ‘Well, here's a
go! Why, they have sent us out with a lame horse!l What a shame!’”, (p.136). Suffering
from the half-pathetic state, it is possible for Sewell to imagine what would the
horses were going to feel when they suffered from being “lame”. The fact that her
injury caused her lupus, culminating in her life-long pain (and death at the end)
resonated with the form of the inarticulate creature, but to make the horse crippled
by the ignorant man (or in other words, caused by the other) is not related to her
personal lameness. It is Sewell’s dramatization, which enhances her technique of
pathos to the readers. However, we cannot deny that her dominant nature is the
root of the equine story. It is doubtless why modern critics tend to see Sewell’s
figure as masculine, for Black Beauty himself (the transformational character
originated from Sewell’s lameness) also “connected with the humane ideal of the
Christian gentleman [...] who embraces the values of hard work, earnest effort, and
fair play central to contemporary conceptions of normative masculinity” (in
“Introduction” of Black Beauty: His Grooms and Companions. The Autobiography of
a Horse by Anna Sewell; Guest ed., 2011, p.x).

Apart from personal experience, fifty-eight years of Sewell’s life in
the Victorian era is another powerful motivation for her verisimilar depiction of the
lives of working animals. Horses were widely used as the main vehicle for the
bourgeoisie, and got tortured cruelly even on the street. Although the there was a
royal patronage to support the Society for the Prevention of Cruelty to Animals
(SPCA - later became RSPCA with ‘R’ with Queen Victoria’s permission) in 1840 which

led to the revision of the law, in 1849 and 1854 to cover domestic animals not
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previously protected, the horses and other draft animals still suffered from cruelty. If
some suggest that Sewell’s novel tends to be overstated, they should know that
there was an official document exposing the real picture of cruelty toward working
animals which is not different from Sewell’s novel at all. This is mentioned in Harriet
Ritvo’s The Animal Estate: the English and Other Creatures in the Victorian Age
(1987):

For the period 1857 through 1860, for example, when the Annual
Report included a break down of total convictions [...] cruelty to horses accounted
for 84 percent of the total convictions and 60 percent of the narrative reports. [...]

If an animal was unwilling or unable to g¢o as fast or as fast as its
driver wished, he might try any number of unacceptable ways to persuade it. Beating
was the most common tactic [...] One driver was apprehended while “beating his
horse in the most unmerciful manner” although it could only drag one of its hind
legs. “The poor animal was covered with sweat, and in greatest possible agony, and
although [it was] wholly unable to move, the prisoner (the driver, in this conviction
case — my explanation) continued beating it on the sides with the sharp edge of a
steel stay busk, having broken a thick stick over it, a part of which he still carried.”

(Ritvo, p.138-139)

Spending almost her entire life being served by horse, these savage
and bloody scenes that filled the streets of her time were certainly unavoidable to
Sewell. Therefore, either by the fictional ignorant man in Chapter 28 or the actuality
in the Victorian era, Sewell’s equine appeal in Black Beauty was a verisimilitude of
the victim. He speaks for the real horses that suffered in Victorian society; if only

they could tell the truth to humanity.
2.1.2 Psychological Aspect

Sewell’s physical disability did not merely lead her to reliance

upon horses, but the injury significantly turned the cheerful and active young girl
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who always took part in natural observation into a sheltered lady. Nikki Savvides
quotes Gina Marlene Dorré’s study of Sewell’s history saying that she “suffered
under the ‘vigilant care’ of her domineering mother” >, Dorre’s focus is female
oppression, so she tends to concentrate on Sewell’s social restriction and her point
of view is inevitably pessimistic. But if we scrutinize Sewell’s family background as a
Quaker, it is reasonable that Sewell was raised to be a philanthropic lady, which
implies that she would rather be an optimistic person. This hypothesis is confirmed
via Sewell’s diary, which has been found by contemporary critics. Inside the personal
record, Sewell wrote “Lord, [...] | thank Thee for my lameness. | should without it
have too much pleasure in the flesh” (Miller, 2004). We could not fathom the fact
that the statement reflects her self-consolation or her resignation, but spending the
last five years of her life to voicing the plight of her only companion, we could
fundamentally assume that Sewell tend to possess a strong soul rather than being a
resigned, dull woman.

Sewell’s life and her close relationship with horses remind me of
Luce Irigaray, the contemporary psycholinguist who is best-known for her feminist
psychoanalytic theory. Born as a girl who indulged herself in childhood with animals
and insects and used to be immobile because of illness, Irigaray’s life experience is
quite similar to Sewell’s. In “Animal Compassion”, Irigaray recalls the time she was

visited and comforted by a butterfly which “assures me of its friendship”. She notes:

[Plerceiving to what point | needed its friendship? Astonishingly, it
lit on me at a moment when | was engaged in a somewhat difficult conversation with
a friend. That it did so with me helped me to stay quiet without useless raving. In
some way it marked the limit of my territory, reminding me that it was also a part of
it, that | was not as alone or as powerless as it might seem. (Irigaray, 1995; in Animal

Philosophy: Essential Readlings in Continental Thought, p.196)

3
Dorré, Gina Marlene. “Horses and Corsets: Black Beauty, Dress Reform and the

Fashioning of the Victorian Woman”, 2002. Cited in Sawvides, 2011, p.62.
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For lrigaray, the feeling and imagination she projects onto the
animal is real. It is a consequence of her lameness, but the butterfly is the only
consolation to her loneliness. It seems that Irigaray and the butterfly connect and
communicate with each other within the foreign universe — the new frontier where
none of general people can enter. Irigaray’s statement on page 195: “These familiars
of our existence inhabit another world, a world that | do not know. Sometimes | can
observe something in it, but | do not inhabit it from the inside — it remains foreign to
me” proves the emergence of the other world where Irigaray was willing to become
other. The illness and immobility of Irigaray automatically segregated her from
society. Thus, in a philosophical way, her inhabited sphere (in Irigaray’s word -
universe) is not the same as common people. This is similar to non-human creatures
— I mean both animals and insects — that have been placed inferior to human by the
belief of natural order, or broadly mentioned in contrast to humans. From the
anthropocentric perspective (which is generally the viewpoint of people), the status
of both Iricaray and the animal is “otherness”. Therefore, the realm where Irigaray
and the butterfly reside and contact each other is considered a “foreign” realm. For
Irigaray, this territory does exist: “they are not only the fruit of imagination. At least it
is the way for me. The animals | evoked forth were absolutely real, [..] physically
present”. It is how she could apprehend the animal compassion as she has
expressed her gratitude for their solace: “It is not simple matter, vitally animated,
surviving in some respect, that come to support me in my difficulties, my
abandonment”, (p.200).

Though Irigaray was born fifty-two years after Sewell’s death, her
psychoanalysis has demonstrated what lay inside Sewell’s loneliness. Theor similar
experiences and animals’ support of them in times of difficulty lead to the birth of
Black Beauty. Through the psychological aspect, it proves Sewell’s deep,
extraordinary intimacy with horses, much more significant and stronger than many
horse drivers. However, Sewell was beyond Iricaray because Sewell’s

anthropomorphic insistence that the animal “remains foreign” is contrary to the way
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Sewell anthropomorphizes the horse, makes him similar/familiar. Modern critics like
Susan Chitty may interpret the horse hero as Sewell’s “true form of motility” (in
Sawvides, 2011, p.62) which inclines to be the compensation toward physical and
psychological abjection. If Sewell’s compensation is truly represented in the form of
the black horse, there should be some slight satire toward Sewell’s domestic sphere
(a house, for instance), like there is in the work of Natsume Soseki who uses Neko as
a critic to offset his mistake in the past: “I think it easy, harmless, and inoffensive to
write down my own defects. It will be far clever for me to try to attack my own
faults than to wait for others to do, won’t it?” (Soseki; cited in Senuma, 1970, p.27).
In such case, her black horse might not be so innocent and kind-hearted. Instead, he
ought to possess cunning and self-assertive characteristics like Neko so that he could
talk in scornful tone. The reader’s sympathetic response would be lessened because
people tend to feel more sympathy with weaker creatures than those with witty
intelligence. Thus, it is very appropriate to see Black Beauty as Sewell’s return
because she was comforted by horses during her lifelong lameness and loneliness.
They were the only friends she had contact with as well as the important carrier to
freedom. In parallel to Irigaray, who insists that her animals are not only the fruit of
imagination but rather physically exist, Sewell transformed the “Sewell-equine”
universe into a novel.

To some degree, Sewell’s novel might be a special space for
psychological work out, which is similar to Natsume Soseki’s idea of literary work as
“a given phenomenon” to be observed (Soseki; cited in Bourdaghs et al., 2009).
However, this psychological representation is strategically narrated with delicate
technique which is powerful enough to move the whole country. One of the
important sources of energy comes from her appreciation for the equine friends who
comforted her through her difficulties. Amplifying their inarticulate voices is Sewell’s
kind of repayment. She brought well-being to her companions. If you are thinking |
am romanticizing her depiction of horses as protagonist, please turn around and see

how millions of people over the world have been moved by this work.
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Therefore, before going into an analysis of Anna Sewell’s animal
narrative, the readers should recall that Sewell’s highest wish was to raise sympathy
among people, so the society might improve animal rights and welfare. This will help
lessen the degree of over-sentimentality, and we could read the effect of her

narrative techniques with a neutral mind.

2.2 Appeal for Pathos

2.2.1 Ideal victim: the Perfect Equation of Sewell’s Emotional Persuasion

Every horse character in Sewell’s novel is a victim. Matching the

definition of “victim” in Merriam-Webster Dictionary, which defines victim as “one
that is acted on and usually adversely affected by a force or agent”, Anna Sewell
represented circumstances where her equine characters have been made to suffer
by the unilateral domination of the human race. But in addition to direct
representation of what happened to the horse victim in Victorian society, Sewell
used emotional words and elaborate descriptions to depict the violence of human
perpetrators, horrible scenes, and unreasonable cruelty to “move” the readers’
sense of ethics and persuade the readers to feel sympathy. Significantly, this
emotional persuasion or “Pathos” in narrative technique terminology greatly
underlines the meaning of victimhood as well as reminds the readers about the
crime we have repeatedly committed when acquiring the superior power. In addition
to the depiction of highly emotional scenes, the human attributes are conjointly
attributed to the horse characters in order to help create intimacy between the
readers and the horse as well as to get to the bottom of their feelings. This narrative
technique called “Anthropomorphism” is frequently seen in animal fictions. In Black
Beauty, readers can see the elements of pathos and anthropomorphy deeply
entangle and mutually intensify their emotional responses. So, we could say that
anthropomorphy is another important narrative technique in Sewell’s novel, but the
reason | choose “Pathos” as the title of the analysis is based on its appearance as

the most prominent technique in connection to the relevant issues.
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Victimization is a fundamental strategy for the author of sensational
fictions, but to create powerful emotion responses in the readers she or he needs to
install complex elements. In the case of Sewell, she anthropomorphized the
concept of human dignity to the victim characters, making them become the “ideal
victim” — the victim which appeals to the readers’ psychology. You can see through
the following passage in which Sewell projects the idea of “dignity” onto her

vulnerable, sympathetic, loyal black horse:

[Hle had a cruel whip with something so sharp at the end that it
sometimes drew blood, and he would even whip me under the belly, and flip the
lash out at my head. Indignities like these took the heart out of me terribly, but still |
did my best and never hung back; for, as poor Ginger said, it was no use; men are
the strongest.

[...]

The load was very heavy and | had had neither food nor rest since
morning; but | did my best, as | always had done, in spite of cruelty and injustice.

(p.235)

In this scene, Sewell’s protagonist Beauty (from now on, | would
call him “Beauty” instead of “Black Beauty” in order to differentiate from the title)
reveals how he strives to preserve his dignity even in time of crisis or atrocity. Beauty
explicitly tells his painful feeling when he is trying so hard to preserve his own
“dignity” as a well-born horse as his mother taught him: “I hope you will grow up
gentle and good, and never learn bad ways; do your work with a good will, lift your
feet up well when you trot, and never bite or kick even in play”, (p.16) although the
circumstance he is encountering is deadly and brutal. The noble horse protagonist
has the self-esteem of a well-born horse who always do his work with good will “as |
[he] always had done”, but the feeling of pride is ruined by the severe whip. The
aggressive violence (whipping under the belly, and flipping the lash out of Beauty’s

head) provokes the powerful rage in the readers because we (humans) can imagine
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how shameful it is when we try our best to complete our agency but are treated
unreasonably in return, especially when we fall into the state of victim. Bringing the
noble blood to Beauty is possibly Sewell’s intention to appeal to those with
aristocratic ideals and suggest that the suffering happened equally to every horse,
not only the job horse on the street. Sewell even dramatizes Beauty’s victimhood by
presenting Beauty’s unyielding courage to preserve his pride as a good horse (“but
still | did my best and never hung back” / “I did my best, as | always had done”) by
keep dragging the “heavy load” although he was starved for a day (“I had had
neither food nor rest since morning”).

Actually, “dignity” is a human attribute. Dignity does not exist in
animal nature because this qualification concerns how an individual preserves his or
her self-esteem by achieving his or her expectation, which comes from either
individual intention or social value. Animals do have their autonomy, but the way
they overcome some difficult circumstances to preserve their existence is unrelated
to a feeling of pride. Thus, dignity is not a natural characteristic of animals. Veritably,
what arouses them to preserve their being is instinct. They fight against cruel destiny
or obstacles just to survive - not to respond any pride or expectations that serve the
innate feeling of being meaningful. For example, my culture has a traditional proverb
saying “Be dignified like tiger that seeks for food on its own, instead of begging for
food”. By nature, tigers do not think it is important to starve just because they don’t
want to ruin their feeling of pride. According to the genuine nature as wild
carnivorous animals, tigers have are solitary and possess the physical capability to
hunt. They know they are strong enough to pursue their prey; hence, begging for
food is absent from their natural habits. It follows that “dignity” is part of human
ideology. Therefore, the selected passage leads to two conclusions; firstly, Beauty is
the victim of humans’ savage domination, and secondly, Beauty’s dignity precisely
responds the readers’ ideology. This makes Beauty an “ideal victim” In 1986, the
Norwegian sociologist Nils Christie studied what constitutes the ideal victim in any
particular society. Christie explained that “The ideal victim is ‘a person or category of

individuals, who, when hit by crime, most readily are given the complete and
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legitimate status of being a victim’” (Christie, 1986; cited in Schowobel-Patel, 2015).
Although Christie accepted that he couldn’t define where and how the concept of
the ideal victim is generated in western societies (Smolej, 2010), his study is very
beneficial in helping people obtain a realistic view of the offender and the victim. In
the literary sphere - especially in the case of Sewell’s Black Beauty, the characters
which possess the characteristics of “ideal victim” might gain the readers’ confidence
in feeling sympathy., Sewell’s horses meet most of Christie’s universal attributes of
the ideal victim. Thus, | will discuss how the passages from Black Beauty meet
Christie’s attributes of the ideal victim, and how Sewell’s narratives influence the
readers’ emotion.

Christine Schwobel-Patel (2015) mentions in her article that there

are six attributes of victimhood according to Christie’s theory:

1) The victim must be weaker than the perpetrator of the crime.

2) Ideal victims are people who were either acting in a virtuous
capacity when the crime was committed or who were simply going about their daily
activities at the time.

3) Ideal victims are in no way to blame for the crime that was
committed against them.

4) The criminal is not part of the victim’s circle of friends, family, or
acquaintances.

5) The criminal is an intimidating figure who possesses a great deal
more physical and/or psychological power than the victim does.

6) The victim's social status is such that it does not pose any kind of

threat to prevailing social, political, or economic forces.

Although Christie’s ideal victim is originally theorized as a work
about law and criminology rather than about literature, the basic psychology behind
its conclusion is still applicable when it comes to the readers, not just jurors.

Likewise, the stylistic criteria of medieval poetics, such as “Copia,” and the
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dominance of reason in Renaissance literature are greatly influenced by passages in
the works of Marcus Tullius Cicero, .e.g. de legibus (C. Joachim Classen, 1978), which
were in fact written to appeal in courts of law (Aristotle’s Rhetoric is another explicit
evidence for law-literature shift). Thus, it is possible to apply the intrinsic psychology
of Nils Christie’s victimhood to Sewell’s novel. With the ideal victim’s properties,
Sewell’s appeal to Pathos is strongly evident.
To recite Sewell’s narrative technique point-by-point according to
Christie’s ideal victim might take the whole chapter to clarify. Hence, | will group the
relevant issues together; thus, the 1) and 5) would be discussed together, as well as
for 2) and 3). | will leave 4) because | don’t agree with this attribute. A victim can
become ideal even if the perpetrator is the victim’s friend or family. It might possibly
affect the people’s ideology, but it inclines to fit with human society or sociological
analysis. For 6), this is irrelevant to the animal protagonist because animals are
automatically segregated from human society. They cannot “pose any kind of
threat” to our political world or economic circles.
2.2.1.1 The victim must be weaker than the perpetrator of the
crime & The criminal is an intimidating figure who possesses a great deal more
physical and/or psychological power than the victim does
These aspects are quite ambiguous when it comes to the
fictions about animals because by physical appearance most animals are stronger
than humans - a horse, for instance. But under the religious beliefs and scientific
theory about natural order, man is considered as the strongest being both in terms
of intelligence and anatomy. It can be said that the “intimidating figure” of humans
comes from our superior intelligence and the structure of hands that provide an
opportunity to grab and use weapons. For general readers, | urge you to imagine the
primitive day when our early ancestors first held spears which allowed them to hunt
and overcome fierce animals. In summary, humans became stronger only when they
had weapons.
Weapons allow humanity to be stronger, however, the

“intimidating figure” will be considered as cruel if the weapons were used
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unreasonably. At the same time, this creates the perfect picture of the ideal victim.
In Black Beauty, humans’ intimidating figure is a result of the exploitation and unfair
strength since with the bare hands, the horse alone can resist and escape cruelty.
This is presented in Ginger’s tale when she recalls her bucking against the torment of

bearing rein:

“[...] and | began to snap and kick when any one came to
harness me; for this the groom beat me, and one day, as they had just buckled us
into the carriage, and were straining my head up with that rein, | began to plunge and
kick with all my might. | soon broke a lot of harness, and kicked myself clear; so that

was an end of that place.” (p.47)

The bearing rein causes Ginger intolerable pain. She says she
expected the gentle soothing to be tamed and get familiar with the bearing rein, but
the man scolded her harshly and beat her with his fist (“instead of being soothed
and quieted by kindness, | got only a surly word or a blow”, p.47). As a
consequence, the readers feel satisfied with her rebellion because she had been
treated unfairly in return for her good nature, and it proves that horse is not
vulnerable creature by its nature. Significantly, it is a sign of Sewell’s intelligence that
she reversed the strong creature to be victim which was forced to be submissive
under human — who (in fact) is not as strong as the horse but only ignores morality
by using a labor-saving device like a whip with excessive violence to control the
horse. The readers certainly feel this unfairness, but this is not enough for Sewell as
she describes the desperation, hopeless fate, and painfulness through Ginger’s voice

later when she meets Beauty by chance:
“[...] that is what they are doing, whipping and working with

never one thought of what | suffer—they paid for me, and must get it out of me,

they say. The man who hires me now pays a deal of money to the owner every day,
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and so he has to get it out of me too; and so it's all the week round and round, with

never a Sunday rest.”

| said, “You used to stand up for yourself if you were ill-used.”

“Ah!” she said, “I did once, but it's no use; men are strongest,
and if they are cruel and have no feeling, there is nothing that we can do, but just
bear it—bear it on and on to the end.” (p.201)

Ginger’s exclamation “Ah!” implies her resignation. She
confesses that only man has a whip and he ignores her suffering, there’s no way out
for her to resist unless death takes her (bear it on and on to the end). To see a horse
with such a rebellious spirit becomes pathetic because of humans’ unreasonable
barbarousness and our equipment (whip, lash, rein, metal), the readers are
persuaded to be upset and sympathize with Ginger. Sewell does succeed in
establishing the image of the ideal victim, but her emotional narrative goes beyond
the fundamental concept of ideal victim. She could convince us to feel sympathy
and see the injustice as she aimed for.

2.2.1.2 Ideal victims are people who were either acting in a
virtuous capacity when the crime was committed or who were simply going
about their daily activities at the time & Ideal victims are in no way to blame
for the crime that was committed against them

In Chapter 28, “A Job Horse and his Drivers”, takes place
when Beauty has recovered from the severe injury caused by the drunken Reuben
Smith, causing an incurable blemish on his knees, and decreasing his value both in
terms of his strength and market price: “[T]here is three hundred pounds flung away
for no earthly use, [...] the black one, he must be sold; ‘tis a great pity, but | could
not have knees like this in my stables”, (p.131). Demoted to a job horse, Beauty still
does his best to serve the driver although he is led to stumble on a rocky path. This

is “acting in a virtuous capacity” in Christie’s words. Sewell dramatized her victim by
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illustrating the contrasting picture between the honest horse and the boasting driver

who is reining Beauty towards danger with full happiness:

But this man went on laughing and talking, while at every

step the stone became more firmly wedged between my shoe and the frog of my

foot. The stone was sharp on the inside and round on the outside, which, as
everyone knows, is the most dangerous kind that a horse can pick up, at the same
time cutting his foot and making him most liable to stumble and fall. (p.136) [My
emphasis]

Sewell shows us how evil the driver is by depicting his
absolute happiness (laughing and talking) while the dutiful creature has to step
forward with the sharp stone “firmly wedged” between his shoe and the frog. The
readers can easily imagine the painful feeling of Beauty because - | assume- every
reader has been stabbed by the sharp materials (e.g. wooden pin, needle). The
hurting wound is enough to tolerate. But if we were forced to walk, run, or take any
movement that makes the sharp material lodge itself any deeper, we will quit doing
such a movement. Beauty, on the other side, endures the agonizing step and keeps
stumbling on the rocky road “for a good half-mile”. The virtuous heart of Beauty
makes the readers feel sympathy, for we know he could refuse to obey and bucking
but he keeps doing his agency as a good horse. On the contrary, we become furious
with the driver who sits and laughs happily while reining the horse to the suffering
path. With these absolute differences, the readers spontaneously categorize Beauty
as the victim and the driver as the perpetrator. Moreover, his silent endurance also
meets Christie’s idea of the ideal victim stating “Ideal victims are in no way to blame
for the crime that was committed against them”. In Sewell’s narrative, Beauty’s
monologue is not blameful, and even with the addition of Ginger the rebellious
horse, neither of them have blamed humans for their cruelty. The reason is they
play a great role in the fiction, so Sewell had to preserve their status as the ideal
victims but an uncomplaining victim is more sympathetic, at least by Victorian

standards, than a rebellious one. Thus Beauty takes the leading role in the appeal for
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sympathy. In contrast, Sir Oliver, who appears only in Chapter 10 “A Talk in the
Orchard”, blames humans’ absurd values such as “fashion” during his narration of

his childhood experience:

“Accident!” he snorted with a fierce look, “it was no

accident! it was a cruel, shameful, cold-blooded act! When | was young | was taken

to a place where these cruel things were done” (p.56).

Indeed, the readers feel sympathy with his fate. But blaming
the fault on humans’ cruelty does not make him an ideal victim. Blame, by its
definition, means “to find fault with someone or something” while complain means
“to express grief, pain, or discontent” (Merriam-Webster Dictionary). Sir Oliver’s tone
of voice and the fierce look implies his aggression. So when he criticized that the
cutting of his taill was “a cruel, shameful, cold-blooded act”, the readers
spontaneously feel he was attacking human. This is different from Beauty who
always neutrally expresses what he feels toward humans’ ill-treatment, for example,
when he is tricked by the servant named Alfred Smirk to eat only a horse balls and
draught, he just complains that “[t]his often disordered my health, and made me
sometimes heavy and dull, but more often restless and feverish” (p.152). His silent
tolerance makes him the ideal victim, a humble one, worthy enough to deserve
sympathy, and that is what the readers always feel toward Beauty. Furthermore, with
his dramatic description, the reader’s sympathy is increasingly strengthened. It seems
Sewell wants both to express this indignation against human cruelty, and not to have
it put in the mouth of the victim protagonist.

Anna Sewell created the perfect equation in bringing about this
powerful emotional persuasion. The conjunction between the victims that meet
people’s ideology and pathos-driven narrative results in the great change. Christie
found that the ideal victim is perfect to receive sympathy, but what Sewell wished
for is more than sympathy. So if the readers contemplate all of Sewell’s language

usage in each of the scenes | have analyzed, with those ideal victims as sufferers, we
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found that it critically activates our innate morality. The emotional response is
abundant; we feel sympathy, upset, unsatisfied, depression, indignation, rage toward
this unfair treatment, cruelty, and exploitation. Stirred by these emotions, we cannot
keep silent. It becomes a stimulus that is powerful enough to make the readers
move in action because we want to release them from victimhood and protect them
under the law - especially in cases of appalling cruelty. The abolition of animal
cruelty was considered an ideal moral victory in the Victorian era. This makes it clear
that to establish ideal morality, the perfect equation of pathos plus ideal victim must

be grounded.

2.2.2 Violation on Autonomy: The Psychological Connection between

Fictional Scene and the Readers
The nineteenth century’s iconic reading climate lies in the demand
for reading materials that inspire moral awareness. It is the century during which
Dickens, Thackeray, Wilkie Collins, George Eliot, and other sentimental novelists
stepped to the frontline of notable English novelists. The impact from the desperate
lives of children, hopeless woman, monstrous gentleman, greedy employers, and
pathetic animals cause a tidal wave of ethical demands that brought about
legislation on human rights, child labor, animal welfare, as well as the initiation of
women’s suffrage. It is intriguing, however, that the remedy that once cured the
painful abuse in the nineteenth century becomes poisonous substance for
contemporary readers. Philip Davis has argued today’s readers are more likely to say
that they have been ‘manipulated’ than ‘moved’ by emotional fictions (Davis 1999,
cited in O’Gorman, 2005, p.253). With the advancement in scientific study and
sociological research e.g. zoology, gsender study, cognitive science, behavioral study,
and logic, for instance, modern readers tend to think that the sentimental novel is a
kind of distraction. It drags us from reality and sinks us below an emotional overflow,
causing us to lose our self-consciousness but to be mesmerized enough to

accomplish the agency of the author, as O’Gorman mentions:
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[TIhe admission that one has felt the climactic scene of Victorian
fiction, the scenes of death, loss, realization, and calamitous failure, is almost
outlawed from current critical discussion because, at its worst, it seems to mark the

reader as unprofessional, unrigorous, and unintellectual. (O’Gorman, 2005, p.254)

Modern people have considered the equine condition in the
nineteenth century from a new perspective, for example, the urban study of Clay
McShane and Joel A. Tarr reveals that horses benefited from new human ecology in
the nineteenth century as well. “Their populations boomed, and the urban horse,
although probably working harder than his rural counterpart, was undoubtedly better
fed, better housed, and protected from cruelty. The urban horse was also larger and
longer lived than were farm animals” (McShane and Tarr; cited in Land et. al, 2012).
Mutual evolution possibly makes the readers focus on the urban horse’s well-being
(e.g. being better fed and living longer) but overlook the hard work and the horses’
nature as wild animals. Thus, it is awkward to see modern readers, critics, or scientists
often excluding Sewell from their discussions. Perhaps her existence is too dull to
recall, or the biography of the black horse is categorized as children’s literature, but |
think modern critics ignore Sewell because of her wisdom and writing skill, which
seems paradoxical. In the same time, she achieved the readers’ feeling by evoking
their emotional response. This can be seen through the conversation between the
violation of the body - the physical body - of Sir Oliver, the old horse whose long
tail was cut to serve human’s pleasure: the thing which he calls “Fashion”.

2.2.2.1 Physical Violation
“[11 was tied up, and made fast so that | could not stir, and
then they came and cut off my long and beautiful tail, through the flesh and through
the bone, and took it away.
“How dreadfull” | exclaimed.
“Dreadful, ah! it was dreadful; but it was not only the pain,
though that was terrible and lasted a long time; it was not only the indignity of

having my best ornament taken from me, though that was bad; but it was this, how
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could | ever brush the flies off my sides and my hind legs any more? You who have

tails just whisk the flies off without thinking about it, and you can't tell what a
torment it is to have them settle upon you and sting and sting, and have nothing in
the world to lash them off with. | tell you it is a lifelong wrong, and a lifelong loss;

but thank heaven, they don't do it now.” (p.56) [My emphasis]

Sewell not only clings to the emotional narration but she
also invites readers to “imagine” what it is like to lose a primary organ. She
introduces that “it was not only (physical) pain” but this suffering will last throughout
your life time (it is a lifelong wrong, and a lifelong loss). The connection between Sir
Oliver’s loss and the readers’ fundamental instinct is exposed through the old
horse’s explanation of its necessary function. The tail is necessary as a fly swatter,
and by Sir Oliver’s description about instinctive usage (‘You who have tails just whisk
the flies off without thinking about it’), it reveals that the horse’s tail is an organ
which has nerves and muscle. This possibly surprises some readers because people
often see the horse with brushing tail but quite overlook its importance. A horse with
a short tail cannot protect itself from bites. In other words, it loses an essential part
of the body that serves its basic living. This causes the horse permanent disability
despite it not being serious enough to take its life. With this scientific truth, the
readers are easily convinced to fancy the psycholosgical injury, which people usually
think hurts even more than a physical injury. To make a comparison to humans, if an
individual’s thumb was cut, it will not cause him or her death. Still, losing the thumb
is accounted as a disability, and it makes your routine achievement unusually
difficult because the thumb allows us to grasp things. The emotional linkage
between Sir Oliver’s loss and the readers’ comprehension is therefore established.
Moreover, the exclamation “ah!” explicitly expresses Sir Oliver’s depression toward
the loss of his important part of body. Since we (general readers) also sigh “ah!” in
time of depression or resignation. Sewell implies Sir Oliver’s silent feeling for the loss
for fruitless benefit — fashion (he answers to Ginger’s question “What did they do it

for then?”). The difference between losing the essential organ and the 