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  Context


  A prolific writer, John Anthony Burgess Wilson (1917–1993) didn’t publish his first novel until he was almost forty. Born and raised in Manchester, England, Burgess spent most of his adult life abroad in the army before teaching in Malaya with the British Colonial Service. Diagnosed with a brain tumor in 1960, Burgess began writing at a frantic pace in the hope that the royalties from his books would support his wife after he died. He wrote five novels that year alone. When he later discovered that his condition had been misdiagnosed, Burgess continued to write and publish novels at a rapid rate. Though he wrote nearly forty novels, his most famous work is the dystopian novella A Clockwork Orange (1962), which owes much of its popularity to Stanley Kubrick’s 1971 film adaptation. Burgess himself thought that A Clockwork Orange was far from his best work. In an interview, he dismissed the book as gimmicky and didactic, and rued the idea that this book would survive while others that he valued more were sure to pass into obscurity.


  Burgess’s novels address fundamental issues of human nature and morality, such as the existence of good and evil and the importance of free will. Burgess was raised as a Catholic, and though he left the church as a young man, he retained his admiration for its tenets and doctrines. Although Burgess was interested in and influenced by numerous religions, Catholicism exerted the greatest influence on his moral views. His portrayal of human beings as inherently predisposed toward violence, for example, reflects his acceptance of the Catholic view that all human beings are tainted by original sin.


  Burgess was inspired to write A Clockwork Orange during a visit to Leningrad in 1961. There, he observed the state-regulated, repressive atmosphere of a nation that threatened to spread its dominion over the world. At the time of his visit, the Soviet Union was ahead of the United States in the space race, and communism was establishing itself in countries as far-flung as Vietnam and Cuba. Burgess regarded communism as a fundamentally flawed system, because it shifts moral responsibility from the individual to the state while disregarding the welfare of the individual. Burgess’s deeply internalized Catholic notions of free will and original sin prevented him from accepting a system that sacrifices individual freedom for the public good. A Clockwork Orange may be seen in part as an attack on communism, given the novel’s extremely negative portrayal of a government that seeks to solve social problems by removing freedom of choice.


  During his visit to Leningrad, Burgess encountered the stilyagi, gangs of thuggish Russian teenagers. While Burgess was eating dinner at a restaurant one night, a group of bizarrely dressed teenagers pounded on the door. Burgess thought they were targeting him as a westerner, but the boys stepped aside graciously when he left and then resumed pounding. Burgess insists that he based nadsat—the invented slang of his teenage hooligans in A Clockwork Orange—on Russian for purely aesthetic reasons, but it seems likely that this startling experience influenced his portrayal of Alex and his gang. Along with English Teddy Boys, a youth culture of the 1950s and 1960s associated with American rock music, the Russian gangs provided a template for the hoodlums in A Clockwork Orange.


  However, A Clockwork Orange shouldn’t be understood simply as a critique of the Soviet Union or of communism, because the dystopian world of the novel draws just as much on elements of English and American society that Burgess detested. In his own estimation, Burgess had a tendency toward anarchy, and he felt that the socialistic British welfare state was too willing to sacrifice individual liberty in favor of social stability. He despised American popular culture for fostering homogeneity, passivity, and apathy. He regarded American law enforcement as hopelessly corrupt and violent, referring to it as “an alternative criminal body.” Each of these targets gets lampooned in A Clockwork Orange, but Burgess’s most pointed satire is reserved for the psychological movement known as behaviorism.


  Popularized by Harvard psychologist B.F. Skinner in the 1950s and 1960s, behaviorism concerned itself with the study of human and animal behavior in response to stimuli. Through the application of carefully controlled system of rewards and punishments—a process referred to as conditioning—Skinner demonstrated that scientists could alter the behavior of test subjects more effectively than had previously been thought possible. (In one famous experiment, he successfully trained laboratory pigeons to play ping pong.) To many people, behaviorism seemed to offer an almost limitless potential to control human behavior, and the movement had a profound effect not only in academia, but on education, government, and criminal rehabilitation as well. In A Clockwork Orange, Burgess satirizes behaviorism with his portrayal of the fictional Ludovico’s Technique.


  Burgess was still a relatively unknown writer when he published A Clockwork Orange in 1962, and the novel was not an immediate success. To Burgess’s dismay, the American version of the novel was published without the final chapter, in which Alex grows up and renounces violence. Burgess strongly disapproved of this decision, which he believed had distorted the novel into a nasty tale of unredeemable evil. Ironically, it was the American edition of the novel that became a cult classic among college students, and it was also the edition that Stanley Kubrick used for his 1971 film adaptation.


  Stanley Kubrick’s film version of A Clockwork Orange was both commercially successful and highly controversial, catapulting Burgess to a much wider fame. Initially labeled with an X rating and widely criticized for glorifying sex and violence, the film was blamed for several incidents of copycat violence, including one notorious British case in which a group of men, in imitation of the film, gang-raped a woman while singing “Singing in the Rain.” Despite the scandal, however, Burgess remained an eminent literary personality from then on. Regarded as both an artistic luminary and an eccentric crank, Burgess made several television appearances and served as a visiting professor at universities throughout America and England. He continued writing and composing music—like his protagonist Alex, Burgess loved classical music and considered it his first vocation—until his death in 1993.


  Plot Overview


  A Clockwork Orange takes place in a futuristic city governed by a repressive, totalitarian super-State. In this society, ordinary citizens have fallen into a passive stupor of complacency, blind to the insidious growth of a rampant, violent youth culture. The protagonist of the story is Alex, a fifteen-year-old boy who narrates in a teenage slang called nadsat, which incorporates elements of Russian and Cockney English. Alex leads a small gang of teenage criminals—Dim, Pete, and Georgie—through the streets, robbing and beating men and raping women. Alex and his friends spend the rest of their time at the Korova Milkbar, an establishment that serves milk laced with drugs, and a bar called the Duke of New York.


  Alex begins his narrative from the Korova, where the boys sit around drinking. When Alex and his gang leave the bar, they go on a crime spree that involves mugging, robbery, a gang fight, auto theft, breaking and entering, and rape. The last of these crimes is particularly brutal. The boys travel to the countryside with their stolen car, break into a cottage and beat up the man inside before raping his wife while making him watch. They then head back to the Korova, where they fight with each other. Alex, who loves classical music, becomes angry at Dim when Dim mocks an opera that Alex likes. Alex punches Dim in the face, which prompts the others to turn against their arrogant leader. The next time they go out, they break into an old woman’s house. She calls the police, and before Alex can get away, Dim hits him in the eye with a chain and runs away with the others. The police apprehend Alex and take him to the station, where he later learns that the woman he beat and raped during the earlier robbery has died.


  Alex is sentenced to fourteen years in prison. At first, prison is difficult for him. The guards are merciless and oppressive, and several of the other prisoners want to rape him. After a few years, though, prison life becomes easier. He befriends the prison chaplain, who notices Alex’s interest in the Bible. The chaplain lets Alex read in the chapel while listening to classical music, and Alex pores over the Old Testament, delighting in the sex, drinking, and fighting he finds in its pages.


  One day, after fighting with and killing a cellmate, Alex is selected as the first candidate for an experimental treatment called Ludovico’s Technique, a form of brainwashing that incorporates associative learning. After being injected with a substance that makes him dreadfully sick, the doctors force Alex to watch exceedingly violent movies. In this way, Alex comes to associate violence with the nausea and headaches he experiences from the shot. The process takes two weeks to complete, after which the mere thought of violence has the power to make Alex ill. As an unintended consequence of the treatment, Alex can no longer enjoy classical music, which he has always associated with violence. This side effect doesn’t bother the State, which considers Alex’s successful treatment a victory for law and order and plans to implement it on a large scale.


  After two years in prison, Alex is released, a harmless human being incapable of vicious acts. Soon, however, Alex finds he’s not only harmless but also defenseless, as his earlier victims begin to take revenge on him. His old friend Dim and an old enemy named Billyboy are both police officers now, and they take the opportunity to settle old scores. They drive him to a field in the country, beat him, and leave him in the rain. Looking for charity, Alex wanders to a nearby cottage and knocks on the door, begging for help. The man living there lets him in and gives him food and a room for the night. Alex recognizes him from two years ago as the man whose wife he raped, but the man does not recognize Alex, who wore a mask that night. Alex learns later in the night that the man’s wife died of shock shortly after being raped.


  This man, F. Alexander, is a political dissident. When he hears Alex’s story, he thinks he can use Alex to incite public outrage against the State. He and three of his colleagues develop a plan for Alex to make several public appearances. Alex, however, is tired of being exploited for other people’s schemes. He berates the men in nadsat, which arouses the suspicion of F. Alexander, who still remembers the strange language spoken by the teenagers who raped his wife. Based on F. Alexander’s suspicion, the men change their plans. They lock Alex in an apartment and blast classical music through the wall, hoping to drive Alex to suicide so they can blame the government.


  Alex does, in fact, hurl himself out of an attic window, but the fall doesn’t kill him. While he lies in the hospital, unconscious, a political struggle ensues, but the current administration survives. State doctors undo Ludovico’s Technique and restore Alex’s old vicious self in exchange for Alex’s endorsement. Back to normal, Alex assembles a new gang and engages in the same behavior as he did before prison, but he soon begins to tire of a life of violence. After running into his old friend Pete, who is now married and living a normal life, Alex decides that such a life is what he wants for himself. His final thoughts are of his future son.


  Character List


  
    Alex - The fifteen-year-old narrator and protagonist. Alex is the vicious leader of a gang of criminals who occasionally go to school by day and then rape and pillage by night. He loves classical music and finds that violence and music provide him with similar kinds of aesthetic pleasure. Alex believes that commitment to ideals—whatever those ideals might be—is of paramount importance, and he disdains people who seem to him to be living without purpose. Despite Alex’s brutality and his natural leadership potential, Alex remains quite naïve and immature, which allows him to be manipulated by both the government and F. Alexander’s political dissidents.

  


  
    F. Alexander - A writer and political dissident. F. Alexander’s wife dies as a result of being raped by Alex’s gang. After his wife dies, he devotes his life to unseating the government that he holds partially responsible for his wife’s death. He is committed to the ideal of liberty, even at the expense of the individual. F. Alexander is a character foil for Alex, the protagonist, as well as a father figure to him.

  


  
    Minister of the Interior - A high-ranking government official who selects Alex as the first candidate for Ludovico’s Technique. The Minister is a sharply dressed, important-looking gentleman. His primary concern is the welfare of the State, and his attitude is entirely pragmatic.

  


  
    Prison Chaplain - The resident priest of Staja 84F, Alex’s prison. The chaplain (or charlie, in prison slang) is a big, burly drunk with a red face. He preaches to the prisoners about morals, but his career ambitions lead him to rationalize the treatment that Alex receives at the hands of the government. He gives the most concise expression of the importance of free will in the novel.

  


  
    Dr. Brodsky - The State-employed behavioral scientist in charge of administering Ludovico’s Technique to Alex. Brodsky is short, fat, and hairy, with thick glasses and a rather sadistic temperament. He often laughs at Alex’s suffering. Unlike Alex, he knows nothing of classical music, except that it proves useful for intensifying Alex’s emotions during the administration of the technique. He also demonstrates a warped sense of morality by calling Alex “a true Christian” after Alex loses his ability to make his own moral choices.

  


  
    Dr. Branom - Brodsky’s assistant. Branom is very happy in his work, bright-eyed and smiling all the time. His manner seems insincere and patronizing, since it persists even as he tortures Alex. Branom believes in science as if it were a religion, and he speaks reverently of its wonders.

  


  
    Dim - A member of Alex’s gang who later becomes a police officer. Dim is the biggest, strongest, and stupidest member of Alex’s gang. He fights with a chain, and allows Alex to be captured by the police by incapacitating Alex by whipping him in the eyes. As a police officer, Dim is just as violent and thuggish as he was as a youth.

  


  
    Pete - A member of Alex’s gang. Pete is mild-mannered and conciliatory. When Alex meets Pete again in Part Three, Pete has grown up and lives a simple life with his wife. His apparent satisfaction with this lifestyle leads Alex to want the same type of life for himself.

  


  
    Georgie - A member of Alex’s gang. Georgie is the most ambitious of Alex’s first gang, and leads the rebellion against Alex. Unlike Alex, who is interested in violence for the pure sake of violence, Georgie is interested in violence for the sake of financial gain.

  


  
    Billyboy - The leader of a rival teenage gang who later becomes a police officer. Billyboy is amazingly fat and fights with a knife. He is thinner when Alex meets him again in Part 3, but he is just as violent and thuggish as he was in his younger days.

  


  
    Pee and em - Alex’s father and mother. Pee and em, are decent, ordinary people who sleepwalk their way through mundane existences in State jobs. They tolerate Alex’s unexplained comings and goings largely because they are timid and afraid of their son. Their shyness and weakness provide a foil to Alex’s vicious activism.

  


  
    Z. Dolin, Rubinstein, and D. B. da Silva - Political dissidents and associates of F. Alexander. These three, like F. Alexander, are greatly concerned with the cause of liberty. They think of their struggle against the State as a struggle for mankind, and they are largely willing to sacrifice individuals—in this case, Alex—for their cause.

  


  
    P. R. Deltoid - Alex’s Post-Corrective Adviser, or Probation Officer. Deltoid is a tired and overworked public servant who labors at his job even as he grows increasingly aware of how little it actually helps. Alex confounds him because Alex’s violence does not share any characteristics with the typical explanations of human behavior to which Deltoid ascribes.

  


  
    Jack - The old man from the library. Jack loves geometry and appears in Parts 1 and 3. When Alex’s gang finds him, he is carrying home books from the library on crystallography, snowflakes, and the rhombohedral system.

  


  
    Joe - The lodger who lives in Alex’s room while Alex is incarcerated. Joe considers himself a son to Alex’s parents and hates Alex for the pain he has caused them.

  


  
    Prison Governor - The head of Staja 84F, Alex’s prison. Unlike the Minister of the Interior, the Governor believes that criminals should be punished the traditional way.

  


  
    Chief Chasso - The head guard at Staja 84F. Volatile and mean, he despises the prisoners he watches and treats them mercilessly.

  


  
    Rick, Len, and Bully - Alex’s new gang in Part Three. These three are similar to Alex’s old gang from Part One, but they are more violent than the old gang and more fluent in nadsat.

  


  
    The old woman, or the Catlady - The old woman who dies as a result of Alex’s break-in. The old woman lives alone with her cats and seems crazy.

  


  
    Marty and Sonietta - Ten-year-old girls whom Alex rapes. These girls are typical youth who ditch school when they want, listen to pop music, and talk in their own slang. Alex finds them in the record store in Part One.

  


  
    Rex - The police officer partnered with Dim and Billyboy. Rex is nonchalant when Billyboy and Dim beat Alex. He calmly sits in the car, reading a book and smoking a cigarette.

  


  
    Andy - A record store employee. Andy is thin and bald and likes classical music. He sells Alex a copy of Beethoven’s Ninth Symphony in Part One.

  


  Analysis of Major Characters


  
    Alex


    Alex is the narrator and protagonist of A Clockwork Orange. Every word on the page is his, and we experience his world through the sensations he describes and the suffering he endures. He is at once generic and highly individual, mindless and substantive, knowingly evil and innocently likeable.


    At first, Alex appears to be little more than a robot programmed for violence. In the world of the novel, youth violence is a major social problem, and Alex represents a typical—though highly successful—teenager. He dresses in the “heighth of fashion,” frequents all of the popular hangouts, and is the undisputed leader of his gang. Like most teenagers in A Clockwork Orange, Alex speaks in a highly stylized slang called nadsat. Alex is unique in his unyielding commitment to the ideals of violence, as well as the aesthetic pleasure he takes in his crimes. Alex elevates his evil behavior to the status of art. Alex loves art itself, particularly classical music. A devout enthusiast of Beethoven, Mozart, and other composers, Alex experiences something akin to religious joy when he listens to classical music. To Alex, the delight he finds in classical music is closely related to the ecstasy he feels during acts of violence. When listening to one recording, for example, Alex imagines “carving the whole litso [face] of the creeching [screaming] world with [his] cut-throat britva [razor].” Throughout the novel, Alex further emphasizes the connection between music and violence by reserving his most musical language for the descriptions of his most brutal crimes.


    Alex experiences the pleasures of music and brutality in a direct and sensuous manner, without mediation or meditation. Unlike F. Alexander, one of Alex’s primary antagonists, Alex remains completely uninterested in explaining his actions in terms of abstract or theoretical notions, and he rarely considers himself in a larger social context. When faced with various hypotheses as to the origin of his depravity, Alex’s responses are staunchly anti-intellectual. Unlike his probation officer, P.R. Deltoid, Alex believes that evil represents a natural state for human beings, and is as valid a state of being as goodness. According to this reasoning, Alex believes that the State, which seeks to deprive him of the choice to act cruelly, encroaches on his freedom as an individual. Thus, in choosing violence, Alex ultimately affirms his sense of self.


    Alex’s vileness in A Clockwork Orange underlines the theme that human beings, no matter how depraved, shouldn’t be deprived of their freedom of self-determination. The State’s destruction of Alex’s ability to make his own moral choices represents a greater evil than any of Alex’s crimes, since turning Alex into an automaton ultimately sanctions the notion that human nature is dispensable. Alex truly grows as a human being only in the last chapter, after the government removes his conditioning and he can see the error of his ways for himself, without the prompting of an external, controlling force.

  


  
    F. Alexander


    Though they share a name, F. Alexander and Alex are quite different from each other. While Alex is an intuitive creature who makes decisions based on impulse, F. Alexander is an “intelligent type bookman type” who behaves according to abstract concepts, which he ponders from the safety of his country home, far away from the city streets with which he seems so concerned. F. Alexander thinks in broad, theoretical terms, and has trouble focusing on specifics. When Alex begs for mercy after being beaten by the police, F. Alexander pities him not as a suffering boy, but as an abstract “victim of the modern age.” Similarly, when Alex asks him how he expects to improve Alex’s life through the exploitation of his victim status, F. Alexander can’t provide an answer. F. Alexander claims to want to help people like Alex, but he remains unconcerned with Alex as a particular, individual person.


    F. Alexander’s failure to embrace actual human reality can be read as a criticism of liberalist ideologies, which Burgess has criticized for being committed to improving the lot of mankind at the expense of man himself. F. Alexander’s belief that man is “a creature of growth and capable of sweetness” is a noble one, especially because he has experienced first-hand the kind of evil men are capable of. However, his readiness to use Alex, also a creature of growth and capable of sweetness, as a “thing” with which to wage war against the State reveals a certain degree of hypocrisy.

  


  
    Minister of the Interior


    The Minister of the Interior comes into power during the two years Alex is incarcerated. As the highest-ranking representative of the State, the Minister embodies the government’s changing attitude toward its citizens. The government he represents is even more repressive than the one Alex knows in Part One, and its cardinal virtue is the stability of society. To achieve this goal, the Minister has put two sweeping policies into effect with regard to criminal behavior. For already-incarcerated offenders, the Minister has decided to move ahead with an experimental rehabilitation program that destroys criminal tendencies. In this way, he can free up jail space for political dissidents, who threaten the new State order. In his other policy modification, the Minister gives badges to the remaining street thugs so that these violent criminals can authoritatively impose social order.


    With the character of the Minister, Burgess satirizes the tendency of socialist governments to overlook the needs and rights of individuals who threaten communal order. Personal liberties mean nothing to the Minister, and neither do principles. He candidly admits to having sacrificed Alex’s individual, human qualities in exchange for a passive young man who can’t help but act in a socially acceptable manner. In these ways, the Minister differs from both F. Alexander and P.R. Deltoid. Unlike the former, he doesn’t care about principles, and, unlike the latter, he doesn’t bother to study the origins of violence. Rather, the Minister possesses a distinctly utilitarian attitude toward accomplishing the goal of total State security. Ironically, this acutely pragmatic attitude also prompts the Minister to cure Alex, when the Minister realizes that he needs Alex’s endorsement to quell the public outrage stirred up by F. Alexander. In ensuring society’s stability, the Minister always observes the following mantra: “The point is that it works.”

  


  Themes, Motifs, & Symbols


  Themes


  Themes are the fundamental and often universal ideas explored in a literary work.


  The Inviolability of Free Will


  More than anything, Burgess believed that “the freedom to choose is the big human attribute,” meaning that the presence of moral choice ultimately distinguishes human beings from machines or lower animals. This belief provides the central argument of A Clockwork Orange, where Alex asserts his free will by choosing a course of wickedness, only to be subsequently robbed of his self-determination by the government. In making Alex—a criminal guilty of violence, rape, and theft—the hero of the novel, Burgess argues that humanity must, at all costs, insist that individuals be allowed to make their own moral choices, even if that freedom results in depravity. When the State removes Alex’s power to choose his own moral course of action, Alex becomes nothing more than a thing. A human being’s legitimacy as a moral agent is predicated on the notion that good and evil exist as separate, equally valid choices. Without evil as a valid option, the choice to be good becomes nothing more than an empty, meaningless gesture.


  The novel’s treatment of this theme includes, but is not limited to, the presentation of a Christian conception of morality. The chaplain, the novel’s clearest advocate for Christian morals, addresses the dangers of Alex’s “Reclamation Treatment” when he tells Alex that “goodness is something chosen. When a man cannot choose he ceases to be a man.” F. Alexander echoes this sentiment, albeit from a different philosophical standpoint, when he tells Alex that the treatment has “turned [him] into something other a human being. [He has] no power of choice any longer.” Burgess’s novel ultimately supports this conception of morality as a matter of choice and determination and argues that good behavior is meaningless if one does not actively choose goodness.


  The Inherent Evil of Government


  Just as A Clockwork Orange champions free will, it deplores the institution of government, which systematically seeks to suppress the individual in favor of the collective, or the state. Alex articulates this notion when he contends, in Part One, Chapter 4, that modern history is the story of individuals fighting against large, repressive government “machines.” As we see in A Clockwork Orange, the State is prepared to employ any means necessary to ensure its survival. Using technological innovation, mass-market culture, and the threat of violence, among other strategies, the State seeks to control Alex and his fellow citizens, who are least dangerous when they are most predictable. The State also does not tolerate dissent. Once technology helps to clear its prisons by making hardened criminals harmless, the State begins incarcerating dissidents, like F. Alexander, who aim to rouse public opinion against it and thus threaten its stability.


  The Necessity of Commitment in Life


  Burgess saw apathy and neutrality as two of the greatest sins of postwar England, and these qualities abound in A Clockwork Orange. Burgess satirizes them heavily, especially in his depiction of Alex’s parents. Fearful of going outside and content to be lulled to sleep by a worldcast program, Alex’s parents exemplify what Burgess saw as the essentially torpid nature of middle-class citizens. Conversely, Burgess makes Alex, whose proactive dedication to the pursuit of pleasure causes great suffering, the hero of his novel. Alex himself seems disgusted by neutrality, which he sees as a function of “thingness,” or inhumanity.


  “Duality as the Ultimate Reality”


  Coined by Burgess in an interview, this phrase reflects Burgess’s understanding of the world as a set of fundamental and coequal oppositions of forces. A Clockwork Orange abounds with dualities: good versus evil, commitment versus neutrality, man versus machine, man versus government, youth versus maturity, and intellect versus intuition, to name some of the most prominent ones. The important aspect of this theme is that, while one element of a given duality may be preferable to the other—such as good over evil—each force is equally essential in explaining the dynamics of the world. To know one of the opposing forces is to implicitly know the other. The notion of duality comes into play in A Clockwork Orange particularly during the debate over good and evil, where Alex at one point debunks the validity of a political institution that does not account for individual evil as a naturally occurring phenomenon.


  Motifs


  Motifs are recurring structures, contrasts, or literary devices that can help to develop and inform the text’s major themes.


  Nadsat


  Nadsat is the single most striking literary device that Burgess employs. An invented slang that incorporates mostly Russian and Cockney English, Alex uses nadsat to describe the world of A Clockwork Orange. Its initial effect is one of exclusion and alienation, as the reader actively deals with the foreignness of Alex’s speech. This effect is important because it keeps us removed from the intensely brutal violence that Alex perpetrates. Before we can evaluate Alex’s character, we must first come to identify with him on his terms: to “speak his language,” literally. In this way, Alex implicates us in the remorseless violence he commits throughout most of Part One, and we in turn develop sympathy for him as our narrator. In some sense, then, nadsat is a form of brainwashing—as we develop this new vocabulary, it subtly changes the ways we think about things. Nadsat shows the subtle, subliminal ways that language can control others. As the popular idiom of the teenager, nadsat seems to enter the collective consciousness on a subcultural level, a notion that hints at an undercurrent of burgeoning repression.


  Nadsat’s origins also help to illuminate the world that Burgess chooses to depict in the novel. The combination of Russian and English indicates that Alex’s society is inspired by the two major superpowers of Burgess’s time, American capitalist democracy and Soviet Communism, suggesting that the two entities are not as far apart from one another as we might have thought.


  Classical Music


  Classical music enters A Clockwork Orange on a number of levels. On the formal level, the structure of the novel is patterned after musical forms. The novel, which is divided into three parts of seven chapters each, assumes an ABA form, analogous to an operatic aria. Accordingly, Parts 1 and 3 are mirror images of each other, while Part Two is substantially different. The A sections both take place on the streets near Alex’s home and in a country cottage, while the B section takes place in a jail. The A sections begin with Alex asking himself “What’s it going to be then, eh?” The B section begins with the same question, but this time, the prison chaplain asks the question to Alex. The A sections identify Alex by name, while the B section identifies him by number. Additionally, the A sections, as mirror images of each other, feature inversions of the same plot. Whereas, in Part One, Alex preys on unwitting and unwilling victims, in Part Three those same victims wittingly and willingly prey on him. These formal symmetries help us to make comparisons as the thematic material develops over the course of the novel.


  On a textual level, Burgess studs the novel with repeated phrases, a very common feature of classical music. Alex supplies these linguistic motifs when he howls “out out out out” to his friends, or tells us that “it was a flip dark chill winter evening though dry,” or when he begins the book’s three parts—as well as the final chapter—with the question “What’s it going to be then, eh?” Burgess was unique as a writer, in that he aspired to adapt the forms of classical music in his writing. His novel Napoleon Symphony derives its structure from Beethoven’s Third Symphony, which was initially written for Napoleon.


  Classical music also enters A Clockwork Orange on a narrative and thematic level. Though Burgess probably did not intend it to, Alex’s love of classical music within the confines of the novel’s repressive government invokes Plato, who argued that the enjoyment of music must be suppressed if social order is to be preserved. Plato identifies music with revolutionary pleasure, an association that may easily be applied to Alex in A Clockwork Orange. Alex’s love of classical music is inextricable from his love of violence, and he rarely thinks of one without the other. Both of these passions fly in the face of a government that, above all else, desires a Platonic order. It is thus no accident that Alex’s taste for Beethoven and Mozart sours once he undergoes Reclamation Treatment.


  Christ


  The repeated references to Christ serve two functions in the novel. First, they provide a structural and thematic analogy for Alex’s life. Alex is a martyr figure who gives up his individual identity for the citizens of his society. His attempted suicide in the last third of the book works as a sacrifice that exposes the repressive State’s evils. In addition, Alex’s narrative goes through a succession of three stages that invoke Christ’s three final days. As Jesus dies, is buried, and is resurrected on the third day, Alex gets caught, is buried in prison, and returns to his former self by the end of the novel. Alex occasionally alludes to Christ, such as when he refers to himself as a Christ figure in Part One, calling himself the “fruit of [his mother’s] womb,” and again in Part Two, when he mentions turning the other cheek after being punched in the face. Second, the repeated Christ references subtly insinuate that the State is using Alex’s violent impulses against him. Alex’s impulse toward violence twice leads him to identify with the Romans who torture and crucify Christ. In this way, Alex unwittingly aligns himself with the State, since the Romans who crucified Christ were, in effect, the “State” of biblical times.


  Symbols


  Symbols are objects, characters, figures, or colors used to represent abstract ideas or concepts.


  Milk


  As a substance that primarily nourishes young animals, milk symbolizes the immaturity and passivity of the people who habitually drink it at the Korova Milkbar. Their drinking of milk suggests the infantilization and subsequent helplessness of the State’s citizens. By virtue of its whiteness and homogenization, milk also symbolizes uniformity among the teenagers who drink it. The fact that the milk is laced with drugs is ironic, suggesting that these youths are less wholesome and innocent than adults, not more.


  Drencrom, Vellocet, and Synthemesc


  Referred to generically as hallucinogens in this study guide, these three drugs symbolize neutrality, or “thingness.” The people in the novel who use them become inhuman while experiencing the effects of them, receding from the reality around them.


  Images of Darkness, Night, and the Moon


  These things are associated with Alex’s domain, and thus represent peace and security to him. The chaplain, who is garbed in black and defends Alex against the State, might also fall into this category of objects. Darkness represents the privacy and solitude necessary for an individual will to exist and make choices freely.


  Images of Lightness and Day


  Daytime and sunlight represent danger for Alex. In Part One, Alex notes that there are several more policemen—figures of repression—out patrolling during the day. The harsh lights of the police station interrogation room create a kind of artificial day, and the doctors, with their white jackets, continue the trend of brightness being associated with threat and menace. The only time the chaplain wears white is during an exchange with Alex, where the chaplain gets Alex to snitch on his fellow prisoners in order to further his own career ambitions. Lightness represents the demystification of the individual.


  Summary & Analysis


  Part One, Chapter 1


  Summary


  Dressed fashionably, with their pockets full of money, Alex and his gang—Pete, Georgie, and Dim—sit at the Korova Milkbar, drinking milk laced with stimulants and trying to figure out what to do with the night. During this time, Alex tells us about the nuances of their clothes, as well as those of the girls at the bar, who wear badges that display the names of their sexual partners. In addition to this, Alex voices his recent distaste for the other “milk plus” cocktails served at the Korova. He observes the effects of the hallucinogen-laced drinks on another patron of the bar, who slumps in his seat with eyes glazed, talking nonsense. Alex finds something cowardly and dishonest about this behavior.


  As soon as his own drugs kick in, Alex leads his droogs, or friends, into the streets. There they find an old man carrying books home from the library. Sensing his fear, they toy with him for a few moments before assaulting him. Only after ripping apart his books, ripping out his false teeth, and ripping off his clothes do they let him trudge away whimpering.


  The droogs then go to a bar called the Duke of New York to spend their money, so as to create an incentive to continue looting. There are four old women there who warm up to the droogs after the boys buy them several drinks and massive amounts of pub snacks. The boys spend all their money this way, and leave the bar on very friendly terms with the women.


  Outside, the boys go to a corner store, put on their masks, and proceed to steal the money from the register. During the robbery, they severely beat the shopkeeper and his wife, both of whom, we later learn, require hospitalization. In less than ten minutes the boys are back at the Duke, buying the same ladies another round. This proves useful, because when the police come to the Duke to ask questions, the women provide alibis for the boys, who sneer at and taunt the helpless officers.


  Analysis


  A Clockwork Orange is set in the near future, most likely sometime in the early twenty-first century. With this fictional society, Burgess depicts a totalitarian state that incorporates elements of both Soviet-style communism and American consumer capitalism. The possibility of such a world order seemed entirely feasible in the early 1960s, when the United States and the U.S.S.R. were establishing themselves as the world’s dominant superpowers and Burgess was writing A Clockwork Orange. Like most dystopian fiction, Burgess’s novella can be characterized as a logical, if unlikely, extension of contemporary conditions, rather than a purely speculative forecast of future ones. From the names of businesses like the Korova Milkbar, as well as the droogs’ Russian-inflected slang, we witness the strong influence of Russian culture. At the same time, the stultifying media culture and characters’ acquisitive materialism seems a direct condemnation of American capitalist culture. Throughout the novel, the disparate sensibilities of these two twentieth-century superpowers will generate considerable friction.


  Nadsat, the teenage slang that Alex and his droogs speak, represents a pastiche of languages: a mixture of Russian, Cockney English, childish slang, and Burgess’s own coinages. The use of nadsat initially makes understanding A Clockwork Orange quite difficult and turns the opening pages of the novella into a highly disorienting experience. The unfamiliar language distracts and distances us from the incredibly harsh and violent events that Alex recounts in his narrative. Alex uses nadsat liberally, and effectively, when he describes things associated with violence. In Alex’s hands—or rookers, as he calls them—blood becomes “krovvy,” to hit becomes “tolchock,” and rape becomes “ultra-violence.” Even the word good becomes sinister in nadsat: drawn from the Russian world for good, kharasho, the nasdat translation of the word is “horrorshow.”


  Burgess holds no love for youth and youth culture, which he has described in interviews as essentially conformist, conventional, passive, and smug. With the description of the scene at the Korova Milkbar, Burgess satirizes many salient characteristics of teen culture, from their pop music (“You Blister My Paint”) to their shared fashion sense (boys uniformed in big-shouldered jackets, cravats, tights with crotch inserts, and boots; girls uniformed in motley wigs with makeup and accessories that assert their promiscuity). In mocking the trappings of youth culture, Burgess undercuts that culture’s self-satisfiction and ostensible rebelliousness. We are continually reminded that, although these children are incredibly violent and destructive, they are nevertheless children. After the boys rob the corner store, for example, they return to the Duke of New York and the arms of the older women, who protect them maternally. This reminder of the droogs’ essential juvenility will become especially significant in the final chapter, when Alex reflects on the connection between violence and immaturity.


  As Alex and his droogs thwart the police with the help of the older women, Alex can’t help being disappointed by the lack of a real, substantive cause worth fighting for. In the face of what he sees as an essentially banal culture, Alex values a sense of commitment and purpose. In a similar vein, he disparages the hallucinogens sold at the Korova Milkbar because they cause the Korova’s patrons to become dull and apathetic. The importance of purpose and intent was also one of Burgess’s central concerns, as he believed that indifference and moral neutrality were pervasive in postwar Britain.


  Part One, Chapter 2


  Summary


  The night still young, the boys leave the Duke and spot a drunken old man singing a sentimental song to himself. Alex instantly detests him, and without speaking, the boys rough him up a bit. When they finish, however, the man continues singing, and Dim has to punch him in the mouth to quiet him. The old man starts complaining about the state of the world. Interested, Alex stops attacking him and asks the old man to go on. The man frantically expounds on how an old man can’t live in this world anymore, because the young are permitted to prey upon him. He concludes that he’s not afraid of the boys, since he’s too drunk to feel their punches and too worthless to care if he dies. The boys take this as permission to keep beating him, which they do until the old man vomits blood.


  The boys continue their walk. By the Municipal Power Plant, they encounter another young thug named Billyboy with his five droogs. Billyboy tosses aside a young girl he had been planning to rape, and a fight ensues between the two gangs. Very quickly, Alex and his droogs gain the upper hand, and they’re poised to pummel Billyboy when they hear sirens. The gangs scatter, and Alex’s droogs duck into an alleyway between flatblocks, the connected tenements that line the town blocks. Here they catch their breath, lit by the moon and the blue television screens of hundreds of apartments. Alex notes that tonight the State is showing a worldcast program, meaning a program broadcast globally. He also notes Dim’s rapt fascination with the moon. Annoyed, Alex reminds Dim that there’s much to attend to on the ground, and that now would be a good time to get a car. Alex then leads the boys to the cinema, where they steal an almost-new Durango 95.


  After some time spent terrorizing pedestrians, Alex drives his droogs into the countryside for what he calls “the old surprise visit,” which involves breaking into a house and then beating and possibly raping its occupants. They stop at a cottage, marked with a sign that reads “HOME.” Alex knocks on the front door and asks the woman who answers if he can use her phone and get a cup of water for his ill friend. The woman replies that she doesn’t have a phone, but, lulled by the courteous tone that Alex affects, she steps away from the door to get him some water. Alex slips the chain off the door and the four enter the house, donning their masks. Inside the house, they find the woman and her husband, a writer. Though the husband demands that the boys leave, the droogs pay little attention to him. Alex and Dim look at the manuscript on his typewriter, and Georgie and Pete head toward the kitchen to raid the pantry. Alex mockingly reads aloud from the manuscript, titled “A Clockwork Orange,” before tearing it to pieces. The writer lashes out angrily at Alex, but Dim restrains him. Dim then beats the writer soundly, and as the wife watches, horrified, it seems to Alex that her screams follow the rhythm of Dim’s punching fists. Georgie and Pete return, laughing, with their mouths and hands full of food. Disgusted, Alex orders them to drop the food and hold the writer while he and Dim take turns pinning down and raping the writer’s wife. Dim and Alex then exchange places with Georgie and Pete. After they finish, the droogs trash the house, stopping short just of letting Dim defecate on the carpet. Alex orders them back out to the car, which they take back to town.


  Analysis


  The chilling banality of Chapter 1’s concluding sentence—“Still, the night was still very young”—assures us that the violence we have already witnessed will continue in the coming chapters. Alex doesn’t disappoint us in that regard, and in this chapter, he and his droogs commit increasingly sadistic acts of cruelty. Alex remains wholly unconcerned with the effects of his wickedness, and with what it can get for him beyond unmitigated carnal pleasure. He seems to have a disinterested attitude toward money, stealing it from the corner store in Chapter 1, but not bothering to take any from the writer’s house in Chapter 2. The hospitalizations and severe physical injuries caused by his gang’s attacks seem of little consequence to him. What truly matters to Alex is the visceral ecstasy he feels when dealing a punch, slashing an enemy, or raping a woman. These acts take on an aesthetic significance for him. In Alex’s hands, violence becomes elegant and artistic. He describes his razor, for example, as something he can “flash and shine artistic.” Likewise, brutality brings out the rhythmic, colorful, and poetic linguist in Alex. Violence heightens his powers of metaphor and description, as he delightedly notes the pouring of blood (“in like red curtains”), the color of a woman’s nipple, and the “four-in-a-bar” screaming he hears during sex.


  For Alex, violence represents a kind of artistic creation, and he approaches acts of brutality like a composer or painter. His verbal playfulness reflects this, as when, for example, he slyly asks the writer’s wife to “Please let him have a cup of water? It’s like a faint, you see.” The woman thinks that Alex’s friend is about to pass out from thirst, while Alex implies that he’s “feinting,” or deceiving, her in order to break into her house. Like a painter or composer, Alex also has specific aesthetic ideas about his art that he won’t compromise. He berates Georgie and Pete for their vulgar laughing, and Dim for his attempt to defecate on the carpet. In Alex’s eyes, these are crass gestures, and have as much place at a beating as they would in a concert hall.


  During the droogs’ nighttime rampage, a clearer picture of A Clockwork Orange’s dystopian environment begins to emerge. Certain elements of the novel refer explicitly to events of the 1960s, when Burgess was writing the novella. The car that the boys steal, for example, is a Durango 95, a real car manufactured in Britain in the 1960s. Also, the drunken old man rambles about putting men on the moon, a worldwide preoccupation at the time. More important than these specific historical allusions, however, are the ways in which Burgess satirizes the rise of both totalitarianism and mass market culture, by combining elements from both communist and capitalist societies into a single, fictional society, one which is heavily State-run, and which exploits the controlling power of both totalitarianism and popular culture to the fullest. The cinema and the television worldcast are both government-sponsored entertainments, as are found in communist countries. From the alleyway between the flatblocks, Alex watches as the middle-class citizens dutifully receive and consume this prescribed entertainment. Numbed, the people are kept safely in their houses—a situation that not only ensures the citizens’ security, but also assures the security of the State, since a citizenry occupied by their television sets is unlikely to be assembling with other citizens, planning rebellion and threatening the State’s carefully constructed order.


  Besides the seductive pull of State-sponsored television programs, thugs like Alex and his droogs also keep citizens isolated and indoors: while the boys believe they’re prowling the streets, they are, in a sense, also patrolling them. Before Alex beats him senseless, the drunken old man provides insight into how the government incorporates youth violence into its overall scheme of social stability: “It’s a stinking world because it lets the young get on to the old like you done.” The old man implies that the government tolerates and even indulges youth violence. Without safe locations in which to gather and speak to one another, the citizens of Alex’s world have no opportunity to assemble and criticize the government. Thus, even though they style themselves as rebels, Alex, Billyboy, and their respective droogs end up acting in the interests of the government, who engender allegiance to the State by creating fear and a sense of insecurity in the rest of the citizenry.


  Through the as-yet-nameless writer, Burgess expresses one of the book’s central themes, the danger of mindless totalitarianism. The writer’s manuscript includes the passage: “The attempt to impose upon man, a creature of growth and capable of sweetness . . . laws and conditions appropriate to a mechanical creation, against this I raise my sword-pen.” When Alex reads this passage, he doesn’t understand it; however, the fact that Alex has named his own narrative after that text suggests that the writer’s theories will become significant in later chapters.


  Part One, Chapter 3


  Summary


  Just outside town, the boys abandon their car and take the train back into the center of town. Alex notes that they pay the fare like perfect gentlemen and then nonchalantly describes their subsequent vandalism on the train.


  The boys return to the Korova Milkbar and notice that a few things have changed since they left. To Alex’s distaste, the patron drinking hallucinogenic milk is still there and still intoxicated, leaving himself open to torment and mockery. The place is also filled with quite a few new faces. According to Alex, these are mostly other teens, and a few garishly made-up twenty- and thirty-somethings just getting off work from the television studio.


  One of the people from the older crowd triggers an altercation among the boys. A woman, sitting at the bar with her friends, sings a few bars from an opera familiar to Alex. Clownish Dim, hearing this, makes an obscene gesture toward the woman. The woman doesn’t notice, but Alex does and becomes enraged. He calls Dim a “[f]ilthy drooling mannerless bastard” and deals him a hard punch on the mouth. Dim is at first confused and then angry, telling Alex he had no right to hit him like that. It begins to look like the two might have to go outside and settle the dispute with knives, but Pete tries to calm them down. Alex starts trying to defend what he did, saying that he’s the leader, that he has to maintain discipline among them, and that “Dim . . . has got to learn his place.” The other boys don’t quite seem to agree, but, wary, they keep quiet. To Alex’s surprise, Dim suddenly drops the argument and suggests that they all just go home and go to bed. The boys agree and plan to meet as usual the following night.


  Convinced that this squabble has no significance, Alex leaves the Korova with razor in hand, prepared for any trouble from Billyboy or other warring gangs. On his way home to Municipal Flatblock 18A, he passes evidence of some typical street violence: a boy sprawled out and bleeding on the street; a pair of girls who have likely been assaulted and raped. Reaching his building, Alex passes a vandalized municipal painting as well as a freshly damaged elevator and takes the stairs up to his tenth-floor flat. Inside, Alex eats the dinner his mother has laid out for him and gets ready for bed. Before trailing off to sleep, Alex turns on his stereo. He listens, enraptured, to classical music, first by an American named Geoffrey Plautus, then Mozart, and finally Bach. During the Bach compositions, Alex muses on what he read at the writer’s house earlier that night. He thinks he understands it better now, and if anything, he wishes he could have “tolchocked them both harder and ripped them to ribbons on their own floor.”


  Analysis


  In an interview, Burgess called writer George Steiner “the biggest bloody fool who ever lived” for being “so foolish as to wonder why Nazis, why a concentration camp officer could listen to Schubert and at the same time send Jews to the gas.” There are, Burgess says, “two different kinds of good”: the aesthetic and the ethical, and, as he demonstrates with the character of Alex in Part One, these two kinds of goodness don’t necessarily correlate with one another. Alex loves doing cruel things to people, and Alex loves listening to Beethoven. Though this situation may instinctually feel counterintuitive to us, there’s no logical reason why these two predilections should conflict with one another. On the contrary, as we see, Alex thinks they go together perfectly—he likes very much to lie on his bed, listening to Mozart and fantasizing about beating and raping people. It makes sense, then, that Alex would give Dim a great big punch in the mouth for being disrespectful toward a beloved opera. This incident, which sows the seeds of a rebellion against autocratic Alex, does again illustrate Alex’s strange fastidiousness: he’s violent, but he abhors vulgarity.


  The bit of opera that the woman sings foreshadows Alex’s misery later on in the book. The name of the fictional composer is Gitterfenster, which is German for “barred window,” pointing toward Alex’s coming imprisonment, and the bit of an aria that she sings—“it was the bit where she’s snuffing it with her throat cut, and the slovos [words] are ‘Better like this maybe’”—points toward Alex’s suicide attempt in Part Three Chapter 5, when, in the little apartment he decides he has “to do [himself] in, to snuff it.” Another bit of foreshadowing of the suicide attempt comes at the end of this chapter, when he’s lying in bed listening to some music, thinking about rape, and he actually ejaculates with the bliss of it: “when the music...rose to the top of its big highest tower, then, lying on my bed with glazzies [eyes] tight shut and rookers [hands] behind my gulliver [head], I broke and spattered and cried aaaaaaah.” The way in which this is described very closely echoes his attempted suicide in Part Three, Chapter 5, when he goes over to the window, high up in a big apartment tower, climbs “on to the sill, the music blasting away to my left, and I shut my glazzies and felt the cold wind on my litso [face], then I jumped” and spattered on the pavement below.


  Burgess further emphasizes the communist mentality of this society with the description of the mural in the hall of Alex’s apartment building. Alex tells us about “the good old municipal painting on the walls—vecks [men] and ptitsas [women] very well developed, stern in the dignity of labor, at workbench and machine with not one stitch of platties [clothing] on their well-developed plotts [bodies].” What he is describing here sounds just like a piece of Socialist Realism, the official style of art in the U.S.S.R., which most typically consisted of extremely earnest depictions of healthy, idealized workers. Alex describes further how some of the kids in the apartment building have vandalized the mural, drawing speech bubbles with dirty words coming out of the mouths of these dignified laborers. The relation between the ugly graffiti and the earnest mural is the same as the relation between the hooligans and the state; the graffiti and the hooligans are certainly nasty but, in some way, less threatening than the idea of an official and bureaucratic art or the specter of the totalitarian state. There is something human about the graffiti—it represents the work of independent individuals, however filthy-minded, and not the product of an administrative decree. While Burgess remains highly critical of their violence, he does want us to see the thuggish kids as more human and, thus, as a kind of countermeasure against the repressive state of A Clockwork Orange.


  Part One, Chapter 4


  Summary


  Alex wakes the next morning too tired to go to school. His mother seems skeptical when Alex claims to have a headache, but she merely sighs and puts his breakfast in the oven to stay warm. Alex explains that the State requires all adults to work. His father is employed at the dyeworks, his mother at a Statemart, a State-controlled food market.


  As Alex dozes off again, he dreams about Georgie and Dim. In the dream, Alex is standing in line with a group of boys, as an older, tough-looking Georgie shouts orders at them. Georgie then tells Dim, also much older, to whip Alex repeatedly, while Alex begs for mercy and tries to run away. Alex wakes with a start and hears the doorbell buzzing. At the door is P.R. Deltoid, Alex’s Post-Corrective Adviser. An overworked and weary man, Deltoid eases into Alex’s father’s rocking chair and warns Alex to keep clear of trouble. Deltoid has heard about the fight with Billyboy, and tells Alex that he and his friends have been implicated. Despite Alex’s genial assurances that he’s innocent, Deltoid has his doubts. He expects that Alex will soon have another run-in with the law, and wonders aloud why Alex, who has a good mother and father as well as a good head on his shoulders, has turned out the way he has.


  After Deltoid leaves, Alex dismisses Deltoid’s apprehension. As far as Alex is concerned, a government that doesn’t allow its citizens to behave badly is a government that denies its citizens their right to be human beings. Alex takes pleasure in his crimes, which is why he commits them. The only motivation to stop would be the threat of being caught, and even that’s not enough to deter Alex.


  Having reasoned this out, Alex eats breakfast and peruses the morning paper. The articles on the violent, unruly “Modern Youth” interest him most. He scoffs at most of the articles’ analyses, which mainly argue that a lack of discipline on the part of parents and teachers leads to delinquent behavior. Alex remembers one article by a priest, however, which claimed that “IT WAS THE DEVIL THAT WAS ABROAD” that led young people to commit heinous acts, and that adults should be held responsible for juvenile violence. Alex finds this theory convenient, as it absolves him of responsibility for his crimes. He also remembers another theory he once read, about how a greater appreciation for the arts would pacify modern youth. This theory strikes Alex as ridiculous since, for him, art has always gone hand in hand with violence.


  After eating and getting dressed, Alex goes to the record shop to pick up a copy of Beethoven’s Ninth Symphony. As he walks, Alex notes that the day, unlike the night, belongs to the middle-aged “bourgeois,” and that there are always more police patrolling during the day. As he picks up his record, he sees two girls, no older than ten. They are obviously ditching school as well, and sifting through the pop music section. Alex proposes they all go to his flat to listen to records, to which the girls consent after Alex agrees to buy them lunch. Alex takes them back to his place, where he gets the girls very drunk, injects himself with a drug, and then rapes them to the choral movement of Beethoven’s Ninth (the “Ode To Joy”). The girls leave in hysterics as Alex dozes off to the symphony recording.


  Analysis


  “What gets into you all?” P.R. Deltoid asks Alex. “We study the problem and we’ve been studying it for damn well near a century, yes, but we get no farther with our studies. You’ve got a good home here, good loving parents, you’ve got not too bad of a brain. Is it some devil that crawls inside you?” A Clockwork Orange makes it very difficult to answer Deltoid’s questions satisfactorily. None of the classic rationalizations for juvenile delinquency—broken families, extreme poverty, or histories of child abuse—can be applied to our narrator. Alex doesn’t lash out because he’s been victimized or because he has been socially or financially disenfranchised. Rather, Alex chooses to be brutal. He does sadistic things because he derives pleasure from them and for no other reason. Alex’s depraved behavior eludes deterministic explanation; his violence has no cause, and, as such, undermines the kinds of theories that Deltoid and the newspapers espouse, which seek to interpret human behavior without fully crediting the anarchic potential of free human will.


  In Alex’s opinion, Deltoid, the newspapers, and the State are fundamentally mistaken in their belief that wickedness represents a perversion of goodness, as opposed to an equally valid, alternate state of being. Goodness, these institutions believe, is a naturally occurring phenomenon, yet they argue that evil, the opposite of goodness, somehow requires a rationally explicable cause. When Deltoid leaves, Alex scoffs that “[t]his biting of their toe-nails over what is the cause of badness is what turns me into a fine laughing malchick [boy]. They don’t go into what is the cause of goodness, so why of the other shop? . . . More, badness is of the self . . . and that self is made by old Bog or God and is his great pride and radosty [joy].” If God created man’s potential for goodness, Alex argues, then God must have also created man’s potential for evil. Virtue and wickedness are both natural elements of humanity, and, in Alex’s eyes, a government that attempts to eradicate one is a government that rejects the human self, which is God’s most beloved creation.


  The problem with Deltoid’s government, as A Clockwork Orange presents it, is that it operates on the assumption that humans are morally perfectible. P.R. Deltoid promotes the State ideology that, through education and reform, humans can always become virtuous and good. Because he firmly believes this theory of human nature, Deltoid finds Alex puzzling. Alex has the right environment yet continues to be incorrigible in his violent, criminal behavior. Deltoid can’t understand how Alex could sanely and soberly choose his actions and derive pleasure from them. And though it is dangerous to wholly attribute Alex’s violence to a carefully considered ideology, his criminal actions do have political ramifications. Since good behavior reinforces the social order—an order that Alex believes to be fundamentally flawed—Alex resists the State and affirms his individual will most clearly when he misbehaves. In Alex’s eyes, his commitment to evil becomes the only legitimate choice available to him, as well as a potentially authentic way to live under a repressive, totalitarian regime.


  Part One, Chapter 5


  Summary


  Alex doesn’t wake up until quite late in the evening. When he emerges from his room, he finds his parents having dinner and tells them that he’s off to work. His father timidly asks him where he works and what he does. Alex gives a vague answer— “it’s mostly odd things, helping like”—and points out that he never asks for money. Then, his father tells him a worrisome dream that he had, about Alex lying on the street, beaten up by the sort of toughs Alex used to hang out with before he went to reform school. Alex gives his father some of the money he stole from the corner store the night before, for a drink out with mum, and tells him not to worry.


  Alex goes downstairs to find the droogs waiting for him. They are cross and sarcastic, and before long a confrontation occurs. Georgie leads the charge, accusing Alex of thinking childishly and acting despotically. They let Alex know that a new, more democratic arrangement is in place. Georgie announces that he has concocted a “mansize” plan for the night. Reluctant to provoke them in this tight spot, Alex plays along, but as they leave the building, Alex hears a bit of Beethoven’s Violin Concerto and, inspired, draws his razor on Georgie. Georgie responds with his knife, and the two boys swipe at each other until Alex slashes Georgie’s hand. Dim comes at Alex next, with his chain. Alex isn’t fast enough to completely avoid being hurt, but he soon overcomes Dim by cutting his wrist badly. Alex then invites Pete to the fray, but Pete declines, afraid for Dim. Now triumphant, Alex uses his own handkerchief to bind Dim’s wound, and brings them all to the Duke in the hope of reconciliation. Having given all his money to his father, Alex can’t buy the boys drinks, though as a peace offering he agrees to Georgie’s plans for robbing an old house called the Manse. Georgie has heard from Will the English, an older and prominent thug, that the Manse is filled with gold and silver and other valuables.


  Analysis


  If the last chapter explored the duality of goodness vs. evil, Chapter 5 explores the opposing forces of intuition and intellect. Alex decides to attack George when he catches a bit of Beethoven pouring out of a passing car. At that point, he says: “I viddied [saw] that thinking is for the gloopy [stupid] ones and that the oomny [smart] ones use like inspiration and what Bog [God] sends.” Alex’s implication that only stupid people rely on intellect may, at first, seem like a paradoxical conclusion. However, Deltoid and his colleagues have spent years studying and analyzing teen violence, to no avail. Given their academic and scientific worldview, they can’t comprehend the ways in which non-intellectual impulses, like desire and pleasure, can affect human behavior. Just as Alex’s commitment to violence serves to resist the oppressive force of the State, his commitment to intuition and instinct mocks the State’s dedication to rational, logical thought. In Alex’s eyes, intuition becomes the smart choice because it affirms the individual free will. Alex claims that he received his inspiration from God, which echoes his earlier claim that criminal behavior—because it affirms the validity of free will—affirms the power of God. The debate over intuition vs. intellect continues throughout the book, becoming especially significant when the State uses Alex’s intuitive urges against him in order to prevent him from committing violence.


  In this chapter, Alex notices that he’s picked up one of Deltoid’s verbal tics: a tendency to add a “yes?” to the end of each of his sentences. With this minor transference, as well as with the widespread use of nadsat, A Clockwork Orange depicts language as something strangely contagious. In Part Two, Dr. Branom describes nadsat as a kind of “subliminal penetration,” and argues that speaking in nadsat conditions one’s perceptions in a particular way and shapes one’s thinking process. Alex may not be aware of it, but by narrating his account in nadsat, he shapes our perceptions as readers. Initially, the foreignness of Alex’s vocabulary insulates us from the violence he commits, since we end up spending most of our time puzzling through the language rather than critically interrogating Alex’s actions. Nadsat, then, also insulates Alex from our immediate condemnation. As the book goes on, and we grow accustomed to the strange rhythms and vocabulary of nadsat, we feel gratification at our increasing comprehension. The danger here lies in the potential confusion of that gratification with an implicit sanction of Alex’s violent, reprehensible actions. Through his linguistic choices, Alex wields considerable influence over the readers’ reactions, a fact Burgess subtly suggests by giving him a name that evokes the word “lexis,” Greek for “word or phrase.”


  In this chapter, Alex casually compares himself to Jesus Christ. He says, “Mum gave me a tired little smeck, to thee fruit of my womb my only son, sort of.” Referring to himself as the fruit of his mother’s womb, Alex makes a direct allusion to the Hail Mary prayer. In the Christian tradition, Jesus Christ is believed to have died in order to atone for the sins of others. Though Alex’s fate won’t be nearly as dire—a fact he suggests by the offhanded “sort of” he tacks to the end of the allusion—he will, in fact, suffer a terrible fate for the redemption of others like him. The Christ reference not only serves as an important instance of foreshadowing, but also serves as a structural motif for the entire novella. Just as Jesus dies, is buried, and is resurrected on the third day, the novel’s three-part structure charts Alex’s fall, his interment in prison, and finally, the return to his former self.


  Part One, Chapters 6–7


  Summary


  The boys find the Manse in Oldtown, an older section of the city where the streets are quieter and the houses statelier. Anxious to establish his leadership, Alex insists on trying his usual ploy of sweet-talking his way through the front door. This time, however, Alex’s scheme doesn’t work, and the old woman inside refuses to open the door. Determined, Alex has Dim boost him up to the window above the front door. Once inside, Alex decides that he’ll do the job alone. By the time he opens the front door for his droogs, he plans to have incapacitated and raped the old woman and located the most valuable possessions in the house.


  Alex’s idea backfires, though, when he finds the old woman in a large, well-lit room completely overrun with cats. As Alex approaches her, he becomes distracted by a bust of Beethoven on the mantle, and slips on one of the many milk saucers littering the floor. The old woman begins rapping him on the head with her walking stick. Stunned, Alex manages to knock her off balance, but as he kicks her he steps on a cat, which responds by attaching itself to Alex’s leg with its teeth and claws. Frantic, Alex trips on another saucer, and as he comes crashing down, the old woman attacks him, calling on her cats to help. To Alex’s amazement, the cats swarm around him, hissing and scratching. Now in a rage, Alex rises and, with a silver statue he has taken from another room, hits the woman on the head and knocks her unconscious.


  Hearing a police siren in the distance, Alex runs for the front door, figuring the old woman must have called the police before he broke in. He finds Dim waiting for him outside with his chain. Before Alex realizes he’s been betrayed, Dim whips him in the eyes and runs off, laughing. Abandoned by his droogs, Alex gropes blindly in the hallway until the police arrive. The policemen taunt Alex as they kick and punch him, and they seem to know Alex by name. Alex is then driven away in a squad car.


  Beaten and dismayed, Alex finds himself in a very bright, white room with four officers. Alex demands a lawyer and gets laughed at and punched in the stomach. He makes his situation worse by retaliating and kicking an officer in the shin. The police respond by beating Alex until he vomits, which Alex seems rather ashamed of. On top of this, Alex receives a discouraging visit from P.R. Deltoid. Deltoid looks at Alex coldly, as if Alex were only a “thing,” and although he assures Alex that he’ll come the following day to speak on Alex’s behalf, he spits in Alex’s face before leaving.


  The officers then force Alex to make a statement confessing his crimes. Alex tells them everything from the past twenty-four hours, making sure to include his treacherous friends. When Alex finishes his statement, the police drop him in a holding cell crowded with criminals and drunks. As soon as Alex is thrust in there, he has to fight off two prisoners who try to molest him. With the help of a guard, Alex is eventually left alone to get some sleep. He dozes, transfixed by thoughts of Beethoven’s Ninth. During this reverie, Alex envisions a place where satyrs play flutes and Beethoven’s head floats in the sky, shining like the sun. He imagines new, violent lyrics for the “Ode To Joy.” An officer wakes him up and Alex is taken to a new office, where he learns that the old woman he assaulted has died.


  Analysis


  If, in previous chapters, Alex feels justified in praising the virtues of intuition over intellect, in these two chapters he experiences firsthand how intuition can fail him. Alex’s trouble with the cat-lady and his subsequent arrest are caused by his youthful impetuousness. Whereas earlier chapters exhibit, in one critic’s words, “the naked beauty of an uninhibited psyche,” these chapters reveal the self-endangering potential of a cocksure punk, ruled by his immature urges. Juvenility proves both a benefit and a disadvantage for Alex. In the past, being underage has allowed Alex to avoid serious legal trouble, but now it seems to have led him toward punishment and incarceration. The saucers of milk that Alex trips over recall the Korova Milkbar, a haven for young delinquents. Milk is also a substance closely associated with youth and infancy, and we’re reminded of its nurturing quality when the older women in Chapter 1 protect the boys, maternally, from the policemen. At the Korova, milk becomes associated with the brash, violent power of youth; at the cat-lady’s house, it becomes a symbol of youth’s arrogance and foolhardiness.


  Another recurring motif—classical music—plays a central role in Alex’s downfall. Alex becomes distracted by a bust of Beethoven, and subsequently trips and becomes vulnerable to the old woman and her cats. Alex finds himself drawn to the statue, even though, at that moment, he’s in no position to lose his concentration. Disregarding reason, Alex impulsively moves toward the bust; in this case, Alex would have been better off following his intellect over his instinct. Alex’s love for classical music, however, will also be depicted as a redeeming force. Near the end of Chapter 7, Alex manages to comfort and protect himself by concentrating on Beethoven’s Ninth.


  In Burgess’s eyes, the State’s cruelty toward Alex is a far graver perversion of morality than any of Alex’s crimes. Burgess has said that “the violence in the book is really more to show what the State can do with it.” The State of A Clockwork Orange has a legal monopoly on the use of violence, and as such, it may observe or reject the law as it sees fit. As the arm of government, the police who arrest Alex instantiate this power, and they exploit the law for their own pleasure when they beat Alex without cause. These men are as thuggish and brutal as any of Alex’s droogs, and Alex bitterly notes the hypocrisy of their esteemed place in an institution that supposedly upholds goodness—“if all you bastards are on the side of the Good then I’m glad I belong to the other shop.” This is the second time Alex refers to “the other shop,” and here the phrase takes on a richer meaning. Alex at this point is not expostulating abstractly from his kitchen—he is bloodily revolting against the hypocrisy of a State that wishes to harm him while simultaneously exhorting him to be a good, dutiful citizen. Alex’s subsequent confession of all his crimes, then, represents an impassioned assertion of his identity against the State.


  Part Two, Chapter 1


  Summary


  After a series of court hearings and ruinous testimonies from P.R. Deltoid and his arresting officers, Alex gets sentenced to fourteen years in Staja (State Jail) 84F, an adult prison. There, he trades his clothes in for a prisoner’s brown jumpsuit, and his name for a number, 6655321. While at Staja, he’ll only be known by this number.


  The first two years of prison are hellish for Alex. On a daily basis, he copes with guards who routinely beat him and prisoners who want to rape him, and has to toil in the prison workshop making matchboxes. His only consolations during this time are the occasional reminders of criminal behavior from his happy and carefree days. Later, he’s cheered by the news that Georgie has died, killed while escaping a house he’d been robbing with Dim and Pete.


  As time goes by, Alex grows more comfortable in prison. There’s one guard who doesn’t harass him, and his cellmates are decent enough not to assault him. He also has a new job, playing the stereo for the prison chaplain, or charlie, during Sunday mass. Alex likes the job, and the chaplain likes Alex—partly because he’ll snitch occasionally, which helps the chaplain look good to the Governor, and partly because Alex takes an interest in the Bible. As a result of the latter, the chaplain grants Alex the special privilege of using the stereo while he reads. Alex takes this opportunity to listen to Bach and Handel as he pores over the Old Testament, delighting in the sex and violence he finds within its pages. At the urging of the chaplain, Alex also studies Jesus’s divine suffering and enjoys it greatly, imagining himself as a Roman who whips Jesus and nails him to the cross.


  One Sunday morning, after the chaplain delivers his sermon, Alex asks him about a program he’s been hearing about, which allows prisoners to shorten their sentences. The chaplain has heard of this experimental program, called Ludovico’s Technique, but seems to disapprove of it. Anxious to rejoin the free world, Alex presses to be recommended for the treatment, but the chaplain wants to talk about it later. Alex finishes his work without a further word about Ludovico’s Technique. After lunch, a new prisoner gets added to his already-overcrowded cell.


  Analysis


  In its opening sentence, Part Two stresses the importance of structural motifs in the novel. As in Part One, this chapter opens with the simple question, “What’s it going to be then, eh?” This time, however, it isn’t Alex asking the question, but a State-affiliated priest. This shift signals to us that Alex is no longer in a position of power. He has no authority to ask questions or demand answers, as he might have done in the past. At this point, Alex’s voice has been replaced by the State’s.


  The question is also deeply ironic, since it appears to offer Alex a measure of choice. As posed, the question implies that Alex can have a say in “what it’s going to be.” While in prison, however, Alex will actually have very little control over anything that happens to him. Incarceration represents an annulment of free will, as convicted criminals are deemed unworthy and undeserving of the rights of self-determination. In this society, however, prison doesn’t represent a punitive alternative to a free existence; rather, it represents an extension of the social dynamics outside the prison walls. A communist state, such as the one portrayed in this novel, seeks to condition its citizens in myriad ways to abdicate their individual will, and replace self-determination with the collective will. Ludovico’s Technique—an experimental treatment that Alex will be subjected to in Part Two—forcefully attempts to do just that, by ridding criminals of their antisocial impulses and instituting State-approved behavior instead.


  The replacement of Alex’s name with a number, 6655321, reinforces the effacement of Alex’s identity at the hands of the State. As nothing more than a string of numbers, Alex and his fellow prisoners remain indistinguishable in the State’s eyes. The government’s use of numbers to identify the objects it controls—besides Alex’s new identity as a seven-digit code, we have already seen Staja 84F and Municipal Flatblock 18A—suggests the massive scale on which the government operates, and the thorough depersonalization it imposes.


  Alex’s association with Jesus Christ is another motif that returns from Part One. In Part One, Alex styles himself a Christ-like martyr, betrayed by his disciple droogs. In this chapter, Alex emphasizes his own suffering, warning us that this will be “the real weepy and like tragic part of the story.” He calls himself “brother Alex,” and stresses that he is a humble man. This protestation of meekness and deference suggests Christ’s own modesty and humility, but we should also keep in mind that Alex is far from a neutral narrator, and that he may be trying to curry our favor or win our sympathy.


  Part Two also has a somewhat surprising moment that finds Alex identifying not with Christ but with Christ’s captors. While reading the chaplain’s Bible, Alex enjoys imagining himself as a Roman soldier charged with torturing Christ. In doing so, Alex unwittingly aligns himself with the State ideology. This isn’t the first time Alex has unknowingly supported the government’s machinations. In his thuggish days, the free Alex played a role in suppressing insurgency by making the streets unsafe at night, preventing law-abiding citizens from assembling and thus hindering any rebellious tendencies that the population might harbor. The State has demonstrated its ability to appropriate chance acts of violence for its own repressive purposes.


  The nature of Alex’s interest in the Bible suggests that he’s still not mature enough to understand his self-destructive behavior. Viewed as a whole, the Bible’s progression from the Old Testament to the New provides a template for the evolution of human morality. In the Old Testament, God rewards his subjects for unquestioningly following divine law, but the more complicated New Testament requires its hero, Jesus, to develop individual moral principles. Alex’s fondness for the more lurid stories of the Old Testament indicates that he still revels in vice and criminal behavior. But this fondness also signifies that Alex’s own sense of morality still remains entrenched in a rigid concept of law and lawbreaking. As he grows older, Alex will begin to abandon this binary outlook in favor of a more nuanced understanding of morality.


  Part Two, Chapters 2–3


  Summary


  By nightfall, the new prisoner has made an enemy of everyone in the cell. He threatens to take Alex’s bed, but Alex’s cellmates rally to his side and overrule the man. That night, Alex wakes to find the new prisoner lying next to him, running his hand over his body. Alex lashes out reflexively, punching the prisoner in the face. A fight ensues in the cell, and the other prisoners join in on Alex’s side. The noise soon causes a riot, and the guards arrive to find the new prisoner bloodied. They restore order, but as soon as they leave, the new prisoner incites another brawl, and Alex’s cellmates decide to teach him a lesson. Excited by the violence in front of him, Alex kicks the prisoner a few times in the head before they all go to sleep.


  In the morning, Alex and his cellmates find the prisoner dead. It isn’t long before the cellmates agree that Alex is chiefly responsible, and report the story to the guards, which reminds Alex of the treatment he received from his old, traitorous droogs. At this point, the prison goes into a lockdown. The prisoners sit silently in their cell for hours, until the Governor returns with the Head Warden and an unfamiliar, impeccably dressed man. These three men pace the hallways. When the new, important-looking gentleman finally speaks, Alex understands very little of what he says. The man, whom Alex later learns is the Minister of the Interior, criticizes the current “penological theories” and advocates treatments on a “purely curative basis” that kills “the criminal reflex.” In his speech, the Minister makes special mention of political prisoners. He then selects Alex to be the first in a new criminal correction program.


  The guards roughly transport Alex to the Governor’s office, where the Governor briefs him on his status. To his delight, Alex learns that the Minister has selected him for Reclamation Treatment, a two-week program which will culminate in the State releasing Alex. Alex pays little attention to the Governor, who doesn’t support the procedure, and eagerly signs a form granting the State permission to treat him.


  Before Alex leaves Staja 84F, he’s brought to see the chaplain, who is very drunk. The chaplain laments Alex’s fate and wants Alex to know that he had no part in the decision. The chaplain goes on to question the ethics of a program that removes the desire to hurt and offend others. Alex, who knows nothing about his treatment other than it lasts two weeks, doesn’t quite understand the chaplain and finds the notion that he is “to be made into a good boy” laughable.


  The next day, the guards bring Alex across the prison yard to a new, hospital-like building. There he meets Dr. Branom, whom he instantly likes. Alex can’t believe his good luck as he’s given new clothes, slippers, his own room, magazines, and a cigarette with his lunch. When Branom describes the treatment, Alex feels even luckier. All Alex has to do is watch a series of “special films.” Branom also mentions a needle after every meal, which Alex assumes will contain a nutritional supplement.


  The first of these shots comes that same day, before his afternoon film session. Alex notices that he feels weak going into the session, but attributes his fatigue to the malnourishment he suffered in prison, and is confident that the hypodermic vitamin supplement will set him right.


  Analysis


  Alex’s second murder occurs under very different circumstances from the first, but it highlights many of the same character traits. In both the cases of the cat-lady and the new prisoner, Alex displays a blatant lack of compunction as well as a steady reliance on impulse and intuition to guide his reactions. These attributes drive the plot, since they are responsible for both his incarceration and his release. While Alex’s impulsive attraction to the Beethoven bust allows him to be captured, the reckless delight in violence that the Minister calls the “criminal reflex” subsequently gets Alex out of prison. It’s also important to note that these two murders suggest a less obvious, but no less important, aspect of Alex’s character. If death is not an unwelcome consequence of Alex’s crimes, it certainly is an unintended one. Even in his fantasies, Alex never connects death with violence. Alex’s neutral stance on death highlights a strong commitment to living, albeit in a somewhat warped manner. Death equates to inaction, and this is the very opposite of what thrills Alex.


  The Minister’s speech in Chapter 2 provides a rare glimpse into the normally obscure inner workings of the government. By mentioning the need to make room for “political offenders” in the State’s prisons, the Minister insinuates that the government anticipates a period of increased political dissent. It seems reasonable, then, to assume that the government is about to undergo some kind of major transition, during which it will become even less tolerant of criticism and opposition. At this point, Alex’s new position as a pawn of the State comes into play. The new Minister, whom the Governor refers to as “a very new broom,” plans to sweep typical criminal—thieves, murderers, and violent offenders—out of the jails by treating them on a “curative basis.” Alex represents an ideal test case for this rehabilitative treatment since, as a young killer who stalks the streets at night, Alex represents many citizens’ greatest fears. If the State can successfully neutralize the threat posed by Alex and other young thugs like him, it can expect to parlay the citizens’ deep gratitude and new sense of security into political currency, thereby defusing the threat of insurgency as it makes its administrative transition.


  The Minister’s disenchantment with what he calls “outmoded penological theories” (i.e., imprisonment) is ironic, since it is the State’s own laxness on crime that has allowed prisons to become so dangerous and overcrowded in the first place. Early in the novel, Alex notes that there are significantly fewer policemen patrolling the streets at night, and those same officers only manage to apprehend Alex because his friends betray him. The State has insidiously indulged, possibly even encouraged, juvenile crime in the past because it keeps other citizens in a state of fear. But now, as it prepares for a period of even greater dominance, the State plans to use new technology to remove the juvenile threat, which represents not only a volatile social force, but also a negative public relations campaign for the government.


  Through the chaplain, Burgess voices the novel’s most trenchant moral question: “Does God want goodness or the choice of goodness? Is a man who chooses the bad perhaps in some way better than a man who has the good imposed upon him?” The chaplain refers here to the Reclamation Treatment, a psychologically imposed behavioral modification that would render Alex incapable of performing evil deeds. Burgess would answer the chaplain’s question with an emphatic yes. Free will is an essential component of humanity, because without the power of self-determination, human beings wouldn’t have the chance to choose goodness. Ludovico’s Technique eliminates the essence of humanity by removing individual free will, which, by necessity, must include the option of bad behavior. Thus, when the chaplain laments that Alex will be “beyond the reach of the power of prayer,” it is because, deprived of the ability to make moral choices, Alex will cease to be a divinely created human being, and instead become a State-created mechanism: a “clockwork orange.”


  Part Two, Chapters 4–5


  Summary


  Too weak to stand on his own, Alex arrives at the screening room in a wheelchair. The room is unlike any theater he has ever seen. On one wall hangs a huge screen. Against another wall is an array of meters. A pane of frosted glass is set in the back wall, and through the window, Alex thinks he can see figures moving. In the middle of the room sits a dentist’s chair, which has a series of wires running through it. Attendants fasten Alex, who is fast becoming limp and very sick, into the dentist’s chair. They strap his head and hands down, and fasten clips to his forehead which pull and keep his eyelids open. Then Dr. Brodsky enters, a short, fat, curly-haired man with thick glasses and a sharp suit. With everything prepared, Alex begins his treatment.


  The first film Alex is forced to watch depicts an old man being attacked and stripped naked by two fashionably dressed boys. As he watches the brutal beating, Alex begins to feel sick to his stomach. He tries to forget about it, but the nausea becomes worse during the second movie, which portrays a gang rape involving a young girl and several teenage boys. The violence appears so real that Alex wonders how these movies could have been made with the victims’ consent.


  Alex watches three more films, during which Brodsky measures Alex’s reactions through wires attached to his head and stomach. The first film shows a single face being beaten and cut with a razor. The face screams in anguish as the razor cuts out one of its eyes and its teeth get yanked out with pliers. The second film shows an old woman being robbed and burned alive in her store, shrieking in a way Alex has never heard before. These images set Alex to retching, and he pleads for a receptacle in which to vomit, but Brodsky calmly assures him that it’s only his imagination. The last film takes place during World War II, and shows Japanese soldiers laughing as they torture their enemies in elaborate ways. The horror of this spectacle causes Alex to scream and beg them to stop, but Brodsky and the others simply laugh at him.


  Though Alex only describes these five films, he sees several more that afternoon that are so horrific that he decides his captors are more deranged than any of the criminals in prison. When the screenings are over, Alex feels horribly sick. Brodsky seems pleased by the day’s proceedings and sends Alex back to his room. There, Alex begins to recuperate and receives a visit by a smiling and sympathetic Branom. Branom seems to know already that Alex is beginning to feel better. He tells Alex that his body is in the process of learning that violence is bad. A healthy human organism, he says, should react to evil and destruction as Alex has just done. Alex doesn’t believe him, though. He accuses Branom and the others of making him feel ill, but when Branom asks how he feels at this moment, Alex finds himself quite well, even hungry. This puzzles Alex, but Branom’s reasoning is simple: “you felt ill this afternoon . . . because you’re getting better.”


  All this seems strange to Alex. He remains skeptical, figuring that his illness has something to do with the wires. As he considers resisting treatment the next day, a man calling himself the Discharge Officer enters the room and asks Alex about his plans once the two weeks are up. Reminded of his imminent release, Alex concludes that it would be best to reserve his rebellious impulses for the outside. The two casually discuss Alex’s future plans, and Alex remains vague and noncommittal but secretly plans for future mischief. Before the Discharge Officer leaves, he asks Alex if Alex would like to punch him in the face, “just to see how [Alex is] getting on.” The officer then moves his grinning face within striking range but pulls back when Alex swings and walks away. Alex is bewildered at first, then becomes violently ill for a few minutes, as if he were back in the screening room.


  That night, Alex dreams he’s leading a gang rape, but just as the situation reaches its climax, Alex becomes paralyzed with sickness and all the other rapists laugh at him. Alex then wakes up feeling so sick that he climbs out of bed to vomit in the bathroom. He finds his door locked and his window barred, preventing escape. The nausea eventually subsides by itself, leaving Alex trembling and afraid to go back to sleep.


  Analysis


  Though Alex could never have been prepared for what he undergoes in the screening room, we may find his naiveté surprising. Alex takes it to heart when Branom tells him that the treatment consists merely of watching “special films,” thinking Branom a goodhearted fool for believing that something as innocuous as a movie could change such a fundamental part of him. Even after Alex’s first session of aversive therapy, he continues to trust the smiling and benevolent-seeming Branom. Alex may not believe Branom when he assures Alex that his new, physical response to violence represents the reactions of a normal human being, but he repeatedly fails to make the connection between the supposed vitamin needles and his profound sickness.


  In the face of mounting evidence to the contrary, Alex remains steadfastly convinced that he’s managed to resist the treatment. Alex can maintain that naiveté because he and Branom have fundamentally different perceptions of what human beings are. Alex regards himself as a unique being, with his bodily functions (such as the ability to feel nausea) being part of the totality of who he is. Branom, however, sees only a nonspecific set of sensors that respond to stimuli. In other words, Branom sees Alex as a mechanical entity, as predictable as clockwork and incapable of real choice. As long as Branom can control the stimulus, he can control Alex’s response. Alex can’t fathom this concept, which is why he becomes so confused when Branom seems to know when he’s feeling better, and when Branom anticipates his momentary relapse, which occurs when Alex takes a swing at the Discharge Officer.


  Though we may not think of Alex as a particularly good Christian, his perspective on the human self fits squarely within a Christian moral framework, which holds that human beings are free and individualized beings, capable of responding in myriad ways to various stimuli and situations. To Branom, however, his own robotic theory of human behavior represents an equally religious dogma. Alex notes that Branom takes a “very holy” tone with him, explaining life in terms of “miracles.” Alex attempts to capitalize on Branom’s righteousness later, when he tries to deceive the doctors by praising God and raising his eyes “in a like holy way,” but Alex makes an unconvincing convert to the religion of science.


  In the words of one smirking technician, Ludovico’s Treatment represents “a real show of horrors.” The phrase recalls the nadsat term horrorshow, a garbled translation of the Russian term kharasho, or “good.” In these chapters, the term turns frighteningly literal, as all the things that Alex once found horrorshow become horrifying and nauseating to him. The films, many of which closely resemble Alex’s own crimes, are so real that their existence seems to belie the scientists’ moral authority. Alex writes that “you couldn’t imagine lewdies actually agreeing to having all this done to them in a film, and if these films were made by the Good or the State you couldn’t imagine them being allowed to take these films without like interfering with what was going on.” That the State, the alleged defender and arbiter of righteousness, might sponsor such brutal violence is not only morally condemnable, but morally inconsistent, as well. The depiction of Ludovico’s treatment in Chapters 4 and 5 emphasizes the State’s hypocrisy. The State lacks a genuine humanitarian concern for its test subjects, an idea reinforced by the sadistic glee the technicians take in Alex’s pain and discomfort.


  Part Two, Chapter 6


  Summary


  Alex’s torture continues the following day. This time, the screenings aren’t nearly as violent, but somehow, Alex feels the pain more acutely. During one film, a German movie from World War II, Alex recognizes the soundtrack as Beethoven’s Fifth Symphony. Alex cries out in agony for them to stop, calling it “a filthy unforgivable sin.” Branom and Brodsky don’t stop the film, but once it’s finished, they puzzle over Alex’s reaction and the significance of the music, since this is the only time Alex has vomited during his treatment. Brodsky knows little of music other than its usefulness in heightening emotions.


  Brodsky informs Alex that the treatment involves an application of the theory of associative learning. By making Alex feel ill while he views violent films, the doctors force Alex to associate sickness with violence. Alex finally realizes that the needles, which he had thought were vitamin supplements, are actually responsible for his illness. He becomes angry, but soon changes his tactics, assuring the doctors that he has learned his lesson and that he now understands the consequences of evil and is ready to reject it. This assertion only produces more laughter and a pat on the shoulder.


  As the treatment progresses, Alex loses count of the days. He tries to rebel once, smacking a needle from the nurse’s hand, but that only results in a minor beating and a new needle. Another day, Alex devises a plan to preempt his torture session by knocking himself unconscious, but can’t even think about banging his head against the wall without becoming sick and exhausted. Finally, one morning, the nurse doesn’t show up at his room. Instead, the man who wheels Alex to treatment steps in and tells him that they will walk to the screening room together. During the session, the doctors restrain Alex with the usual straps and clips, but don’t attach any wires to him. This provides conclusive evidence to Alex that the headaches, thirst, and nausea he experiences are actually a reaction to the films, not the wires. Alex’s realization brings him to tears. The attendants arrive at his side instantly, drying his eyes so that he can continue watching the screen. The film, which depicts Jews being gassed to death, only makes him cry again.


  That night, Alex decides to attempt an escape. He proceeds to bang on his door and call for a doctor, all the while planning to catch the orderly unawares, knock him out, and slip away. When his chance comes, however, Alex pauses with his fists raised in the air, staggered with nausea. The orderly understands the situation immediately, and taunts Alex before punching him in the face. Left alone in his pain, Alex realizes that it’s better to receive a blow than to deal one.


  Analysis


  In A Clockwork Orange, the principles of behaviorism are used to support Ludovico’s Technique, a new, cutting-edge technology that allows the State to convert otherwise-incorrigible criminals into reliably law-abiding citizens. In Burgess’s own time, behavioral science was a relatively new field, one whose practitioners considered themselves highly sensitive to issues of ethics. Many behaviorists saw their profession as a chance to redesign society based on universally benevolent principles, but Burgess had a distinctly less idealistic attitude toward the nascent discipline. Reform may qualify as an admirable sentiment, but in these chapters, we witness as behaviorism is used to justify the hijacking of Alex’s free will and the reduction of his moral choices to a set of predictable outcomes. Burgess creates Ludovico’s Technique in the fictional world of A Clockwork Orange in order to interrogate the ethical implications of behaviorism in his own world. The examination of contemporary concerns through a fantastic, imaginary fiction is the defining element of dystopian science fiction.


  Not only does the application of aversion theory rid Alex of his attraction to violence, it also has the unintended consequence of eliminating his ability to enjoy music. Ludovico’s Technique may be an effective instrument, but it also seems to be a blunt and problematic one. Ludovico’s Technique doesn’t make any distinction between Alex’s aesthetic pleasure and its own so-called moral concern: since music, like violence, prompts an instinctual response in Alex, it too becomes susceptible. In behaviorism, this unintended transference is known a “false positive,” the incidental stimulation of a secondary sense that shares some of the same faculties with the impulse being tested. Brodsky is aware of the phenomenon, but the consequences don’t faze him. Ludovico’s Technique is predicated on the notion that the criminal impulse can be isolated and eliminated, but Brodsky himself admits that human psychology remains more complicated and that the removal of violent tendencies runs the risk of extinguishing other, more benign inclinations.


  The contamination of music for Alex represents a particularly tragic loss, since music has been the only thing that engages him in a higher sense of being. Music is, in Burgess’s words, “a figure of celestial bliss,” a sentiment that Alex would obviously agree with, as he labels the doctors’ incorporation of Beethoven into his aversion therapy “a filthy unforgivable sin.” Significantly, Alex has never used the specifically theological word sin to describe an offense perpetrated against him—not when his friends betrayed him, not when the police beat him, not even when a cellmate tried to molest him. While Ludovico’s Technique, by taking away Alex’s free will, has already removed his identity as a human being created by God—or, as the chaplain put it earlier, taken Alex “beyond the reach of the power of prayer”—this loss of divinity finds its most acute expression in the loss of Alex’s beloved music. Hearing Beethoven’s Fifth, Alex vomits for the first time, suggesting that this represents a crucial moment in Alex’s conditioning. Alex rejects the treatment verbally, decrying its humanity, as well as physically. This moment finds an echo in Part Three, when Alex attempts suicide: impelled by music, Alex will throw himself from a window.


  Part Two, Chapter 7


  Summary


  His two weeks nearly over, Alex goes once more to the screening room. He wears his old clothes, which the orderly gives him along with his old razor. Upon entering, Alex notes that the room looks quite different. A curtain covers the screen wall, and in place of the frosted glass are seated a group of men. Among them are Branom, Brodsky, the Minister of the Interior, the Chief Warden, the Staja Governor, and the chaplain. When Brodsky notices Alex enter, he winds down his lecture about the virtues of Reclamation Treatment and introduces Alex, his test subject. Brodsky then urges them all to observe Alex in action, as a model citizen. Confused, Alex stands before the curtain while the lights dim and a spotlight is focused on him. A large, older man walks up to Alex and insults him, twisting his ear, flicking his nose, and stepping on his foot. Alex reaches for his razor, but the “horrible killing sickness” immediately stops him. Alex’s only recourse, he reasons, is to change his hostile feelings toward the man. Alex tries to give him a present, but the man insults him, slapping the razor Alex offers him from Alex’s hand. Desperate to please, Alex licks his boots, and when the man begins kicking him, Alex clings to his ankles until the man falls. This triggers laughter among the audience, but it pains Alex, and he tries to help the man to his feet. At this point, Brodsky calls off the charade, and the man, evidently an actor, bows and scurries away. Brodsky explains that all of Alex’s violent impulses are accompanied by intense physical distress, and therefore, any ill will on Alex’s part ends up forcing him to exhibit good behavior.


  He then opens the floor to questions, and an argument ensues. On one side, the chaplain criticizes the treatment, claiming that it eradicates the possibility of moral choice for the subject. On the other side, Brodsky and the Minister defend the treatment, stressing its efficacy and usefulness. At a loss, Alex loudly protests, “What about me? . . . Am I just to be a clockwork orange?” This silences the room, and the men remain quiet for a moment before a man unfamiliar to Alex scolds him. The argument erupts again, this time about love, but Brodsky uses the topic change as an opportunity to present his second case study to the audience. This time a beautiful young girl appears. Alex thinks about raping her savagely, but as the sickness hits, he finds himself bowing and professing a knightly devotion to her in order to escape the pain. With this, the girl bows and capers off, as the other men ogle her and Alex feels incredibly stupid for responding to such an obvious ruse. Pleased with the success of his presentation, Brodsky declares Alex a “true Christian” who is “ready to turn the other cheek.”


  Analysis


  Brodsky’s guarantee that Alex will become a “true Christian” not only provides insight into the State’s position on religion, it also sheds some light on Alex’s status as a martyr. At other points in the book, Alex has toyed with the notion of playing Christ. Each time, however, he’s always been willing to forsake his identification with Jesus for the chance to nail Jesus to the cross. Now, however, Alex has become a true—though unwilling—martyr. What may have begun as a form of self-flattery has now been wrested from his control, as the State forcibly imposes martyrdom upon Alex. After going through Ludovico’s Technique, the doctors say that Alex is now “ready to turn the other cheek,” an explicit reference to Christ’s Sermon on the Mount (found in the Bible’s Book of Matthew.) Alex has become a Christian martyr, in the sense that he now exhibits a commitment to humility and acceptance, as well as a political martyr, sacrificed to the cause of social stability. We’ll see in forthcoming chapters that these two things are very much the same.


  The chaplain’s challenge to Brodsky and the Minister serves as both a reasonable critique of the State’s new criminal policy and religious outlook, as well as an inspiring redemption of the chaplain’s character. Earlier, the chaplain’s ambition and inebriation leads him astray, as he manages to rationalize Alex’s participation in the experimental procedure. Now, however, the chaplain sacrifices his career in order to criticize the corrupt doctors, providing a rallying point for others who also value free will. As a Christian, the chaplain understands behavior as a function of choice, since behavior is predicated on an individual’s decision, as an autonomously moral being, to perform good acts.


  Thus, while Brodsky claims that Alex, who remained unreformed after two years of imprisonment, has now become a “true Christian” because he not only does good, but also intends to do good, the chaplain rightly points out that Brodsky’s conclusion rests on a crucial technicality. Alex’s incapacity to reason morally invalidates his intention to do good deeds, since he has ceased to be capable of making his own choices. The State has replaced Alex’s autonomy with its own decision-making. Alex imagines that his consciousness has been infiltrated by an unseen police force that patrols his impulses. When he sees the beautiful young woman, his first thought is to rape her, until “skorry as a shot came the sickness, like a like detective that had been watching round a corner.” The introduction of an internalized moral police force isn’t just a subtlety, as Brodsky calls it. Choice, not behavior, is the essential factor in a Christian moral framework. Thus, Brodsky’s claim that Alex has become a “true Christian” represents nothing more than a serviceable party line, designed to bolster the State’s image. The State emerges as an institution that seeks to perpetuate itself by appropriating competing individualist philosophies and forms of self-organization, and imprisoning the remaining dissidents. As it has already done with youth violence, so it does with Christianity. Alex unwittingly alludes to this phenomenon when, in Chapter 6, he describes Ludovico’s Treatment with the final line of the “Our Father” prayer: “so that I would be sick always for ever and ever amen.”


  Alex begins to truly understand the significance of his “reclamation” when he refers to himself as a clockwork orange. We may recall that this phrase was the title of the manuscript Alex saw in Part One, in the little cottage where the droogs encountered the writer and his wife. The manuscript was a polemic against the imposition of “laws and conditions appropriate to a mechanical creation.” Those are precisely the kind of laws that have been levied against Alex, who has been technologically conditioned to behave in a given way, in response to a certain set of stimuli. He is at once organic and mechanized, aware of his conditioning but powerless to change it. During Brodsky’s two demonstrations, Alex begins to recognize the futility of behaving in anything other than a socially acceptable manner. Alex has become harmless to society, but he is now also helpless in the face of it. This situation doesn’t bode well for Alex’s impending release, if the audience’s coarse and gleeful behavior is any indication of the world outside prison.


  Part Three, Chapters 1–2


  Summary


  Standing free outside the Staja, Alex recounts his last day in the treatment center, which was full of press conferences and humiliating demonstrations. This morning, the center has all but kicked him out. Left with little more than an empty stomach, Alex goes to a nearby blue-collar café for breakfast. There, he sits in the corner by himself and reads the newspaper. Apparently a government publication, the paper details the current administration’s various successes, urging the reader to reelect it when the next General Election is held in two weeks. Alex notes an article about the improved police force with interest, but as he turns the page, a photograph of a familiar-looking person grabs his attention. The picture is of Alex himself, as well as one of the Minister, and the accompanying article describes Alex’s treatment and the Minister’s boasts about a new, crime-free era.


  Alex heads home to see his parents, and perhaps listen to a little music in bed. Excitedly, he passes the Municipal painting downstairs—now all cleaned of graffiti—and takes the elevator up to his flat. When he gets inside, he finds a stranger eating with his parents. The stranger angrily snaps at Alex to explain himself, but before he can go on, Alex’s mother begins to cry, thinking he’s broken out illegally. Alex tells his parents his story, and learns that Joe, the unfamiliar man, is a lodger renting Alex’s room. Demanding that Joe leave, Alex brushes past them on his way to his room, which he finds has changed completely. All his treasured possessions, including his stereo, are gone. Alex’s father explains to him that, according to a new regulation, the police have seized everything to compensate Alex’s victim. In this case, the money from Alex’s property has gone toward the old woman’s cats. Stunned, Alex sits down, trying to smile to keep from getting sick, while Joe harasses him. He asks his father what is to be done, and when his father shamefacedly tells Alex that they can’t accommodate him, Alex begins to cry. Joe, who, despite being quite close to them in age, regards himself a foster son to Alex’s parents, mercilessly berates Alex until Alex leaves, wishing he were back in prison.


  Alex wanders aimlessly to the old record shop, as people on the street stare at him and his outdated clothes. At the store, his request to hear Mozart’s Fortieth Symphony draws some jeers from the store’s teenage customers, but the youngish salesclerk points out a listening booth for Alex to enter. Instead of Mozart’s Fortieth, however, the clerk pipes in the “Prague” Symphony. Normally, this ignorance would anger Alex. This time, however, he can’t dwell on his anger because the music makes him sick—he’d forgotten about the collateral damage done to him by Ludovico’s Technique. He runs from the store and staggers over to the Korova, where he orders a hallucinogenic milk drink.


  Alex hallucinates vividly for a very long time, squealing euphorically, talking nonsense, seeing God and angels shaking their heads at him. As the drugs wear off, though, Alex’s hallucination sours and he entertains thoughts of killing himself. With each minute that passes, it becomes clearer to Alex that suicide represents the answer to his suffering.


  Unsure of the best way to kill himself, Alex heads over to the public library to research various painless, peaceful methods. Finding no books to his satisfaction, Alex turns to the Bible for comfort, as he had once done in prison. This too makes him sick, however, and he’s on the verge of tears when an old man inquires as to Alex’s troubles. While the two are talking, another old man, Jack, recognizes Alex. Two years ago, Alex beat Jack up and smashed his fake teeth, and Jack has not forgotten Alex’s face. Jack calls the other elderly library patrons to his side, and together they assail Alex, who cannot defend himself. Though the men are feeble, Alex begins to feel sick simply thinking about the violence being done to him. To his own amazement, Alex finds himself imploring the librarian to call the police, who arrive just as the old men have beaten Alex to the ground.


  Analysis


  Once again, Alex asks himself, “What’s it going to be then, eh?” This time, however, there doesn’t seem to be much point in answering the question. Stripped of the ability to pursue the passions he lives for, choice has become a non-issue for Alex. Accordingly, Alex seems passive and listless for much of this section. Whereas in Part One he was an active predator, now Alex largely finds himself the prey to others’ ridicule. He abides the incessant staring, taunting, and harassment from the people he encounters, even though the subjects of each of these abuses—including his clothes, his taste in music, and his status as son—were once near and dear to his heart. The last of these offenses happens in Alex’s actual home, when Joe rebukes Alex for the suffering he has caused his parents, among others. Joe’s function in the plot serves mainly to satirize the facile ineptitude of Alex’s parents, but his unbridled attack on Alex also underlines Alex’s utter helplessness. Alex can’t even defend his biological right to be his parents’ son.


  Alex’s enforced submissiveness is part of a larger structural motif that Burgess employs over the course of the novel. In many ways, Part Three provides a mirror image of Part One. Once a victimizer, Alex is now the victim. Once a prince in his home, Alex is now unwanted. Once enamored of violence and music, Alex now despairs at the thought of them. Alex’s beating at the hands of the old men provides an apt example of this symmetry. Two years ago, Alex and his droogs found Jack on the nighttime streets—their turf—and humiliated him as they physically abused him. In this chapter, Jack confronts Alex in Jack’s own territory—the library—and calls in his elderly friends to beat and humiliate Alex. Even as Alex takes the first few punches, he notes the inversion of situations. Whereas he and his young friends used to prey on the old, here he finds “old age having a go at the young.” These kinds of reversals of fortune will prove a recurring motif throughout Part Three.


  The milk-induced hallucination that leads Alex to the library recalls Alex’s scornful observations about the hallucinating Korova patron in Part One, but apart from this reversal of fortune, the scene also reveals Alex’s deep awareness of his own condition. In a commentary on his novel, Burgess has written that “the gates of heaven are closed to [Alex]” when he ceases to be able to enjoy music. Alex’s loss of divinity seems clear during his hallucination, when God and His angels shake their heads at Alex and refuse him admission to paradise. Alex’s experience at the record, which immediately precedes the hallucination, would seem to substantiate this interpretation. Drugs may take him away from the world, but they do not lift him higher than Beethoven or Mozart does. In fact, drugs only seem to exacerbate his powerlessness, as the hallucinogens engender a sense of “thingness” in him. As a “thing,” Alex is incapable of making the changes he needs in order to recover his old life. As he comes down from his trip, Alex realizes that he remains a “thing,” having lost the free will essential to his humanity.


  Part Three, Chapters 3–4


  Summary


  When the officers arrive and, using excessive force, stop the elderly men from attacking Alex, Alex is shocked to recognize one officer as Billyboy, his old enemy, and Dim, his old friend. Close accomplices now, Dim and Billyboy aren’t surprised to see Alex, having heard from their superior that Alex was freed from prison and cured of his violent impulses. Dim and Billyboy accuse Alex of having attacked the library patrons, and drive Alex out to the countryside for what they repeatedly refer to as “summary.” All alone in the middle of farmland, Dim and Billyboy beat Alex brutally while Rex, the third officer, waits quietly in the car. When they finish with Alex, they put their helmets and tunics back on and drive away, promising to see Alex “some more sometime.”


  Instead of trudging back toward town, Alex follows the sound of a farm machine to a familiar-looking village. Bruised and hungry, Alex barely manages to carry himself to the front door of a cottage marked “HOME.” He knocks on the door and begs the man who answers for a drink and a seat by his fire. Opening the door fully, the man sees the state that Alex is in and pities him. When he hears the full tale of police brutality, he calls Alex “a victim of the modern age” and offers him food and warmth while attending to his wounds. Though he doesn’t know it, the man has met Alex before. Two years ago, Alex and his friends raped his wife and tore up his manuscript. Alex knows this when he first sees the man, but, needing the man’s charity, chooses to remain silent.


  The man does recognize Alex from the newspaper, however, and views Alex as “the poor victim of this horrible new technique.” As it turns out, the man is a political dissident, and after dinner, he listens, captivated, to Alex’s tale. He believes that fate has brought Alex to his house, and tells him that he thinks Alex can be used to help “dislodge” the imperious government. Alex, however, seems more concerned by the fact that the man has been drying a plate for a full ten minutes. When he calls attention to it, the man explains to Alex that his wife died, and he still doesn’t know how to do all the domestic chores properly. Alex learns that the woman died of shock after being raped by his gang.


  Analysis


  On the surface, Alex’s reintroduction into society would seem to come at a good time. The state has become increasingly repressive and intolerant of crime, so we might expect that Alex would now be both well-adjusted and reasonably safe, despite his defenseless condition. As Alex learns in these chapters, however, he doesn’t have to commit a crime to find himself brutalized by the police. All the police need is some kind of pretext, as in the scene with the old men, or a score to settle, as in the case of Alex’s “summary” at the hands of Dim and Billyboy. Burgess was harshly critical of the police during his lifetime, calling them “a kind of alternative criminal body.” In A Clockwork Orange, Billyboy’s and Dim’s new positions as police officers demonstrate how the State has reached a point where it will appropriate criminal inclinations to maintain law and order. Where it once tacitly condoned lawlessness to keep its citizens in check, now the State officially sponsors thugs to patrol the streets. This practice is a far more efficient means of controlling the populace, because it appears to have the people’s interests in mind. In reality, though, the State remains less concerned with reducing crime than with maintaining the appearance of order. This notion is most apparent when Billyboy turns to Alex on their way to the country, saying that the “streets must be kept clean in more than one way.” The only things that separate these two from common criminals are their uniforms, which they shed before they thrash Alex.


  Alex’s return to the cottage marked “HOME” represents yet another of the repetitions or symmetries that link the first and third part of the novel. We learn here that the writer, whose wife was raped by Alex and his droogs in Part One, is a political dissident by the name of F. Alexander. Since he shares a name with our protagonist, we can expect that F. Alexander will turn out to be either a double or a foil for Alex. He quickly becomes something of a father figure to Alex, a fact that may be suggested by the mysterious “F.” initial that precedes his name. In F. Alexander’s care, Alex receives the only compassion shown to him in the entire book, yet while this home provides a measure of respite and harmony for Alex, it nevertheless contains a seething, toxic hatred that threatens Alex’s safety. We learn in Chapter 4 that F. Alexander has remained in the cottage where his wife was raped, dedicated to ousting the government that he holds responsible, but all the while harboring a murderous rage for the teenagers whose atrocities killed her. This fact will become increasingly significant in the following chapters, as we discover more about how F. Alexander plans to use Alex to discredit the government.


  The emptiness of Brodsky’s boast that Alex has become a “true Christian” is exposed the moment Alex learns of the death of F. Alexander’s wife. Alex’s face blanches at the news, which F. Alexander may mistake as evidence of Alex’s sorrow and revulsion. However, Alex’s appearance is deceptive. In truth, Alex suffers no regret for his actions and offers no internal penance for the wrongs he has committed. Alex’s criminal tendencies may have been eliminated, but he still lacks the ability to empathize with others or feel genuine compassion for his victims. He has become a machine, programmed to avoid bad thoughts and deeds but lacking the moral conviction to make those gestures meaningful. As we’ll learn in the next chapter, Alex doesn’t dwell on the woman’s death except to wonder how it might affect his wellbeing and security, should F. Alexander learn the truth. In fact, right after hearing about the wife’s fate, Alex enjoys a very restful night.


  Part Three, Chapter 5


  Summary


  Heartened by a good night’s sleep, Alex walks around the top floor of the house, trying to figure out the name of his caring host. In the man’s room he finds a copy of “A Clockwork Orange,” by F. Alexander. He begins to leaf through F. Alexander’s book, though he understands little of what he reads. As far as he can glean from the somewhat overwrought prose, F. Alexander thinks of people as fruit that grow on a great tree planted by God, and that God needs those people to slake his thirsty love. These same people, however, are in danger of being turned into machines by the modern world. Reading these words, Alex doubts F. Alexander’s sanity.


  F. Alexander eliminates Alex’s doubts, however, when he greets Alex heartily and cheerfully. F. Alexander has been hard at work this morning, having already written an article about Alex’s victimization at the hands of the totalitarian-leaning State, and waiting for Alex to sign it before it goes to publication. He also mentions that he’s spoken about Alex over the phone to his associates, to which Alex unthinkingly responds that he thought F. Alexander didn’t have a phone. At this, F. Alexander tenses up, and Alex wonders if F. Alexander remembers that the thugs who raped his wife tried to trick her into letting them in by asking to use the phone. F. Alexander’s moment of suspicion passes quickly, but Alex resolves to stay on his guard nevertheless.


  Over breakfast, Alex asks F. Alexander what they’ll get out of this spate of activism. For F. Alexander, the answer is clear. F. Alexander sees himself as a defender of liberty, and a triumphant defense of that liberty would be its own reward. He doesn’t seem to have given much thought to what Alex stands to gain, however, and simply urges Alex to finish his breakfast so that they may look over the article. Commenting on the article, Alex momentarily slips into nadsat, which seems to trigger another bout of suspicion in F. Alexander, who remembers the slang from two years ago.


  Soon, F. Alexander’s associates arrive—Z. Dolin, Rubinstein, and D.B. da Silva. They delight in gawking at Alex, their “poor victim” and weapon against the government. Dolin only wishes Alex could look “more zombyish,” a sentiment that Alex doesn’t appreciate. Offended and annoyed, Alex carelessly addresses them in nadsat when he asks what their plans are for him. F. Alexander notes this strange language again, growing more suspicious, but only frowning for now. Meanwhile, Alex becomes upset in his own turn because the men offer him no tangible solution for returning to the way he was, and further, treat him as “a thing that’s like got to be just used” in their political struggle. During this rant, Alex lapses into nadsat almost entirely, even using the word “dim.” This elicits a crazed gleam in F. Alexander’s eyes, making Alex nervous. Alex tries to leave, but realizes the futility of resisting their plans when Dolin approaches him to grab his arm.


  Alex goes with F. Alexander’s associates back into town, to an apartment not far from Alex’s former home. There, the men plan to leave him for a while, but before they go, they ask Alex if he is responsible for F. Alexander’s wife’s death. Though they promise to be discreet, Alex says only that he has paid for his sins and the sins of others. This thought causes him to feel a bit sick, so he lies down to get some sleep.


  When Alex wakes, he hears music coming through the wall; a symphony by a Danish composer named Otto Skadelig. He listens in joy for the better part of two seconds before the sickness wells up in him. Distressed, he tries to bang on the wall, but the music only grows louder. Alex then tries the door, but it has been locked from the outside. Driven mad by his sickness, he cries out to God and stumbles around the room until he sees two pamphlets, one that reads, “DEATH TO THE GOVERNMENT,” and another that reads, “Open the window to fresh air, fresh ideas, a new way of living.” He takes these as a sign to jump from the window, several stories above ground. Alex screams out that he hopes God forgives the world for ruining his life, and then jumps.


  Analysis


  In the previous chapters, Burgess emphasizes the growing filial relationship between Alex and F. Alexander, who recruits Alex in his efforts to discredit the government. But as the novel progresses, the father-son relationship becomes strained, as the truth about F. Alexander’s wife starts to emerge. In this way, the relationship between the two men starts to resemble the Oedipal struggle described by psychologist Sigmund Freud, in which a rivalry develops between father and son for possession of the mother. F. Alexander finds himself both solicitous toward Alex as a “poor victim” and furious at him as the scoundrel who raped and murdered his wife. In this way, Alex represents the Freudian son who, having wrested the mother from his father (by raping her, in this case), elicits feelings of bitterness and vengeance from the scorned father. Thus defeated, F. Alexander vows revenge, which he nearly succeeds in exacting by driving Alex to suicide.


  In light of this Freudian element, Alex’s mistaken characterization of F. Alexander as a “kind protecting and like motherly veck [man]” reveals Alex’s innocence. Throughout A Clockwork Orange we see numerous references to the government as a paternalistic institution. Tensions between father figures and young men emerge at several points in the novel—for example, in Billyboy and Dim’s condescension toward the old men in the library, and in the abundance of male officials who patronize Alex. Given these instances, it comes as no surprise that Alex would associate fatherhood with the forces that seek to manipulate his will for their own devices. By initially showing humanitarian concern for Alex, F. Alexander seems to act in contrast to the other male figures in Alex’s life, causing Alex to refer to him as “motherly.” But as we see later in this chapter, F. Alexander makes his fatherly presence felt when he uses Alex as a tool against the government.


  Despite their opposition to the State in the worthy cause of “Liberty,” F. Alexander and his associates are not heroes. Their conduct in this chapter satirizes the liberal tendency to forsake concrete human realities for political and philosophical ideals. To these men, Alex is not a pitiable human being, but rather, a “superb device” to be “installed” in their activist plans. This language better describes a machine than a human, and Alex’s anger at being treated as a “thing that’s like got to be just used” is well warranted. Alex’s subsequent lapse into nadsat functions as an assertion of his individual will, though it also causes F. Alexander’s men to change their mind about how they will use him politically. Having found that individuals are inconvenient to the cause of individualism, they decide that Alex is worth less to them as a living witness to the State’s injustices and will have a stronger impact as an abstract “martyr to the cause of Liberty.”


  Part Three, Chapter 6


  Summary


  Alex’s fall from the building doesn’t kill him, but he does break his back, wrists, and feet, among other body parts, before passing out, a crumpled mess in the street. Just before he slips into unconsciousness, Alex comes to the realization that F. Alexander’s associates, his supposed new friends, meant to kill him for “their horrible selfish and boastful politics.”


  Alex wakes up a week later in a hospital, covered in bandages and splints and unable to feel any physical sensations. The nurse, absorbed in a popular romance novel, doesn’t notice Alex until he begs her to lie down with him. All she can hear, however, is a garbled voice, since Alex has a stiff mouth and several teeth missing. She goes off, presumably to get a doctor, leaving Alex drifting in and out of consciousness. The next thing he knows, doctors are standing above him, and he believes he hears the voice of the prison chaplain, telling him that he’s quit the Staja to preach about Alex’s tribulations. Alex doesn’t remain awake long enough to remember any more, but the next time he opens his eyes, Dolin, Rubinstein, and da Silva are there, calling him “friend” and telling him he has served “Liberty” well. This upsets Alex, but when he tries to castigate them for their treachery, his swollen mouth makes his words incomprehensible. The men show Alex the numerous headlines from the past week, all of which indict the government and the Minister of the Interior, until the nurse chases them away.


  Alex falls back into a dream, where he sees himself engaging in his old behaviors: stealing cars, running down pedestrians, and having sex with women while people cheer. When Alex wakes up, his parents are in his room, his mother in tears. According to his father, Joe went back to his hometown after being beaten in the street by police officers to whom Joe had been asserting his rights. Alex’s father then tells him that they’d like Alex to come home, feeling guilty now about how they turned their son away. Alex can talk at this point, and orders them out, telling them that if he chooses to come back, things will have to be run according to his orders.


  Alone with his thoughts now, Alex realizes that he can once again entertain thoughts of violent and unlawful behavior. When the nurse returns, he asks her if something has been done to his head. The nurse gives a cryptic answer, but two days later, Alex obtains conclusive evidence that he has indeed been restored to his old self, as two young doctors tell him he has been cured by “deep hypnopaedia.”


  Some days later, his health greatly improved, Alex receives a visit from the Minister of the Interior, who arrives with a swarm of reporters and photographers. The Minister offers his hand in friendship, explaining that as a representative of the government, he never meant Alex any harm. He points out to Alex that they have cured him and have arranged a well-paying job for him when he fully recuperates. Unlike F. Alexander—whom the Minister portrays as a murderous man whom the State has imprisoned, for his own and Alex’s protection—the Minister tells Alex that he should consider him his true friend. Caught up in the hysteria of the moment, Alex smiles when a photographer shouts at him and takes a picture of Alex and the Minister, looking very friendly with each other.


  Before the Minister leaves, he gives Alex a present. Attendants roll out a large stereo, and Alex has merely to sign a form before they will leave him alone to listen to Beethoven’s Ninth Symphony. Alex signs, and then rapturously listens to the Ninth.


  Analysis


  Alex’s conversation with the Minister allows us to reconstruct the events that occur outside the hospital during Alex’s convalescence. For a week or so, the State has foundered, awash in a media blitz concerning Alex’s attempted suicide. Dolin, Rubinstein, and da Silva inform Alex of all this, happy to call him “friend” at this point because, with his damaged mouth, they can’t understand Alex’s words. By the time Alex can speak again, though, the State has nearly recovered from the onslaught of bad press. The Minister tells Alex that F. Alexander has been apprehended “for his own protection” as well as Alex’s, yet Alex’s clipped expression of gratitude—“Most kind of thou”– suggests that he knows who the real beneficiary is.


  That the outcome of the State seems to hinge on Alex underlines the book’s political dilemma. With each faction prepared to sacrifice the individual—as represented by Alex—for the sake of its political aspirations, Burgess presents us with a difficult choice. F. Alexander’s faction may concern itself with, in one critic’s words, “the tradition of liberty and the dignity of man,” but it readily abandons its own doctrine when it tries to use Alex as a disposable pawn. The Minister’s oppressive party, ultimately concerned with domestic stability, has no such pretensions of individual liberty, and in its commitment to that principle, at least, it demonstrates a kind of moral consistency. Each party remains equally condemnable for its exploitation of Alex, and Alex is a “friend” to each only insofar as he provides a means to a desirable end. Burgess doesn’t prod us to decide between the two, but he does compel us to recognize that there should, indeed, be a choice.


  While it shouldn’t be read as a tacit approval of the State’s policies, the government’s triumph does allow for Alex to be restored to his old self. Having regained his old psyche, Alex has grandiose visions of “carving the whole litso of the creeching world with [his] cut-throat britva” to the sounds of Beethoven’s Ninth Symphony. And though the State hopes to minimize the damage he may cause by bribing him with gifts and a lucrative job, we may expect Alex to commit more acts of violence. The implication, though, is that this conclusion is preferable to Alex’s “thingness” because, in his decision to act criminally, Alex is at least expressing his human capacity for moral choice.


  Part Three, Chapter 7


  Summary


  Dressed fashionably, and with their pockets full of money, Alex and his new droogs—Len, Rick, and Bully—sit at the Korova Milkbar, drinking milk laced with stimulants, and trying to figure out what to do with the night. Alex describes the teenager’s new uniforms, which have gone from the tight-fitting shirts and pants of Alex’s younger days to wide trousers and loose leather jerkins. Alex also summarizes the dynamics of his new gang. As the oldest and the most famous, with the best job (at the National Gramodisc Archives), Alex is once again the natural leader, though he occasionally suspects Bully of harboring mutinous ambitions. This doesn’t seem to trouble him too much, though, because lately Alex has become bored by the routine of theft and gang violence.


  When Alex feels the drugs kick in, he punches a neighboring patron in the stomach and leads his droogs into the street, where they come upon an old man buying a newspaper. Alex sanctions Bully’s assault on the old man, and the other two soon join in, tripping and kicking the man until he crawls away, whimpering. Alex then gives the boys permission to head over to the Duke, where they sit across from the same women Alex met there in Part One. The women praise the boys, hoping for a drink in return, but Alex gets annoyed and forbids it at first, noting to us that he has become frugal. Alex eventually concedes to buying the women another round, and, uncharacteristically, gets himself a beer. As he pulls out his money, a newspaper clipping falls out of Alex’s pocket, which Bully snatches up. On it is a photograph of a baby. The group has a bit of fun with Alex’s apparent sentimentality until Alex snarls at them and rips the picture up, letting it drop to the floor. To the group’s puzzlement, he goes on to chastise them, calling them babies because they take advantage of the helpless.


  Not feeling himself, Alex leaves the others and goes out to roam the desolate streets. During his walk, Alex comments on how this recent malaise even finds its way into his taste of music. He doesn’t enjoy great, crashing symphonies anymore, preferring instead to listen to lieder—very spare, operatic love songs in German.


  Alex is alone in a cafe when he runs into Pete, one of his old droogs. He learns that Pete got married at nineteen years old. With his life as a droog entirely behind him, he and his wife Georgina both work and barely manage to scrape by with meager incomes. Listening to Pete, Alex finds himself amazed at how Pete has grown. Listening to Alex, Georgina giggles at his funny way of speaking.


  Pete and Georgina leave Alex, who continues to sit in the café, lost in thought. Alex considers himself at the ripe age of eighteen, comparing himself to historic figures who were geniuses in their youth—Mozart writing concertos, Felix Mendelssohn scoring Shakespeare to ballet, Arthur Rimbaud composing his greatest poetry by age fifteen—and wondering what he, in turn, will amount to. Back out on the cold streets, Alex answers his own question with visions of himself, married and with a son of his own. He likes this idea, because to him it means he’s growing up. Alex reflects on youth, which he compares to wind-up toys that just advance in straight lines until they run up against obstacles. He thinks of his future son in this way, too, because he doesn’t expect his son to listen to any of the lessons Alex has to teach him. According to Alex, that’s the nature of life, and youth will always have to suffer its own mistakes, just as Alex has. At this point, Alex realizes he’s no longer young.


  Analysis


  In his introduction to the 1986 American edition of A Clockwork Orange, Burgess writes that “there is, in fact, not much point in writing a novel unless you can show the possibility of moral transformation, or an increase in wisdom, operating in your chief character or characters.” Burgess refers here to the twenty-first and final chapter, in which Alex begins to feel older and grow weary of violence. The chapter number is significant, twenty-one being the age where a person attains legal maturity. Burgess’s American publishers didn’t approve of the twenty-first chapter, and excised it in favor of the more dramatic, jarring twentieth chapter. But this last chapter is essential to Burgess, because it fleshes out how patterns of life function in relation to an individual’s moral growth.


  Alex’s insistence on formal and structural motifs in his narrative draws attention to his reinstatement as someone capable of and predisposed to viciousness, while simultaneously alerting us to the transformation his character undergoes. Alex looks the part and speaks the part, but these days he shies away from acting the part, as he suggests to us while Bully and the others beat an old man: “More and more these days I had been just giving the orders and standing back to viddy them being carried out.” The rhythmic intensity of the language Alex uses to describe the ensuing violence pales in comparison to Alex’s earlier accounts of poundings given by his old droogs. Indeed, its vigor seems all but gone as his fondness for violence fades.


  Alex’s nadsat returns with full strength during his meditations on the prospect of fatherhood and the likelihood of him making the same mistakes as his father: “And so it would itty on to like the end of the world, round and round and round, like some bolshy gigantic like chelloveck, like old Bog Himself (by courtesy of Korova Milkbar) turning and turning and turning a vonny grahzny orange in his gigantic rookers.” This passage demonstrates Alex’s recognizably Christian conception of life as a cyclical pattern, with original sin eventually being followed by redemption. Upon realizing this concept of moral and spiritual growth, Alex finally answers the question he asks himself in the beginning of this chapter: “What’s it going to be then, eh?” Alex is now mature enough to understand the connection between violence and youth, the latter of which he compares to clockwork wind-up toys that move forward, unrelentingly and unthinkingly, in straight lines. Earlier in his life, violence has served as an affirmation of Alex’s free will, but as he grows older, Alex realizes that only through suffering can he truly be capable of making meaningful moral choices.


  Important Quotations Explained


  
    
      1. What’s it going to be then, eh?

    


    This question appears several times in the book, at the beginnings of Parts 1, 2, and 3, as well as at the beginning of the final chapter. Besides helping to underscore the symmetry of the novel’s structure, this phrase reinforces some of the central themes of the novel, including the inviolability of individual moral choice and the necessity of commitment in life. Alex first asks this question to himself and his friends, as they plan ahead for a night of crime. Throughout Part One, Alex is confronted with a choice between being good and being evil. At this point, the question is an authentic one, as both options represent equally valid alternatives. In Part Two, however, Alex is not in the position to ask this question himself. Having convicted him of murder, the State restricts his options and revokes his right to determine his own behavior. The government is now the only entity that can authentically ask the question. Choosing his path for him, the State selects Alex to undergo conditioning to kill his capacity to consider socially unacceptable courses of action.


    Neutered of his free will, Alex loses the power to make meaningful choices. The question as it appears in Part Three, then, is an empty one, since Alex’s conditioning has restricted him to a single option. Without the power of self-determination, Alex loses his identity as a human being. Alex becomes a mechanized thing, and therefore becomes vulnerable to being used in others’ schemes for power. Faced with the prospect of being either a good thing or a dead man, Alex chooses the latter and attempts suicide. Alex is unsuccessful. However, the government subsequently chooses to eradicate his conditioning, and Alex once again regains the capacity for evil. Despite his returned propensity for evil, the novel claims that, without the power to choose one’s own path of action, any human behavior remains meaningless.

  


  
    
      2. The attempt to impose upon man, a creature of growth and capable of sweetness, to ooze juicily at the last round the bearded lips of God, to attempt to impose, I say, laws and conditions appropriate to a mechanical creation, against this I raise my sword-pen.

    


    In Part One, Chapter 2, Alex reads this passage from F. Alexander’s manuscript, “A Clockwork Orange,” before beating F. Alexander and raping his wife. Though Alex mocks the pompous didacticism of F. Alexander’s prose, this quotation represents the most succinct expression of Burgess’s main theme, a point reinforced by the fact that Burgess gives both his novel and F. Alexander’s manuscript the same title. There are many similarities between Burgess and F. Alexander. Both men use their books as platforms from which to criticize governments that, in their eyes, seek to limit an individual’s freedoms through the application of technology. In addition, both men continue to uphold these beliefs despite being the victims of violence committed, it would seem, by individuals who run athwart of those governments. Alex dismisses this passage when he first reads it, but he is reminded of it later in the novel, when his free will is revoked by the state.


    Though F. Alexander’s prose style may strike us as ludicrously overblown, and his betrayal of Alex may cause us to doubt his character, that doesn’t mean we can discount the essential truth of this passage. A Clockwork Orange is notable for its lack of clear-cut heroes and villains. After all, the novel’s protagonist and demonstrated champion of free will is a sadistic thug. The priest, another devoted advocate for the importance of self-determination, is a drunk and a careerist. These seeming contradictions, however, represent an essential element of Burgess’s argument. For human will to be truly free, Burgess argues, human beings must be legitimately able to choose wicked, depraved options, otherwise good behavior remains a meaningless, empty gesture.

  


  
    
      3. They don’t go into the cause of goodness, so why of the other shop? . . . Badness is of the self, the one, the you or me on our oddy knockies, and that self is made by old Bog or God and is his great pride and radosty. But the not-self cannot have the bad, meaning they of the government and the judges and the schools cannot allow the bad because they cannot allow the self. And is not our modern history, my brothers, the story of brave malenky selves fighting these big machines?

    


    This passage comes from Part One, Chapter 4, when Alex challenges P.R. Deltoid’s attempts to ascertain the source of wicked behavior. Deltoid and his government colleagues have labored over this problem for years, and are still no closer to an answer. Alex’s point is that there is no answer because evil is a natural part of man, and is therefore as inexplicable as goodness. Furthermore, evil, just like goodness, is a choice, which Alex accentuates by referring to it as “the other shop” that he patronizes. In asserting the validity of his choice of evil, Alex produces one of his most philosophically substantive ideas of the novel. It is rational and sober, as suggested by the low frequency of nadsat words, and about as intellectually abstract as Alex gets. By invoking God in the process, Alex brings up the notion of the immortal soul as God’s greatest creation, or, as Alex says, “his great pride and radosty.” This idea is important because it introduces a Christian understanding of the self as an autonomous moral being with the power and duty of choice. Having this choice is a prerequisite for having a soul.


    Alex’s comments about “the government and the judges and the schools” are also perceptive. Badness is socially disruptive, and thus damaging to the welfare of the State. Because of this, the State seeks to deprive the individual of its choice, which in essence is tantamount to depriving the individual of his soul. In this manner, Alex identifies himself with the cause of badness, which he equates to the cause of the individual. He sets the individual, or the human being, against the government, or the machine. Lastly, Alex’s mention of modern history alludes to our own world, where revolutions that have bettered society on the whole have been fought in the name of individual liberty.

  


  
    
      4. What does God want? Does God want goodness or the choice of goodness? Is a man who chooses the bad perhaps in some way better than a man who has the good imposed upon him?

    


    This quotation, which appears in Part Two, Chapter 3, comes from the chaplain and articulates a distinctly Christian perspective on the subject of free will. The chaplain refers here to the Reclamation Treatment that Alex will undergo, a psychologically imposed behavioral modification that would render Alex incapable of performing evil deeds. As the Christian voice of the novel, the chaplain ascertains that good acts are morally valueless if performed without free will. He thus doubts the moral worth of Ludovico’s Technique, and, if anything, wonders if forced benevolence is in fact more evil than sin itself. Christianity is predicated on sin and redemption through God’s grace. This belief presupposes a free individual will that can both sin and commit good acts. Ludovico’s Technique, however, eliminates the essence of humanity by not allowing for free will, which by necessity includes the option to be bad.

  


  
    
      5. And nor would he be able to stop his own son, brothers. And so it would itty on to like the end of the world, round and round and round, like some bolshy gigantic like chelloveck, like old Bog Himself (by courtesy of Korova Milkbar) turning and turning and turning a vonny grahzny orange in his gigantic rookers.

    


    This passage appears in the novel’s final chapter and is taken from Alex’s extended inner monologue about his imagined son. Pondering whether his future son will take heed of any fatherly advice Alex will pass on to him, Alex is certain that his son will follow in his footsteps and pay no mind to well-intentioned parental lessons, and that his son’s son will do the same. This understanding is part of the realization that Alex has about the inescapable patterns of life and, more personally, the connection between violence and immaturity. Alex imagines “old Bog Himself” spinning the world around in circles, literally holding these things on a cyclical path. To Alex, these patterns of life are inevitable, and thus he sees his own mischief as a natural and necessary part of youth, and as such, a necessary part of growing up.


    Having made some sense of his odious behavior by contextualizing within a larger progress toward maturity, Alex realizes that he has had to sacrifice for this understanding. This conforms to the Christian conception of original sin, which holds that man is innately predisposed toward evil, and unshackles himself only through suffering and divine Grace. Alex considers his own suffering sufficient to move forward with his life, which in a sense, makes him the “true Christian” that he could never be as Brodsky’s mechanistic creation.


    By ending the novel with this passage, Burgess wraps the book up structurally as well as thematically. Alex’s triple repetition of the words “round” and “turning” echoes the three parts of his story, and having thus completed his three-part pattern, Alex seems ready to move on. Alex signals this by changing the very manner in which he addresses the reader. Following this passage, Alex begins to use the present tense, as he makes plans to start looking for the mother of his son. In this way, the above passage both calls attention to and departs from the novel’s formal structure.
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  Study Questions & Essay Topics


  
    Study Questions


    
      
        1. What is the nature of Alex’s relationship with his parents, and how is this relationship important to the novel?
      


      Alex likes his parents, but at the same time doesn’t consider them worthy of admiration. Alex suggets an affectionate disregard for his parents when he refers to them as his “pee and em.” The words pee and em, which merely represent the letters “P” and “M,” suggest that Alex has effaced the paternal and maternal roles they play.


      Alex’s parents are notable largely for the lack of influence that they have on Alex’s life. They are timid and passive, especially in contrast to Alex, who is committed to an adventuresome lifestyle. And although Alex’s parents are decent and loving, they are chiefly used as objects of satire. Burgess drives this point home by alternately romanticizing Alex’s destructive behavior and portraying Alex’s law-abiding parents as soft, hapless beings who waste their lives “rabbiting” away at their meaningless jobs. Burgess’s word choice to describe the parents’ work is significant, since rabbits are commonly portrayed as weak, fearful animals. Burgess implies that Alex’s parents live a life motivated by fear, which includes a deep-seated fear of their own son, whom they never confront.

    


    
      
        2. What is the significance of nadsat in the novel?
      


      Nadsat performs several functions in A Clockwork Orange. Most immediately, it forces readers to deal actively with the language of the book. Because we must pay attention to understanding the words on the page, our attention is diverted from making judgments of the book’s characters. In this way, nadsat insulates us from many of the harsh and violent realities in the book, allowing us to develop a rapport with Alex, the protagonist. If we struggle through the first few chapters and gain an understanding of nadsat, we eventually feel pleasure at our increasing ability to decode this strange language. The potential danger, however, is that we may come to associate our pleasure at decoding the language with pleasure in the violent actions that the language often represents. As the narrator of A Clockwork Orange, Alex uses nadsat most intensely when he writes about violence. And in some sense, he uses it to brainwash us on a very small level. By the end of the novel we find ourselves in possession of the trappings of a nadsat vocabulary, which points to the subtle and subliminal ways language can work on us.


      Nasdat also suggests Burgess’s inspirations for the society described in A Clockwork Orange. Most of the words that comprise nadsat have roots in Russian. This presence of Russian in Alex’s vocabulary suggests that Alex’s society contains elements of both West and East, which in Burgess’s time meant democracy and Communism. Because it is the fashionable slang of the teenagers in the novel, we may assume that nadsat creeps into the cultural consciousness on a subcultural level. In this way, nadsat hints at the undercurrent of repression in the State that controls Alex’s society.

    


    
      
        3. Trace the change that the government in A Clockwork Orange undergoes over the course of the novel. What does this change reflect about the designs of the State?
      


      The primary difference between the policies of the government in Part One and those of the government in Part Three is in how they enable violence to maintain order. In Part One, the government operates insidiously. It denounces evil and seeks to eradicate it by studying the problem and finding a scientific explanation, but at the same time the government recognizes that evil serves a purpose. Youth violence in Part One helps to maintain the status quo by making the streets unsafe at night, which in turn keeps people in their homes and concerned mainly with their own welfare, preventing them from exchanging opinions that could lead to political turmoil. With this in mind, the State has reduced the number of police who patrol by night, content to indulge the rampant youth crime committed by people like Alex and Billyboy. Alex draws attention to this phenomenon in Chapter 4, when he notes that there are always several more policemen on patrol during the daytime than at night.


      In Part Three, the government has abandoned its policy of condoning youth crime, and, in light of a coming election, has instead decided to crack down on delinquency. The way the government accomplishes this goal, though, is by reclassifying many of those young thugs as law enforcement officials. In this way, the government can earn public allegiance while at the same time exerting a greater control over potentially disruptive forces. This government has no need of people like P.R. Deltoid, who in Part One futilely devotes his energies to the eradication of violence. With a total monopoly on the use of force, the government of Part Three can make a transition to even greater power, which it in fact does by the end of the novel.

    

  


  
    Suggested Essay Topics


    
      1. Discuss the relationship between Alex and F. Alexander. What importance does it have, with respect to the novel as a whole?
    


    
      2. What is the significance of the title A Clockwork Orange?
    


    
      3. Given Alex’s comparison, in the final chapter, of young people to wind-up toys, do you think that Alex considers his life in Part 1 to have truly been free? Do you consider it to have been truly free?
    


    
      4. Describe the structure of A Clockwork Orange. What significance does that structure have for the novel as a whole?
    


    
      5. Discuss the role of music in the novel. What relationship does it have to violence? What relationship does it have to the structure of the novel?
    


    
      6. Based on the young people in the novel, how might you describe Burgess’s attitude toward teenagers?
    

  


  Nadsat Glossary


  A


  
    Appy-polly loggies - apologies

  


  B


  
    Baboochka - old woman

  


  
    Bezoomny - crazy

  


  
    Bitva - battle

  


  
    Bog - God

  


  
    Bolshy - big

  


  
    Bratty, brat - brother

  


  
    Britva - razor

  


  C


  
    Cal - shit

  


  
    Cancer - cigarette

  


  
    Cantora - room

  


  
    Carman - pocket

  


  
    Chasha - cup

  


  
    Chasso - guard

  


  
    Cheena - woman

  


  
    To cheest - to wash

  


  
    Chelloveck - man, gentleman

  


  
    Chepooka - nonsense

  


  
    Collocoll - bell

  


  
    To crast - to steal

  


  
    To creech - to scream

  


  
    Cutter - money

  


  D


  
    Deng - money

  


  
    Devotchka - girl

  


  
    Dobby - good

  


  
    Domy - house

  


  
    To drats - to fight

  


  
    Droog, droogie - friend

  


  E


  
    Eemya - name

  


  
    Eggiweg - egg

  


  F


  
    To filly - to play

  


  
    Forella - lady, woman

  


  G


  
    Glaz, glazzy - eye, nipple (in context)

  


  
    Gloopy - stupid

  


  
    Golly - coin

  


  
    Goloss - voice

  


  
    Goober - lip

  


  
    To gooly - to go

  


  
    Gorlo - throat

  


  
    To govoreet - to talk, speak

  


  
    Grahzny - dirty

  


  
    Grazzy - dirty

  


  
    Gromky - loud

  


  
    Groody - breast

  


  
    Gulliver - head

  


  
    Guff - laugh

  


  H


  
    Hen-korm - pocket change

  


  
    Horrorshow - good

  


  
    Hound-and-horny - common

  


  I


  
    Interessovated - interested

  


  
    To itty - to go

  


  J


  
    Jammiwam - jam, jelly

  


  
    Jeezny - life

  


  K


  
    Kleb - bread

  


  
    Klootch - key

  


  
    Kopat - understand

  


  
    Koshka - cat

  


  
    Krovvy - blood

  


  
    To kupet - to buy

  


  L


  
    Lewdies - people

  


  
    Lighter - drinker

  


  
    Litso - face

  


  
    Lomtick - piece

  


  
    To lovet - to catch

  


  
    To lubbilub - to kiss

  


  M


  
    Malchick - boy

  


  
    Malenky - little

  


  
    Maslo - butter

  


  
    Messel - idea

  


  
    Mesto - place

  


  
    Millicent - policeman

  


  
    Molodoy - young

  


  
    Moloko - milk

  


  
    Moodge - man, husband

  


  
    Mounch - food

  


  
    Mozg - brain

  


  N


  
    Nadsat - teen

  


  
    Nagoy - naked

  


  
    Neezhnies - panties

  


  
    Nochy - night

  


  
    Noga - foot, leg

  


  
    Nosh - knife

  


  O


  
    Oddy knocky - alone

  


  
    Okno - window

  


  
    To ookadeet - to leave

  


  
    Ooko - ear

  


  
    Oomny - smart

  


  
    Oozy - chain

  


  
    To osoosh - to wipe

  


  
    Otchkies - glasses

  


  P


  
    To peet - to drink

  


  
    Pischa - food

  


  
    To platch - to cry

  


  
    Platties - clothes

  


  
    Pletcho - shoulder

  


  
    Plot - body

  


  
    Pol - sex

  


  
    To pony - to understand

  


  
    Poogly - frightened

  


  
    Pooshka - pistol

  


  
    Prestoopnick - degenerate

  


  
    Pretty polly - money

  


  
    To prod - to produce

  


  
    Ptitsa - woman

  


  
    Pyahnitsa - drunk

  


  R


  
    To rabbit - to work

  


  
    Radosty - joy

  


  
    Rassoodock - mind

  


  
    Raz - time

  


  
    Razdraz - angry

  


  
    Razrez - anger

  


  
    To razrez - to tear

  


  
    Rooker - hand or arm

  


  
    Rot - mouth

  


  
    Rozz - policeman

  


  S


  
    Sabog - shoe

  


  
    Sarky - sarcastic

  


  
    Shaika - gang

  


  
    Sharp - woman

  


  
    Sharries - (expletive to be used with “kiss my –”)

  


  
    Shest - barrier

  


  
    Shilarny - interest

  


  
    Shlaga - club, cudgel

  


  
    Shlapa - hat

  


  
    Shlem - helmet

  


  
    Shoom - noise

  


  
    Shoomny - noisy

  


  
    Shoot - fool

  


  
    Sinny - cinema

  


  
    To skazat - to say

  


  
    Skolliwol - school

  


  
    Skorry - fast

  


  
    To skvat - to snatch

  


  
    Sladky - sweet

  


  
    To sloochat - to happen

  


  
    To slooshy - to hear

  


  
    Slovo - word

  


  
    To smeck - laugh

  


  
    To smot - to see

  


  
    Sneety - dream

  


  
    Snoutie - mucus coming from the nose

  


  
    To sobirat - to pick up

  


  
    To spat with - to have sex with

  


  
    Spatchka - sleep

  


  
    Starry - old

  


  T


  
    Tashtook - handkerchief

  


  
    To tolchock - to hit

  


  
    Twenty-to-one - gang violence

  


  U


  
    Ultra-violence - rape

  


  V


  
    What was vareeting - what was up

  


  
    Veck - man, guy

  


  
    Veshch - thing

  


  
    To viddy - to see

  


  
    Voloss - hair

  


  
    Von - smell

  


  
    To vred - to injure

  


  Y


  
    Yahma - hole

  


  
    Yahzick - tongue

  


  
    Yarbles - testicles, bollocks

  


  
    To yeckat - to drive

  


  Z


  
    Zheena - wife

  


  
    Zlook - ring, sound

  


  
    Zooby - tooth

  


  Review & Resources


  
    Quiz


    
      1. How does Alex refer to his father and mother?


      
        A. Papa and mama

        B. Pee and em

        C. The old bags

        D. Father and mother

      

    


    
      2. How many women does Alex rape in the novel?


      
        A. 4

        B. 6

        C. 1

        D. 3

      

    


    
      3. What is P.R. Deltoid’s relationship to Alex?


      
        A. He is a teacher

        B. He does Alex’s laundry

        C. He is Alex’s probation officer

        D. He is Alex’s neighbor

      

    


    
      4. How does Alex typically refer to himself when he is speaking to the reader?


      
        A. Your humble narrator

        B. The distinguished writer

        C. The hero

        D. Good old Alex

      

    


    
      5. What does Alex call his razor?


      
        A. His nozh

        B. His cut-throat britva

        C. His weapon of mass destruction

        D. His blade

      

    


    
      6. What is the name of the moral reformation treatment given to Alex?


      
        A. The Bokanovsky Process

        B. Brainwashing

        C. Pavlovian Conditioning

        D. Ludovico’s Technique

      

    


    
      7. Which composer is Alex listening to when he attempts to commit suicide?


      
        A. Beethoven

        B. Plautus

        C. Skadelig

        D. Mozart

      

    


    
      8. What is the name of the dialect spoken by teenagers?


      
        A. Jive

        B. Newspeak

        C. Nadsat

        D. Drencrom

      

    


    
      9. Which two teenage thugs later become police officers?


      
        A. Georgie and Dim

        B. Dim and Pete

        C. Billyboy and Dim

        D. Billyboy and Georgie

      

    


    
      10. Where do the droogs first meet the old women who cover for their robberies?


      
        A. The Korova Milkbar

        B. The Duke of New York

        C. The streets

        D. Polly Esther’s

      

    


    
      11. In what section of town does Alex get caught by the police?


      
        A. Oldtown

        B. By the Municipal Power Plant

        C. Near the flatblocks

        D. Midtown

      

    


    
      12. What kind of weapon does Dim use?


      
        A. A pistol

        B. A knife

        C. A club

        D. A chain

      

    


    
      13. Which of his droogs does Alex fight?


      
        A. Pete and Georgie

        B. Georgie and Dim

        C. Dim and Pete

        D. All three

      

    


    
      14. What does Alex order from the Duke of New York in the last chapter?


      
        A. A Scotch

        B. A milk-plus

        C. A water

        D. A beer

      

    


    
      15. What is the name of Pete’s wife?


      
        A. Sonietta

        B. Janie

        C. Georgina

        D. Her name isn’t mentioned

      

    


    
      16. What kind of animal is present when Alex is caught by the police?


      
        A. Cow

        B. Dog

        C. Rat

        D. Cat

      

    


    
      17. What is the name of the prison in which Alex is kept?


      
        A. Staja 84F

        B. Stalag 17

        C. Bat 21

        D. Ludovico’s Prison

      

    


    
      18. By which number is Alex known in Part Two?


      
        A. 3221705

        B. 2304640

        C. 6655321

        D. 5555555

      

    


    
      19. What part of the Bible does the chaplain suggest that Alex read?


      
        A. The Book of Revelations

        B. Jesus’s divine suffering

        C. The Creation Myth

        D. The Old Testament

      

    


    
      20. To which two composers does Alex most often listen in Part Two?


      
        A. Bach and Mozart

        B. Beethoven and Bach

        C. Handel and Bach

        D. Mozart and Handel

      

    


    
      21. Which section of the newspaper interests Alex most?


      
        A. Modern Youth

        B. Sports

        C. Arts & Leisure

        D. Music Review

      

    


    
      22. Where does Alex get attacked by Jack?


      
        A. On the streets

        B. In the Korova Milkbar

        C. In the cinema

        D. In the library

      

    


    
      23. What is the name of F. Alexander’s manuscript?


      
        A. A Modest Proposal

        B. A Treatise On Government

        C. A Clockwork Orange

        D. Lies and the Lying Liars Who Tell Them

      

    


    
      24. How does Alex attempt to commit suicide?


      
        A. He jumps out a window

        B. He overdoses on aspirin

        C. He cuts his wrists with his razor

        D. He drowns himself

      

    


    
      25. How long is Alex in prison?


      
        A. 2 weeks

        B. 2 years

        C. 14 years

        D. 6 months

      

    


    
      Answer Key


      1. B; 2. D; 3. C; 4. A; 5. B; 6. D; 7. C; 8. C; 9. C; 10. B; 11. A; 12. D; 13. B; 14. D; 15. C; 16. D; 17. A; 18. C; 19. B; 20. C; 21. A; 22. D; 23. C; 24. A; 25. B
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