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F. R. Leavis

ELIOT'S PERMANENT PLACE*

T. S. Eliot died only a few years ago, and he is the last
great poet we have had in the English language—the last
manifestation, indeed, in our literature of major creativity. |t
is not, then, paradoxical to call him a great writet %ur time.
| don’t, however, think that he is very wid ad today in
the way that makes a great contemporary*

t the important
influence he ought to be. The gener cognition he has

enjoyed for many years has been-.atcompanied by critical
inertness; that is, it has been li téﬁv\arked by any perception

of his immediate relevance to t resent crisis of civilization.
He is known as the poet [&Qﬂs Waste Land who, after esta-
blishing his reputation q;:h that work, proclaimed his adher-
ence to Anglo-Catholi¢ism and became a religious poet.

Both these emp s seem to me infelicitous: separately
and together they misdirect, conveying in either case an
inadequate idea’ of Eliot's major quality. To class him as a
religious poet is—the more so in that the Anglo-Catholic
movement in the Anglican church makes a cult of him—to
promote misconceptions of the way in which he should be
found a source of stimulus today by all who are concerned
about the possibility of man’s survival—his survival as anything
more human than an adjunct to the world’'s master-computer.
To think of Eliot as the poet of The Waste Land is to make
him the poet of the 1920s, a period that feels to us now a
long way back in time and history.

It was of course the appearance of The Waste Land that
established Eliot as a recognized figure in the literary scene.

* Textof an unpublished lecture delivered at the Catholic University of
Milan (ltaly), 18 April 1969.
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he first two number
ited, ._iﬂ‘f.it.-‘-'.i__-‘; ‘-'r'”— fadl |

¢t were certainly right. 1 think all the

tovent Wote o ind of creative achieveme
W T a more autoritative signifeance ¢,
b oW Tee to be really there. | shall not atte
any 18 obervations: an hour is o short and I prop
*':‘ the way that seems to me most appropriate to th
i For one thing, | wantto have plenty of
i L reding out Eliot's poetry; the critical purposes |
" ve in mind seem to me 10 demand that-—,\ Ore so since |
o  am addressing an audience to whom. th angua
3 ,: s not native, and for whom its subtlet f rhythm, inflexion

" and expressive movement may very‘gﬁ\e be elusive. .:
Eloit, then—and | make here portant critical point—.

had earned recognition as @ V,@arkable young Postic genite i
five years before the appe ance of The Waste Land. He had

earned recognition, b ‘@ ad not received it. That, it will
perhaps be suggesteﬁ&ay by explained by the fact thatin

1917, when the i1ﬁ\%me called Prufrock came out, the 1914 E

eent occasion.

war was ragi as in fact, for England, after the murde-
rous fail &f e Somme, in its Most torMenting phase.
But even'%?er the impact of The Waste Land, and even after
he had achieved the iNstitutional status, that May be said to
have been safely his from 1930, the portentousness—the
essential significance—of that early proof of Eliot's genius
remained without general recognition. And the misleading
3’_"'Phases that have marked the conventional acceptance of ~.
him as a major poet since the middle nineteen-thirties have
ze;ha‘:sowd::fd Zvith that fact—I am thinking of the emp'haSiS
Sokliions poetb;)e:j?d Iand the _emphasis that mak-es him a
- héar:y congenlal _to _Anglo-Cathollcs.
ad achieved insti tutional status by 1930

-
LRIy

1 i : l m.l . L 2
4l ghtseem to have admitt ed that he won recognition for his

9enius with notable eg

$e, seein ho 9 |Uti0n'
ary he was foung 25 g how shockingly revo

Poet in tb_middle 1920 by the larger
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“"q;luvmed pubﬂc (the once famaus Deln lnqeﬁ A"'“" ance,
who like the poet John Donne three centuries before hr-  was

1, wha-

Dean of St. Paul's, called him a ‘literary Bolshevik’).
was concerned at that time, and later, to establish an intelli-
gent critical recognition of what he had achieved, and where
he stood in relation to the past of English poetry, have to
report that there seemed to me to be the strongest resistance,
which didn't quickly permit itself—if ever it did—to be satis-
factorily overcome.

In order to explain this contradiction | must refer to a fact
of the British cultural world in which Eliot, in the 1920s,
made his debut that is not, | think, unknown é When,
after the armistice of 1918, the surviving. y b g Men came
back and the life of peace-time started agam those who were
interested in literature found that the socnal intellectual coterie
known as Bloomsbury was in powér, " It exercised a decisive
authority in the field of higher cultural fashion and over the
relevant currency of valuations. Originating at Cambridge
(this was the England of ‘more than half-a-century ago), it
enjoyed the advantages of being a social elite—a very exclu-
sive one (its leading“male members were Etonians); and using
these advantagesiloe the full, it advanced confident pretens-
ions to being aryintellectual elite. Desmond McCarthy, him-
self an Etonian, was able to report that the young American
poet had ‘Etonian-type manners’, and Bloomsbury took Eliot
up. It was very characteristic of Eliot—and this is a point of
great critical significance —that he should have allowed him-
self to be taken up very completely. The advantage is seen
in the fact that it was the Hogarth Press, a Bloomsbury con-
cern run by Leonard and Virginia Woolf, that published The
Waste Land in the pamphlet form that preceded the inclusion
in the later volume of Poems. It was as effective a launch as
can be imagined. In the modish literary world, and among

the young at Cambridge, Eliot became at once a major
Currency-value,

But Bloomsbury, for all its pretensions, was not intelligent,

d
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128 F.R
o feavi
at any rate about literature, ar?q its sophistication fan agtg
shingly to cheapness. Its spiritual etos is given ':',"'Lf
fact that it produced Lytton Strachey, and offereq him g ihel
world as a distinguished—even a great—writer, Whatit@ B

congenial in Eliot was the obv.ous and impudent daring 0(: -
the technique, the slowy sophstication, and the ironicy|

'disillusion’ that it could feel, without suffering anything tha
disturbed the habitual Bloomsbury complacency, to be poggy, -
profound and its own. What | am thinking of is representeq
by such poems as Mr. Eliot's Sunday Morming Service ang
Sweeny Among the Nightingales (with an<epigraph in tragic
Greek) —poems that associate comfortably with those in
French, composed by Eliot in the then“Mmodish French man-
ners, which are interspersed amongd_them.

It was the poet of this phase—the phase of The Waste
Land—who was the acclaiméd ‘modern poet of the 1920s.
Bloomsbury's authority did-indeed easily prevail. But Blooms-
bury’s interest in Eliot-Sor‘anything else—was not intelligent.
And the poem | am going to read to you Was not one of those
which excited the<admiration of the ‘advanced’ young when
The Waste Land had made its impact. But it deserved to be
seen as having demonstrated the presence of a portentous
original genius—announced the arrival of a new great poet:

Now that lilacs are in bloom
She has a bowl of lilacs in her room
And twists one in her fingers while she talks.
‘Ah, my friend, you do not know, you do not know
What life is, you who hold it in your hands’;
(Slowly twisting the lilac stalks)
"You let it flow from you, you let it flow,
And youth is cruel, and has no more remorse
And smiles at situations which it cannot see.’
| smile, of course,
And go on drinking tea,
‘Yet with these Apyil sunsets, that somehow recall
My bl.Jried life, and Paris in the Spring,
]I_:GElemeasurably at peace, and find the world

onderful and vouthful, after all.’
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Eliot's Permanent Place

The voice returns like the insistent out-of-tune
Of a broken violin on an August afternoon:
’I| am always sure that you understand
My feelings, always sure that you feel,
Sure that across the gulf you reach your hand.
You are invulnerable, you have no Achiles’ heel.
You will go on, and when you have prevailed
You can say: at this point many a one has failed.
But what have |, but what have |, my friend,
To give you, what can you receive from me?
Only the friendship and the sympathy
Of one about to reach her journey's end.

It is hard now to realize how remarkable and”significant
this was—should have been seen to be—fifty\years ago. The
versification and the language—portentoGs.fact—are wholly
of the twentieth century, and yet the rthythms and the metric
are such that no one brought upon Victorian poetry should
have had any difficulty in recognizing them as proper to verse.
The significant and profound“originality, the pregnant inno-
vation is to be recognized-in the living play of tone and
inflextion, a kind of life. that depends on the poet’s use—
which in its precision(s unmistakably a poetic use—of the
spoken languagé\and-the speaking voice.

A Greek was murdered at a Polish dance,
Another bank-defaulter has confessed.

| keep my countenance,

| remain self-possessed

Except when a street-piano, mechanical and tired
Re-iterates some worn-out common song

With the smell of hyacinths across the garden
Recalling things that other people have desired,
Are these ideas right or wrong?

This doesn’t suggest Donne or any other poet of the
seventeenth century, or any intense intellectuality. But actually
the command of shifting tone and living inflexion means the
possibility of the strong and subtle presence of thought, the
never drugged or hypnotized nerve of intelligence that
characterizes Eliot's finest poetry. Looking back we can see

(3 Scanned with OKEN Scanner



130
that tlere is NoO paradox about the de\{elopment ?hat led from
Portrait of a Lady 1O FOU'I' Quartets, his 'concfluc!mg and mogt
astontgng creative achievement, which is in the mog
exacting way a challenge to thought. ‘

The 'portentousness’ of thg early achievement represented
by Portrait of a Lady is that |t. made such a development
possible. Already in 1917 E|IC')t had demonstrated that
something cou/d happen in English poetry after Swinburne,
For Swinburne, as Eliot in due course made us realize, had
been a dead-end, and while his influence prevailed there had
been a long arrest—that during which my schooldays were
spent. The line of poetry inaugurated by “Tennyson had its
last term in Swinburne; there could be no fresh or significant
poetic creation without a fresh start.\ And to make a fresh
start requires genius. Writing of certain minor poets of the
eighteenth century Eliot says;. “They had not the conscious-
nessto perceive that they felt'differ ently’—from what the esta-
blished modes of expression dictated —’and therefore Must use
words differently.” As‘a'young poet Eliot Aad the ‘conscious-
ness.” In his famous-essay (one of his truly good ones) on
‘The Metaphysicals™he remarks on the preoccupation of the
Victorian poets with creating a poetic dream-world or other
world; and-what he says about Donne and the writers of the
best dramatic verse of Donne’s time makes plain with what
positive intentions of his own he deplores the restrictive and
devitalizing effect of the Victorian habits of diction and
thythm. ‘The possible interests of a poet’, he observes, ‘are
unlimited; the more intelligent he is the better: the more
intelligent he is the more likely that he will have interests:
our only condition is that he turn them into poetry; and not
merely meditate on them poetically.’

The poetic that Eliot achieved excluded nothing that
'f)!’loa;:::;ed Ot: hti]m (that is what ‘interest’ means) from his
wogm Aeterrnir:ez bCon.trary, its creation ar'ld developr’flent
A ; Yy his nee,td to focus, define and .reglster

hMhms his sharpest sense of life and
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way of saying his ‘thought’). Whatever his limitations and
disabilities—and our immense indebtedness to his poetry :
includes its forcing us to recognize and ponder them—he was
a distinguished spirit, deeply engaged in our world. l've said
that to stress in the accepted way The Waste Land doesn't
suggest fairly how much and in what ways he matters—
should be recognized to matter—to us, now, who are troubled
about civilization and the prospects for humanity. For a
corrective | will read two passages, one from the unfinished
Coriolan sequence and one from ‘East Coker’, thle’sé‘cond of
the Four Quartets: >

CRY what shall | cry?

All flesh is grass: comprehending

The Caompaniaons of the Bath, the Knights of the British Empire,

the Cavaliers,

O Cavaliers! of the Legion of Honour,

The Order of the Black Eaglé-(Ist and 2nd class),

And the Order of the Rising.Sun.

Cry cry what shall | cry?

The first thing to dolissto form the committees:

The consultative €ouncils, the standing committees, select com-
mittees _and._sub-committees.

That is the ‘opening of ‘Difficulties of a Statesman’, the
second of the two pieces that form Coriolan as we have it.
The following opens Section lll of ‘East Coker”:

O dark dark dark. They all go into the dark,

The vacant interestellar spaces, the vacant into the vacant,
The captains, merchant bankers, eminent men of letters,
The generous patrons of art, the statesmen and the rulers,
Distinguished civil servants, chairmen of many committees,
Industrial lords and petty contractors, all go into the dark,
And dark the Sun and Maon, and the Almanach de Gotha
And the Stack Exchange Gazette, the Directary of Directors.
And cold the sense and lost the motive of action.

And we all go with them into the silent funeral,

No body’s funeral, for there is no one to bury.

| said to my soul, be still, and let the dark come upon you
Which shall be the darkness of God. As, in a theatre,
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The lights are extinguished, for the scene to be changeq
With a hollow rumble of wings, with a movement of dark n;s

on darkness, g
And we know that the hills and the trees, the distant Panoram :

And the bold imposing facade are all being rolled away— ;
Or as, when an underground train, in the tube, stops too long

between stations
And the conversation rises and slowly fades into silence

And you see behind every face the mental emptiness deepen
Leaving only the growing terror of nothing to think about;
Or when, under ether, the mind is conscious but conscioug of

nothing—
| said to my soul, be still, and wait withait hope

For hope would be hope for the wrong thing; wait without love

For love would be love of the wrong'thing; there is yet faith

But the faith and the love and the hope are all in the waiting.

Wait without thought, for yau are not ready fof thought:

So the darkness shall be the light, and the stillness the dancing.

These passages differ in<an essential way from each other,

but they have a preoccupation in common. The first—and
earlier—passage is..comparatively simple. It evokes with
intensity the worldin Which any but immediate ends are lost
and forgotten in’the complication of the machinery—adminis-
trative, polifical, economic, social and so on—and the intensity
is protest) recoil and despair. Ends are lost and forgotten:
look, | tell my students in England, at the leading articles, the
letters and the poised commentaries in the T/mes, the Guardiian,
the New Statesman, the Spectator, and you will have to
conclude that the public of the educated and enlightened that
represents the wisdom of our politicians and statesmen and
chairmen of commissions and committees on Higher Educa-
tion knows of no higher end to be considered than a rising
material ‘standard of living’. As J. K. Galbraith, the critical
American economist, says in his book, The New /Industrial
State: ‘St Peter is assumed to ask applicants only what they
have done to increase G.N.P." We in England, of courss,
believe in fair distribution and something we call ‘equality of
opportunity’, and in ofder to equalize opportunities are com-
mitted to letting standards in education look after themselves;

132
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mite civilization, means sactificing cultural valuééf
signficances and what should be directing intelligenc‘:é,'"
In the second passage the poet is engaged more comple-
tely—that is, with more of himself. The tone is no longer
that of protest or satire, but of one who searches into his own
inner plight and responsibility. Further, the passage belongs
to a closely organised context, the totality of Four Quartets,
the organisation of which is determined by a marvellously
sustained constructive organization. ‘The preoccupa on —|
quote from a careful account 1 wrote a good ma 3%8 S ago
—‘is with establishing from among the illusions and -unrealities
of life in time an apprehension of an assured véality—a reality
that, though necessatily apprehended in time: is not of it'.
We come here to the delicate question of Eliot‘s religious
bent, its nature and its bearing on the aspect of the plight of
our civilization, the spiritual Philistinism, he recoils from in
‘Difficulties of a Statesman®\ ‘FPhe last three or four lines of
the passage l've just read from ‘East Coker’ might serve for an
epigraph to Ash-Wednesday, that unequivocally religious
poem, or sequence aof poéms, with which he surprised admirers
of The Waste Land:. disconcerting some of them, in the close
of the 1920s. Four Quartets, of which ‘East Coker’ is the
second member, were—or was, for the constituent four mem-
bers form a whole—completed a dozen years later, duting the
war, and form Eliot’s concluding and culminating wotk. The
question of the nature of the religious bent xpressed in the
poetry is, as l've said, a delicate one. To make even a show
of discussing it fairly is obviously, in the time at my disposal,

not possible; but, on the other hand, it can‘t, without absur-
dity, be ignored.

Let me say, then that | am sure that any serious preoccu-
pation with the plight of humanity in the technological age
must invoke a religious depth of experience and conviction in
a way uncongenial to the Bloomsbury ethos. It must involve
in a decisive way the kind of recognition that D. H. Lawrence,

4
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in the opeNtng of The Rainbow, attributes to the f;r'm- 1
prangwe. Of Brangwen, watching by the ewes 5t ol

time u rder the night-sky, we are told: ‘He knew e di'd}'" 9

It is disastrous for man, Ot

belong to himselt’ 3 he procegg,

with his ‘conquest of nature’ (you are familiar With thas
ohasd, lose that sense—to forget that knowledge. mV;
saying this doesn't mean that | myself find Eliot's way of

being religious, congenial, and | had better say at onge that |
do not. |
| point again here to the peculiar kind of importance | see
in Eliot. Our indebtedness to him is, or (I think) shoulq be,
largely a matter of our being compelled-.in reading his Poetry
to say ‘No! not just thatl’, or even.’Not that at all I', Qs
course if he hadn’t been creatively—poetically —so potent we
shouldn't have been indebted \in that way, and we couldn’t
have found him so potent f there hadn’t been validity and
reality in what he impressed us with. He was a distinguished
spirit, with a great artist's sensitiveness of fesponse to the
human predicament—the profounder strains and starvations
of the human psyche in his time—our time. The creative
pressure behidd his poetry, as behind all major art, was intense
need felt\as."personal: we perceive that, with a poignant
force of \fécognition, as we read him. But we also perceive,
being compelled by his poetry to attend with a vigilant close-
ness, that the intensity hasn’t the full general significance,
the human representativeness that is implied: the distinctive
Pressure of need is not essentially in and of the human con-
dition, /a condition humaine, though the poet obviously
counts on our sharing his implicit assumption that it Is.

) said, you will reMember, that, while we were right to be
mmensely impressed by The Waste Land in the 1920s, and
to see it as an historic achievement, we attributed to the
:’:;i":ez hIEG:.het Status as an organic work than it actually
e a\s-so.‘:;dsrar?td acceptance as a major creative power
R with the belief that the poem was witlal it

'self as being: an achieved and representatively
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Eliot's Permanent Place

significant work—significance here being something to be
discussed in terms of the bankruptcy of civilization, the
‘modern consciousness,” the ‘modern sense of the human
situation’, and so on. Well, Eliot was born and brought up
in the modern world and The Waste Land is full of references
to it. But for all the use of Fraser's Golden Bough and of
fertility-ritual allusions, the treatment of the theme of the
dried-up springs and the failure of life hasn’t the breadth of
significance claimed and asserted by the title and the appara-
tus of notes. The distinctive attitude towards the feeling
about the relations between men and women- ‘that predo-
minates in the poem is morbidly personal one’'we know
so well from the eatlier poems; the symbolie’ Waste Land
makes itself felt too much as Thomas(Stearns Eliot's. A
judgment of the same form has, at a higer level, to be passed
on Four Quartets, that intrinsically very much more important
work. It too is, in a limiting sense, more personal than it
asks us to take it as being.and”(we can hardly doubt) than
the poet knows,

| hope | shan’t be misunderstood (for | mustn't offer to
discuss the force, the“term has in this use) when | say that
he hadn’t the.essential normality of the greatest kind of
artist—the artist{we can call great without feeling that there
are grave qualifications to be urged. Where Eliot isinquestion,
if we take him with the seriousness he invites and deserves,
very grave qualifications are called for. In the place . of
‘intense’ | might, by way of distinguishing his case, have,
used another adjective: his sense of his need—the need itself—
was desperate. It was desperate because it was the conse-
quence of division and disorder in his inner being that
defeated intelligence and made it impossible for him to
achieve a complete integrity. He suffered from an insecurity,
depressing to contemplate and paradoxical in so gifted and
assured an artist, that made him (for all the irony in the
passage | read out) assiduously intent on confirming and
advancing his recognized social status as an ‘eminent man of
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; ’.h* ? "ht influence—and evan
1y that proclaimed itself 7he Cmer on, h
g i , showed himself more afd.d of the e
l llsﬁne conventional world of eminences, performe
pm‘-tmders than of the spiritual au ho'rty represented b
creative gift. He was, indeed, the enemy of Creativity fo m
extent of letting his prestige be used—of using it hlmseﬁ—*‘
against those who wo'ked, and exposed themselves dlsms-n
terestedly, to get real (that is, intelligent *éngmtlon for hig
real distinction, disinterested critics be'l@ln the nature of
things, an insufferable offence to t whose approval he
most cared about. In this way was genefated in him 3
profound conteMpt for himsel&umanity and a festering
guilt that, since soMething in‘him refused to let him fecognize
unequivocally their gene s \and nature, disturbed and con-
fused his preoccupa\ ith the really real, the spirit and all

= that ‘the fear of GM (a phrase he makes his own in ‘East
! Coker’) would to portend.
F As | havesdid, to have been brought to these judgments,

with th \bh ced consciousness of the issues that that
| entails, &171 important part of one’s indebtedness. But the
debt, of course, is not a mere Matter of ‘No!’ The implicit
f form of a cfitical fesponse to a work that affects one as a
challenge that, having been taken, has brought notable profit
4 is, in gene’al, ‘Yes, but ...” and the ‘but’ in one’s response to
Four Quartets couldn't have told so strongly in one’s sense of
gain if there hadn’t been in it a very large element of ‘Yes"
That, of coufse, is what one recognizes when one judges
Four Quartets to be the work of a major and astonishingly

original poet.
Nothing even remotely resembling it, | think, has ever
been written by any other writer. It is essentially a creative

'1 e work, such as only a great poet could have written, but, in
the creative exploration of experience which it conducts,

iy
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analysis of extraordinarily subtle kinds plays a '4" L—
In fact, the poem does, in ways that could be open only to 2l

a poet of geNius, work that suggests an epistemological, or
a philosophical, treatise. Eliot’s religious poetry, | have said,
IS not what conventionally Christian appreciation makes it,

The point to be insisted on is that Eliot, so far from affirming
doctrine or belief, employs all the resources of his poetic
mastery of English to explore and test experience non-
affirmatively in the hope that the major affirmation will, at

the close, stand there self-affirmed. Hope—he doesn’t deny

his Christial sefsibility, with the .nisus implith\*iIr' jt; itisa

basic datum, a given among those he starts with. But the

poem shows no teNdency to force anything, even if it is open

to criticism of the kind | have suggested. It asks, ‘What,
concretely, is believing?’, and the ‘concretely’ means that the
question can without change of forée\take the form ‘What do

| (the poet) believe’?—which “re-phrased, becomes ‘What

that is really real can | apptehend—can | arrive at apprehen-
ding—with unequivocal firmness?” The exploratory process
involves an inquiry into™he nature of conceptual thought and

the part played in experience, its evaluation, and perhaps its
substance, by langtage.

As this account intimates, Four Quartets is complex, subtle
and difficult, characterized as it is by a diversity of method
and effect. The short poem | am now going to read, ‘Marina’,
while it exemplifies what | mean by the creative exploration
of experience, does so in a relatively simple way that presents,
| think, no difficulty. There is no hint of Anglo-Catholicism
or of theology, but there is the characteristic creative—if
you prefer, constructive—quest of the real. You have, in
simpler form, the same constructive process—the co-operative
action of different orders of suggestion. The distinctive note
is given by the title, Marina being the daughter in Shakes-
peare’s Pericles who was lost and is found, a promise of
continued life, personal and impersonal, for the father. You
have working together that, the enchanted wonder of landfall

part,
x

= |

|
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s  What seas what shores what grey rocl'{d:._' { Wit
"~ What water lapping the bow i
And scent of pine and the woodthrush singing iﬁ._;' y Igh
What images Teturn

O my daughter. y

Those who shafpen the tooth of the dog ’Q;’"i”g 'ﬁ.
Death i

|

Those who glitter with the glory ofA@\wmmingbird, meanj
Death N _
Those who sit in the sty of @thent, meaning
_ Death
Those Who suffer the ec 1@0]‘ the animals, meaning
. Death

Are become Qslantial, reduced by a wind,
A breath of pine,“and the woodsong fog .
By this grace dissolved in place .

Wha% his face, less clear and clearer ‘; i
The ihiéél the arm, less strong and stronger— +

Giveg or lent? more distant than stars and nearer than the eye 3

WhleDers and small laughter between leaves and hurrying
eet b

Under sleep, Where al| the waters meet.

’gra-[;z?_(_):r;y :E.ecificany C-Ihristian note there is the worq:
important »:-3 l"S.grace dissolved in place’. But the more
name of hp clu larity of the poem is given in the ftitle, t .
- tendernegse OOSt (.jaughteV.Who was found. The note '-l'
- agns‘? with the distinctive resonance of the Wh.Ol i
think, unique ii "’E\llher'e human relations are concerned 1Sa £8
ONe inevitaply ¢ 'f)ts poetry. And telling oneself that.
i ‘Iovev)oes in res:ponding to the poem (for which ,#‘.
implies releva |’ o BAM't help commenting that ‘daugh_f_
ntly to the theme of ‘love’, a number of rela-t-i‘_{

e
a i
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Eliot’s Permanent Place

emotional and spiritual, between human beings which seem
not to exist for .Eliot. Here | come back to the subject of his
disabilities. Besides what | have said already, there is another,
and, | think, closely related, constatation to be made; he shows
himself unable to contemplate the relations between men and
women with anything but distaste—except with the aid of
Dante. His religious poetry, in fact, involves him in an essen-
tial dependence on Dante, who was a very different kind of
religious poet from himself, and 1 think that the way in which
he depends on Dante might reasonably be called illegitimate:
that it justifies soMe severe limiting judgments regarding his

Own performance in the undertaking represented by Four
Quartets.

The theme of Eliot’s relation to Dantes:at any rate a very
important one, and an intelligent study. of it would prove to
be in More than one way very rewarding. But critics with the
necessaly qualifications are not'common. | myself, in order
to give as fair an impression «as‘possible in my short hour of
the diversity of Eliot's poetic.modes, always so recognizably
Eliot, will turn now to Ashi-Wednesday, which appeared in its
completeness a dozen (years before the first ‘Quartet’. Four
Quartets is undeniably/difficult. Ash-Wednesday is not undeni-
ably that, but eudkes an immediate irresistible response. Yet
in fact it is major poetry that in preoccupation and technique
leads straight on to the later work, though there is nothing
intimidating about the subtlety, which therefOre tends not 10
get the attention it needs: the obvious beauty, thus simplified,
satisfies the reader. Let me then, before | read out the first
of the constituent poems, ask you to notice how the spirit of
the spoken language is there, ready to take command unmis-
takably, even where the diction and mode are sO strongly
liturgical and biblical. The definition of attitude, the signi-
ficance, depends on the actual living control of tone and
inflexion. That is, in spite of the apparently incantatory
thythm, this poetry demands the full attention Of the waking
mind; there is no hypnoidal effect. It registers a recoil from
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Difficulties -i":+f..i'if-§'-1‘ i*% - but the
.‘ --‘.- .-"I "l"‘ '. IE!ia Ili.'ll- l" - J I. ‘-Wﬂ II"# .*’:‘.;-I"J.-? y
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dd, but towards the positive constructive e
1 T St Pl 421

~
¥

arte ’4.‘-.'.'-‘:|1
4 _\.:_‘L_J' L g’ : o
rvasive tone of the first poem answers tq 4 s

[ % -
4 - NIy
I PU

L Y Bl & §

* 1,

*

qe | read from ‘East Coker‘—

i
ha N~ QG4
il uic .

,_11 J

| said to my soul be still and wait without hope

N ;:4-' ~ For hope would be hope for the wrong thing .

5 )
- —but with no violence to the essential logic, the note ‘df'
I l. f g 'I‘ . [4 ¥ = . & = K o
e Jhﬁort l? there in C.onsequel?t!y |-rejoice ) INg to constryct
;t - something upon which tO rejoice.’ An@@u Il notice when i
- amoment | read the poem the Iog\ inconsequence of the
~ ‘Consequently.” Though the po composed of statements

o that have to be read as such,}&r lation between them is not
| ~ that of prose at all. The poe; eaning requires both ‘is" and
~apd s not’, and in the t y of the poem they don’t cancel
~ out. For Elipt's tho here is not something got clear
nd then put into words: it is created in
A : uc;r;ds*’ti:inaglj1 that couldn’t be grasped an.d
! ;: {!sh-Wed,ne?g Y paraphrasable way. Here in

e ay we have, i"f‘preSSively manifested, that intense

- mp[aeri;nlge theh'relahon of words and linguistic usage to

R- ; —Ww - , . B

R Ot €0 has its supreme creative expression in

i ° 8 poem that (it's very much to be emphasized
g F a“ age exposed as ours

. : IS to the menaces of linguistic

¥ :T:;eza];ean lpcomparbly profound inquiry into the nature
ES .th the. poehrs Oisnl\/ futher comment | will make before
d ;ﬂh'”ﬂnﬁal i, tr: remmder- about the shifts of tone and

ngance, thy, i y D_lay In the meaning. Note, for |

: e tf‘e slightly altered Shakespearian line,

-

e

one (placing—you speak it i

; 1_ k ';l::::j)ag;‘:stthat the parenthesis about the ‘aged
92 pride of humilig) aSZ'f“dfamatizing pride (for there may
ird paragraps, (Bﬁ a' Nd note the factual flatness of the

| h}? RN WR8AUSe | knowy that time is always time):
| \ v

-

R

aIh T
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1 no longer strive to strive towards such things
(Why should the aged eagle stretch its wings?)
. Why should | mourn
" The vanished power of the usual reign?

Because | do not hope to know again
The infirm glory of the positive hour

Because | do not think

Because | know | shall not know . ’6

The one veritable transitory power 6

Because | cannot drink é

There, where trees flower, and springs flo‘w:k;r there is nothing

again ;
Because | know that time is alwaysati

And place is always and only

And what is actual is actual for one time

And only for one place

| rejoice that things ar ey are and

| renounce the bles face

And renounce th ice

Because | can ope to turn again

Consequ t}\\rejoice, having to construct something
Upon wl%o rejoice

Taking that poem by itself, you might perhaps be inclined
to say that the emphasis my account of Eliot's poetry laid on
non-affirmativeness was misleading. You might suggest that
what | called the Christian nisus, the undisguised impelling
spontaneity, amounted to implicit affirmation. But consider
the second poem of Ash-Wednesday (which is more than a
sequence—for the six constituent poems form a complex
whole). This which | am going to read now is strikingly
different from the first—the thing to note about it is the inten-
sity with which, while appealing so positively to a Christian
tradition, it evokes death as extinction:

Lady. three white leopards sat under a juniper-tree
In the cool of the day, having fed to satiety

L
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' Shall these bones live? shall these

Bones live? And that which had been contained
in the bones (which were already dry) said chwpmgr‘
Because of the goodness of this Lady

And because of her loveliness, and because
She hanours the Virgin in meditation,

We shine with brightness.

-l

1 |
ey
The only further comment | will malg that is on ¢ he
obvious presence in it of Dante, a presencq unced pfaﬁ ly
enough in the opéning. The nature e presence and the
nature of Eliot's dependence on the great Tuscan poet are not
easy to define, but we can see /s a dependence of some |
kind, and that it is an |mpo theme for aNyone concerned

to vindicate critically Elio jor status. The importance is
Q@t

avowed in the title atta o the next poem as | read it first

(it had a French trar%son en regard) in Commerce. The title
was ‘Som de I'esgein » which as you know, comes from the
Provencal pass@Spoken by Arnaut Daniel in canto 26 of

the Purgator.

Iwillé the poem, the third of Ash-Wednesday, but |
will first say something about—there is point, you will see in
my doing that—’La Figlia che Piange’, a short poem that
appeared in 1919. The poem, with its theme of young love
and its lyrical note, is unique in Eliot's work, but the memory
represents something very important for Eliot, some vital
mode of experience—something felt as a possibility of trans-
cending disgust, rejection and protest. We know this not
just from the power of the poem itself, but from the part
played by related evocations in his later poetry. You will note

the evocation in ‘Som de I'escalina’, the poem | shall now {-‘-
read—the last: e

.,\...

At the first turning of the second stair
I turned and saw below

The same shape twisted on the banister
Under the vapour in the fetid air

W, -i-l'

';.‘
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Eliot's Permanent Place

Struggling with the devil of the stairs who wears
The deceitful face of hope and of despair.

At the second turning of the second stair |
| left them twisting, turning below: y
There were no more faces and the stair was dark,

Damp, jagged, like an old man's mouth drivelling, beyond repair,

Or the toothed gullet of an aged shark.

At the first turning of the third stair

Was a slotted window bellied like the fig's fruit

And beyond the hawthorn blossom and a pasture scene

The broadbacked figure drest in blue and green

Enchanted the maytime with an antige flute.

Blown hair is sweet, brown hair over the mouth-blown,

Lilac and brown hair;

Distraction, music of the flute, stops and steps of the mind over
the third stair,

Fading, fading; strength beyond hope(and despair

Climbing the third stair.

| musn’t discuss the suggestion'that even—or obviously—
in that transmuted memory of\leve and childhood we have
the influence of Dante. | must; in fact, bring my discourse to
a close. To do so on the-theme of Eliot's relation to Dante
has a certain felicity,\Of course, | have done no more than
point to that theme-as'demanding attention—more intelligent
attention than it\'has had. But, in attempting to give an
unmisleading account of so great, complex and diverse a
poet as Eliot in an hour's lecture, | coul/d only be selective
and suggestive. Both his major quality and his limitations
were involved in his relation to Dante. A study of it would go
deep into our civilization of today, and would throw light on
our essential problems. The world he lived in was very diffe-
rent from Dante’s and he was a very different kind of man
and a very different kind of mind: and, though | have talked Qf
illegitimate dependence, | haven't meant to suggest thfit his
intense interest in Dante derives merely from his disabilit.les.

| hope that, in any case, | have made plain the kind of
grounds that justify one’s seeing in Eliot a major modern poet
—a momentously significant poet of our world.

J
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Roger Sharrock i

FOUR QUARTETS L—
AS A POST-CHRISTIAN pogy, '

o
i

I begin with one of the personal re"ﬁ@ences of Eliog

. o JIF

with which Stephen Spender enlivens 'gook on him ip sp.
Fontana Modern Masters series, ne occasion hew

having tea with Leonard and Virg@ Woolf when Eliot w,

also a fellow-guest. ‘At theijr @ ’Bloomsbury-agnost-'i'
they started needling him ab

his religious beliefs, “Tom,
do you really go to chyre “Yes, R u i really! Whatan."_
your feelings when you ?” They waited rather tensely fd
his answer to this question. Eliot leaned forward, boxing his
head in that attj which was itself one of prayer, and
described the Pt to concentrate, to forget self, to attain
union with

.) The striving.’ -
This a?ote Provides a fitting introduction to the subject
Of the coNsciousness of God and Christianity in Eliot’s poetry.
It bears Particularly on Four Quartets, the work | want espe-
cially to consider. It js fitting on two grounds. First, in
revealing the gap in belief between the poet and his Blooms-
bury friends It reminds us of the shock of his acceptance _
of Anglican Christianity which was felt not only by Blooms-
bury but by a
We can take it a5 representative of the gap separating Eliot
from not only his friends Bertrand Russell and Virginia WQ?”‘“
I or from the N€o-Marxist poets of the Thirties whom he Pub"ﬁ"_. L
. hed in the Criterion, put from the great mass of ‘ﬂ‘q
S€Cularized puplig during his lifetime. There is this astonish-
ment of Leonard ang Virginia Woolf, guided by a ta@fﬁ i
aCCeptance of the valugs of scientific materialism, that a"’lf

(¥ scanned with OKEN Scanner



Four Quartets 145
highly intelligent man can profess and practise Christianity.

Eliot has given an example of such ignorance in his poem
Triumphal March:

(On Easter Day, we didn't get to the country,

So we took young Cyril to church, And they rang a bell

And he said right out loud, crumpets.)
Unfortunately the muffiin-man has become completely extinct
since Eliot wrote the poem and in the future the passage will
require a note on that rather than on the bell rung at the
Elevation of the Host during Mass. It is not really a very
good joke; it is the sort of in-joke against the hosts_of Midian
in the shape of mean sensual economic man which’ could be
met frequently in Anglo-Catholic vicarages betwéen the wars
and perhaps later. One meets it againlin the superior
disapproval of ordinary life expressed im3ome of the choruses
of The Rock even though that wark-was an evaNhgelizing
pageant aimed at a wide public:

In the land of lobelias and“tennis flannels

The rabbit shall burrow‘\and the thorn revisit...

Men! polish your teeth on rising and retiring;

Womenl polish.your fingernails:

You polish the'tooth of the dog and the talon of the cat...
The image of Elietas a Savonarola of the suburbs is Not an
appealing one.{ But taken together with the image Spender
gives us of his acute separation from some of his own kind
in the matter of religion, it serves to put the problem for us.
Unlike earlier religious poets, Eliot is in a position of peculiar
isolation, committed as he is to beliefs which his audience
canNot share. One solution for the Christian poet in the post-
Christian age has been to write for the informed and sympa-
thetic minority of his fellow-communicants; this is | suppose
what Charles Williams did and why he ventured to impose a
highly personal theological lahguage concerning the Church
and the Empire on his Arhurian themes. The danger of this
approach, and it is a danger which Williams did not wholly
avoid, is the surrender to either personal eccentricity or group

|
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R cultural reasons why his audience  is few though fitting, but.

chibboleth). The major poet cannot writg g
i C W 1'IJ9"- he must appeal to the best minds of his time. He
- aenygus, [ '

“may be as difficult 8 Gongora or Marino, and there may b,

it must not be a social and cultural _segment. . Eliot had mage
himself the poet of the bes.t m'i rls 'of his generation in
England, and when the subject of his poetry became the
experience of religion, his problem beca'me how to Continue
to speak with major authority to those minds.

When Eliot reacted to the rather smart and brittle question
of the Woolfs we are told by Spender that his_ attitude pfo-
vided a model of the concentration of prayer.and) the effort to :
attain union with God. So alongside the fifst‘problem, of the A
nature of successful communication with\his contempofaries,
there lies another problem of question which we might put
like this: when we call Four Quartets~a religious poem, do we
mean that it functions in the .same way of a comparable way
to religious acts? does its linguistic character resemble the
laNguage of prayer of diturgy? or do its patterns of imagery
work like the images\of.religious meditation?

The same question can be put in a different way by asking
if the poems are“addressed to God rather than to a human
audience? Certainly many of the poems of George Herbert
are addressed directly to God; so is Honkins’s The Wreck of
the Deutschland and his sonNet ‘Thou art indeed just, Lord,
if 1 contend’; in the former the event of the drowning of the
five nuns is referred to as a focus for meditation on provi-
dence In stanzas passionately addressed to God in Christ; the
sonnet is a poem of complaint and frustration at dryness in

the spiritual jife. Like so many of the poems in Herbert’s The
Temple:

Mine, O thou lord of life, send my roots rain.

Interestingly enowh, The Windhover is not a poem of prayer

!'ke these, though it is dedicated ‘To Christ our Lord’, since
;:irecrleates the experience of the poet but does not speak in
S rolé as postulant; we never forget that it is Christ’s image
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Four Quartets 147

in the falcon thatis contemplated: we do not discard that
image to dwell on the divine presence, and the apostrophes
‘O my chevalierl ah my dear’, spring involuntarily from the
poet as he views the movement of the bird. Sometimes
indeed in his poems Herbert conveys the notion of dialogue,

the two way process of prayer, by having God respond to
the suppliant. Thus in The Collar:

Methought | heard one calling, Child,
And | replied, My Lord.

It seems to me that there is nothing of this sort. in~Eliot. We
do not encounter any such simple address to atdivine person.
Those passages which might seem to confradict this are to
be found in Ash Wednesday, not in the Quartets. Not surpris-
ingly in these passages the mode of address is found together

with the presence of conventional religious language or
liturgical reference. The first part'concludes:

Teach us to care and net\to care
Teach us to sit still.

Pray for us sinners now and at the hour of our death
Pray for us now and at the hour of our death.

Eliot also uses the.Hail Mary in Animula (1929), published a
year before Ash Wednesday, working it into the texture of

observation on man’s growth towards his own death which
forms the substance of the poem:

Pray for Guiterriez, avid of speed and power,

For Boudin, blown to pieces,

For this one who made a great fortune,

And that one who went his own way.

Pray for Floret, by the boarhound slain between the yew trees,

Pray for us now and at the hour of our birth.
In the second part of Ash Wednesday the central lyric passage
about the garden where all love ends is addressed to the
Blessed Virgin in language which closely parallels the suc-
cessive epithets of the traditional Litany of the Blessed Virgin:

Lady of silences
Calm and distressed

/
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el 'TP third part we have an echo frg
B @ the Mass (‘Lord, | am 'ncf worhy
Lot speak the word only’);  the fourth part, i,
broken chuses and suspended syntax, throws up motifs th
"ht be moye fully developed in the Quartets (for instar
| '-im bird song in the garden and ‘the wOrd. unheard, ungy -
ken’) but it does not coNtain any s!oeech' directed 10 a diving
person; the fifth part refers to a veiled sister may be the
Blessed Virgin, but indirectly (‘Will the veiled sister pray foy
Those who walk in darkness’), and in L@\ame line manages
to allude to the Benedictus. It Will be“seen that in the con-
text of the poem as a whole these“apostrophes and allusions
to Scripture are slight: yet @may be said to provide a
kind of liturgical ground-b for persofNal meditations and
reflections on certain %;g ts and stages of an individual
coversio”. But course their traditional and specific
Character is boundsp make them act on the non-Christian

reader as si;“:{@all the more powerful when not ‘under-

stood’, an sted, that something of a religious nature is
going on,

In Four Quartets there is hardly any overt, recognizable
A religious reference of a traditional kind, nor do we find that

the coNstituent poems can pe viewed as if they were prayers

addresed to a divine person. There is of course a complex

} we g . .
- bt of lllterary allusion which works upon the reader at

; i atever 2 " -
evel of consciousness or recognition, and this web

includ i i
€S among its ekments references to Christian mystical

ﬁ"f 18 like Julian of Norwich and the author of The Cloud of %
NRowing; pbut then for that

Salvages , 1 Mmatter there is in The Dry
ges @ much Morgye xli it rerence to the Hindu Krishna
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Four Quartets 149
symbol of the Holy Spirit, but this is not obtrusive, since it is
also ‘the dark dove with the flickering tongue’ of the second
section, the German bomber in the air raid which has called
out the air raid warden’s patrol; and the second stanza of the
lyric in Little Gidding is not an expostulation to the Holy
Spirit of any kind, traditional or ariginal, but a comment on

the nature of the human condition made from the human
side:?

Who then devised the torment? Love.
Love is the unfamiliar Name
Behind the hands that wove
The intolerable shirt of flame
Which human power cannot remove,
We only live, only suspire
Consumed by either fire or fire,

If it be objected that these lines refer o the love of Christ
as Redeemer, working through the.fire of purification which is
voluntarily embraced by those who follow him, 1 would have
to agree, but would maintain'that such a statement tends to
distort What is really hapgeNing in the lines. It does so by
anticipating ends whileithe poem, like other poems, describes
the means, the jourhey Not the destination.

We shall not cease from exploration

And the end of all our exploring

Will be to arrive where we started

And know the place for the first time.
Eliot’s method is rediscovery, Not discovety, to work through
the fuller understanding of what has already been expetienced
(‘We had the experience but missed the meaning’).2 The tone
is Not so much devotional as philosophical (which is Not to say
that experience of the effort of devotion does not lie behind
the singular concentration of the poetry). The effort is towards
finding explanations which can be shared with others. Thus
the positive declaration in the Little Gidding lyric—‘Love is the
unfamiliar Name Behind the hands that wove The intolerable
shirt of flame’—has behind it the extreme iNstances of human
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150 She S
i in war and the ‘gifts reseryeq St
sin and vidbence in i fo -
descri ked to the poet by the comp gbst:
the shame
Of motives late revealed, and the awareness

Of things ill done and done to others’ harm
and it has behind it in the immediately Preceding third SeCtion
the driving in upon the poet of the facts of the reconciliatiOrl
of wrongs and deep divisions such as those differenceg bet.
ween the two religious and political parties of the Seventeentp,
century in England which he feels as dividing his OWn inheyi.
tance both personal and national: in the light-of this he ig driven
to meditate on the possibility that sin of human error may he
subordinate, purposive and instrumental rather than fingj and
self-sufficient; so that the ecstatic dassurance of the lyric is
something that js both prepared for and sustained by the
poetic epistemology that has-gone before, 1t is not for nothing
that there are many parts ‘" of. "the Quartets which exhibit the
verbal precision and caution of philosophical discourse; such

lvine honour is paid, and
Itional mode of supplication.
vages is g hymn to Qur
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human fear of wastage and death arising naturally from the
meditation on the destructive power of the sea in the first
and second sections. Our lady is addressed as the special
patroness of sailors and the traditional intercessor for man
with Christ; this is not a prayer to God, but a plea for inter-
cession, and in the restraint and severity of its phrasing it
may seem the bare bones of such a plea, breathing stark
endurance and formal repetition, rather than any ardour of
devotion.

Further, the commentators on the poem have suggested
that, just as this fourth section is addressed to the“ Blessed i
Virgin, so those of Burnt Norton, East Coker, and Little Gidd-
ing are connected respectively with God the~Father, God the
Son, and the Holy Spirit. | have alread{.discussed the treat-
ment of the Holy Spirit in Little Gidding~why that lyric is so
different in its experiential searching,. “its special combination
of logical argument and vision {The only hope, or else...’

‘Who then?” Question and_abswer; ‘either...or...”) from,
say, any version of the .Venr, Creator Spiritus. The field of
reference, of the lyric in\Burnt Norton, no doubt does take in
God the Father as créator and preserver, hinted at in the sun
and the sunflower, “anNd the transitory revelation of the light
on the kingfisher’s wing, but it starts off from the perception
of Man’s mortality in the *Chill Fingers of yew’ that are ‘curled
Down on us’. The lyric in the fourth section of Fast Coker is
perhaps the Most celebrated passage in the whole of the
Quartets. It describes Christ in paradoxical imagery drawn
from a modern hospital. He is the wounded surgeon, the
dying nufse, and the ruined millionaire who has endowed the
hospital. The poem is not a direct address to Christ, and it
is not a hymn, though its technique of shock owes some-

thing to the way it operates against the grain of the Custo-
mary Good Friday hymn:

The dripping blood our only drink,
The bloody flesh our only food:
In spite of which we like to think

|
|
J
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nd, substantial flesh and blood—

sou ;
That we are f that, we call this Frday good,

e 3‘90
Again, in SP : ,
- pod previously employed this technique of thg delibg.
Eliot haverza‘ of the conventionally approved respongg o
e 3
ratt\e_st'.‘an doctrine in The Journey of the Magi.
i | had seen birth and death,

But had thought they were different; this Birth was
H:rd and bitter agony for us, Iike Death, our death,

The trouble with the wounded gurgeon image is thgt Eliot,
like, perhaps, Cowley but not like Donnle., has achieved 4
metaphysical conceit to render the sac.nf.nce of the Crosg
which is intellectually acclrate and bfilliant at the totg]
expense of emotional conviction; the.black cloud and the
flowers of Burmt Norton establish.a small complex world
of imagery within which we<{can move, It is the same

with the ‘frigid purgatorialcfires’ of Little Gidding which
correspond to the tension-between sin and sacrifice, dove
and bomber. To use-Eliot’s own crititical vocabulary, it is a
mattey of the presence or absence of an objective correlative,
In the wounded surgeon lyric there is no correlative to turn
the urgent peysonal im

: pulse or the Christian context into the
viable public property t

hat is a poem.

Our only health is the disease

If we obey the dying nurse

Whose constant care is not to please
\:::: :ftilh:d'::zage_, Comprehend it, but then have to Cltum'
bizarte surreals, f\z;vbllt away, unless we wish to be left wnth. a
there is an unconce T. o -th Some metaphysical Concelt.s
ness of 1o = st:ned desire tq shock, and the sheer nasti-
iMaginative oerah'vza "96MS, while failing to provide an
M  againgy the secz; t(-) ddiver one of those acts of terro-
Practises, | ave aje anzed. Public which Eliot sometimes
Choruses of The Ry, k_a Y given a minor example from the
fully neygry B N another Striking example is the pain-

uril Qf ] 4 H
he COCk‘ar'/ Party. Celia’s Martyrdom on an ant-hill in
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It can now be seen that Four Quartets is a major attempt
to solve the problem of writing a Chrisitian poem for a post-
Christian age, a poem which should not be narrowly devo-
tional, a religious poem in the restrictive sense, but which
would bridge the yawning gulf between the poet’s own sen-
sibility and those politely alien questions in the Waoolfs’
drawing-room. Ash Wednesday, in spite of its often teasing
and deeply buried personal content, had been an unsatisfac-
tory compromise between the methods of post-symbolism
and inherited liturgical language. Eliot brought to the pro-
blem the fine critical intelligence he brought to all his poetry.
In the essay ‘Religion and Literature’, written<about the time
he was composing Burnt Norton (1943) he ‘says:

For the great majority of people who love'poetty, ‘religious poetry’
is a variety of minor poetry; the religious poet is not a poet who is
treating the whole subject-matter of poegtry” in a religious spirit, but a
poet who is dealing with a confined part of this subject-matter: who is
leaving out what men consider their,major passions, and therefore con-
fessing his ignorance of them..l think this is the attitude of most poetry-
lovers towards such poets, as Vaughan, or Southwell, or Crashaw, or
George Herbert, or Gerard:Hopkins. [Fifteen years later in an essay
entitled ‘What is minor pbetry?' he was to change his valuation of
Herbert but not apparently of Hopkins]

... | am ready’to admit that up to a point these critics are right.
For there is a kind of poetry, such as most of the work of the authors |
have mentioned, which is the product of a special religious awareness,
which may exist without the general awareness which we expect of the
major poet. In some poets, or in some of their work, this general
awareness may have existed; but the preliminary steps which represent
it may have been suppressed, and only the end-product presented.

The aim which is | think fulfilled in Burnt Norton and its
successors, is to create a poem Wwritten in a religious spirit
which is not divorced from the major passions of men; none
of what Eliot calls the preliminary steps are suppressed: in
fact the whole stuff of the Quartets is a painfully honest
ascent through those steps of the living fallen consciousness.
Even when the end-product has been feached in the short
intense lyrical passages | have been looking at, the poet does
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llow his art to be made over to a c.it'anominational theo-
not a 0V;Ven to a denominational sensibility, but still spegks
l?gr:l\' :r: i v idual living consciousness wr.l bh. remains open
to the contenporary world. One more objection. If we ask
the simple question, why then any reference at a.ll t0 the

Spirit, and to the Blessed Virgin, the

ifixion, to theH oly i
Ctrud but is also simple. The divine

answer may be difficult ' '
presence enters the poem, not as the direct intervention of

grace, as in prayer, or the sacram-ents, but as part of thc? can-
sistent world of the poet’s consciousness, proved at this late
stage of a Christian civilization upon our psychological and
historical pukes. The rough work is handed"in and no one
any more can shout ‘Crumpets.’?

This openness of the Quartets to-general experience is
expressed by the relation of each «poem to the poets visit to
a particular place which is named(in the title. In Burnt Norton
(1935) it is the garden of a house in Gloucestershire which
Eliot had visited. It is the «deserted formal garden of a house
noW empty; there is a rosggarden, box hedges, and the dry
empty basin of a pogk from the concrete bottom of the pool
the autumn sunlight®is 'eflected. In Fast Coker (1940) the
poet is visiting\ thelvillage in Somerset where his ancestors
had lived andfrom where they had left in the early seven-
teenth century with the original wave of pilgrims to settle in
the Amnerific’:ln Colonies. The Dry Salvages (1941), as the
poet’s “ole tells us, are a group of three rocks—presumably
les trois saulvages—off the coast of Cape Ann, Massachu-
3?;ittss'tastha andma'k they are associated with Eliot’s holiday

%, Is the village in Huntingdonshire

where before Civil War Nicholas F 3
plative community; it is known t}y; err‘ar founded 3 Cor.]t.em-
the house; Carles | did so in 163|3dt Gaarge Herbert visite
he came again for a night after hijg da“d N legc.and tha
: efeat at Naseby in 1645;
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which it occurs; it is an incident recalled from the past and
blended with other memories: its present is never the present
of the poem. Thus in Burnt Norton and East Cokar we realize

by the third sections that the setting is London and the
Underground:

Here is a place of disaffection
Time before and time after

In a dim light: neither daylight

Investing form with lucid stillness

Turning shadow into transient beauty

With slow rotation suggesting permanence...

... Only a flicker
Over the strained time-ridden faces

Distracted from distraction by distraction

Filled with fancies and empty of meaning
Tumid apathy With nc concentration

Men and bits of paper, whitled by-thecold wind
That blows hefore and after tipie,

Wind in and out of unwholeSame lungs

Time before and time afiter,

Eructation of unhealthy-souls

Into the faded air, thetorpid

Driven on the windrthat sweaeps the gloomy hills of London,
Hampstead ‘and.Clerkenwell, Campden and Putney
Highgate;~Primrose and Ludgate.

We are told that when Eliot first decided to add other similar
poems to Burnt Norton he wanted to call the group Kensing-
ton Quartets, and that the gnomic saying of Heraclitus which
is prefixed to the poem (‘The way up is the way down’) also
has an application to the lift at Gloucester Road station wheye
Eliot caught the tube to go to his office in Russell Square.
There also seems to be a reference to movement in a lift a
few lines later: ‘This is the one way, and the other Is the
same, not in movement But abstention from movement. ..’
In The Dry Salvages we hear of the Mississippi, the river that
is a strong brown god, and the river on whose shores Eliot
was born, as well as of the New England coast. There is
less' London background in this poem, but in the fifth part
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et fortune- telling, drugs, features of the Press,
the re ereEagewarﬂﬂ d, bring us back to the woarldof
and the Sosostns an ~dhe Waste Land.  Little Gidding, the 3
Madafmt"*13 Quartets, has a firmly established backgroung of 1
::set lc.)ondon blitz. In the second sec'ci(,)n A ha\./e o

from the ruined sinne of Nicholas Ferrar’'s community

when you leave the rough road
And turn behind the pig-sty to the dull facade
And the tombstone.
to other ruins ana other deaths in a London in flames:
There are flood and drouth
Over the eyes and in the mouth,
Dead water and dead sand
Contending for the upper hand.
The parched eviscerate soil
Gapes at the vanity of toil,

Laughs without mirth.
This is the death of eafth,

Water and fire sucgéed
The town, the pasture.and the weed.
Water and fire detide
The sacrifice that.we denied,
Water and fire'shall rot
The marred foundations we forgot,
Of sanctuary and choir.

This is the death of water and fire,

Are we in HuntingdoMshire and then in London? or are el
L°'?d°“ and theM an image of an earlier visit to Ferrar’s
shrine and the SNow-covered hedge-rows is imposed on
our London cOnsCiousneSS? and if the latter where are we
Il; the Comprehensijye final section of the poem where all the
:h:zzg's Ojr:;e four poems are gathered together—‘the sea’s
Ye'w-tr'ee’ ‘thems,om|ent of the rose and the moment of the
the tongu’es of ﬂe;c Uded Chapel’, as well as the fiery rose and

e of the |ast episode? The first question
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moments and alisions that accumulates throughou c .

poem. It is not possible to tie them down to any particulae .
historical moment, to the moMent in the rose-garden of
Burnt Norton, -or .the moment in the ruined chapel in East
Coker, or the air raid warden’s patrol in Little Gidding, since
all these associations are bleNded. It is however the case
that the cross-currents of association become increasingly rich
and complex in the course of the four poems. For this same
reason, that the poem does Not have a simple line of chrono-
logical deyelopment, we are over-simplifying if say, for
instance, that a visit at some tiMme during wi ’{% Ferrar's
shrine at Little Gidding is recollected in Lon during an air
raid. |t is moments recollecred from the’pﬁé{ that furnish the
imaginative focal points for each pqe*ﬁt;\\t’here is no present
action, and the Most iMmMediate co'ﬁérete touches in the
poem, the faces iN the tube of’gn the escalator, the boxes
and drowned MeN floating down’the river, or the sounding of
the air raid siren, are found.o" closer inspection to be images
in the Mind—in the caseaf the scene on the tube soMething
recorded by an obserep so detached in his own contempla-
tion as to seem like avisitor froM another Wotld, looking on
at a phantasmagéria like Eliot’s favourite poet Dante guided
by Virgil through hell and purgatory. The all-clear Nas be-
come transformed into the Myth of the return at dawh of a
visitor from the world of the dead:

He left me with a kind of valediction,
And faded with the blowing of the horn.

So the method is distinct from that of the modern narrative
or film which uses the flashback technique. Fof then the
focal point is always the present moment of the action. A
Character is in London and remembers his childhood in
another place, and a segment of that earlie! experience is
imposed upon the present. Now | do think that the popular-
ity and availability of the flashback technique is a factor

4
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es the merging of points of time ir.1 the Quarters
appreciated by us. One of Ell9fs strongest
perceptions of the modern element in art and "te'ratulfe Wil
its intense self-consciousness. He remaks on ths, quoting
Jacques Maritain, in T he 'Use of Poetry' and the Use O,f Criti.
cism (1933), and offers Picasso as an instance of this sejf.
consciousness, presumably on'account of t.he chameleon-like
metamorphoses of his technique. The idea of an aimggt
painful burden of knowledge and self-knowledge is algq
prominent in Eliot’s poetry; the critical statement is echoed

which mak
easily grasped and

by a line in Gerontion:

After such knowledge what forgiveness?

Undoubtedly at that level of sensibility® which Eliot shareg
with his contemporaries and with-\us he may appear as 3
typical eafly tweNtieth century writer, isolated from action in
the surrender to the iNternal cOnsciousness. It is noteworthy
how mafy atteMpts iN Moadern fiction to render decisive,
sometiMes violeNt action; present us with persons who at the
crucial moMent act asiif"in a dream of past velleities and
mechanical external‘pressures; characters in the fiction of Iris
Murdoch make dove or strike each other as if ordinary life
was something\they were only partly and ludicrously engaged
in; in the climax of Les Chemins de la Liberte when Sartre’s
hero Mathieu fires on the Germans from the church-tower,
itis not so Much a free independent action as an internal
résojutiony of his problems, as his invocation of names from
the past reveals (‘This for Sonia, this for Daniel’). In fact, to
risk a generalization, from the great Romantic autobiographies
onwards, works like Wordsworth’s The Prelude, or from the
fovel of the growth of an individual which followed on such
WOrks, novels lie Copperfield, and The Mill on the Floss, and
:ig;a’;or:] (;/;9 Altist as @ Young Man, literature has been as
R 'nrtzr;is.ted In the integrity .of t.he infwer person-
L highlyp Ktion of that personality in ac.tlon. .
J€neral way one can say that Eliot shares in
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this contemporary interest in introspection and what Matthew
Arnold called ‘the dialogue of the mind with itself.* But for
him, self-consciousness is a strategy and Not an indulgence,
and his wish is not to exalt and integrate personality, but to
escape from it. The drive towards liberation from the time-
bound self in the Quartets is exactly parallel to the programme
for the poet as laid down in his earlier criticism. In ‘Tradition
and the Individual Talent’ (1919) he had written: ‘The pro-
gress of an artist is a continual sacrifice, a contiNual extinc-
tion of personality”. And the conclusion of the essay touches
at the literary level on that communication of the-living and
the dead which is a prime theme of the Quartets,perhaps the
leading theme since to realize this communication is both to
escape from the bondage of ohe's ownitime and from the
despair of solipsism:
...very few know when there is an expression of significant emo-
tion, emotion which has its life in the \poem and not in the history of
the poet. The emotion of art is impersonal. And the poet cannot reach
this impersonality without surrendéting himself wholly to the work to
be done. And he is not likely to know what is to be done unless he
lives in what is not merely(the present, but the present moment of the
past, unless he is conseious, not of what is dead, but of what is already
living.
The life of prayér is on a different plane to the life of art,
but it exhibits certain analogies, the chief of them being an
effectiveness of communication not achieved in the present
life of the saint or the artist for whom success is impersonal
and timeless:

And what the dead had no speech for, when living,

They can tell you, being dead: the communication

Of the dead is tongued with fire beyond the language of the

living.

Here, the intersection of the timeless moment

Is England and nowhere, Never and always.
The mention of ‘the timeless moment' recalls a guiding pre-
ocupation of the literature of our epoch: among countless
possible examples we might recall the ‘epiphanies’ of Joyce,

(3 Scanned with OKEN Scanner




"k

L]

Roger Shanroc)(”

|-
B

: g e shore in the climactic episode

B 2 rjlgzl']tto(;ftltheA?;;IstO:st: young Man. Ch.arles Williamg
thAmP?EIicr)t‘knew and admired speaks in the first chapter of
\;,h: Figure of Beatrice of the different cla§§es of the romar?tic
stupor or shock—passionate love, the vision of t_he.justl C'Ity,
and so on. Louis Macneice has a love poem beéginning Tlme
was away and somewhere else’. But whefeas |’these epiph- |
anies do not go beyond the revelation of the self to the self,
in Eliot’s epiphanies the language of the dead affords glimp-
ses of an impersonal ordef.

The lyrical moments of intuition also fepreseft deliverance
from the bondage of time. In them is encountered

The point of intersection of the timeless
With time...
(The Dry Salvages)

The original and supreme momient of this kind that is both in
time and out of time is the fMmOment in the rose-garden at the
beginning of Burnt Norton. "1t is a moment that is completely
given, an experience of pure and disinterested joy, associated
with the sunlight rising lotus-like from the dry pod, with
the song of tHe)bid ,and the bughing, playing children
who are yet,only fetobe there, ‘nidden in the bushes.
What really ‘happens, and what does not happen, is left a
mystery, for the poem says that the door into the rose-garden

IS actually never opened. There are Mysterious presences who
are spoken of only in the third person plural:

Therg they were, dignified, invisible,
Moving without pressure, 9 e r the dead le
In the autumn heat, through the vibrant air
The ment; ! '
the first s;laotre" cI)(fea(;)sur o V‘_/0r|d’ Witk U s o S
RRgE oo s one to Ilnkz these Presences in their quiet
am and Eve in Eden, the first garden. The

asis the manner of Eliot’s

aves,

I

]
]
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Time past and time future
~ Allow but a little consciousness,

To be conscious is not to be in time.

But only in time can the moment in the rose-garden,
The moment in the arbour where the rain beat,

The moment in the draughty church at smokefall

Be remembered; involved with past and future.,

Only through time time is conquered.

In this passage there is a distinction between the moments of
intuition in themselves and the understanding of them in the
course of a lifetime, that rememprance which will involve
them in a significant pattern with past and future&h%re Eliot
is radically different from the romantic view ot&Gaiigious ex-
perience as it is exhibited in Shelly or the gqﬁ[’y Wordsworth
where the ecstatic moment is everythihg‘.fénd afterwards
there can only be nostalgia and regret.sThe intuitive moments
of joy in the garden, in the arbour «and the draughty church,
are hints of a larger understanding\which is more fully reali-
zed in Little Gidding.
These are only_hints and guesses,
Hints followed by guesses; and the rest

Is prayer, observange; discipline, thought and action.

The hint halfguessed, the gift half understood, is Incarnation.
Here the iMpessible union

Of spheres of existence is actual,

Here the past and future

Are conquered, and reconciled.

(The Dry Salvages)
The hints of ecstasy fall into place within the térms of the
life of prayer and self-discipline, and the disciplined life is
seen first, not in terms of denominational choice, but as a
psychological necessity in the effort to emerge from the
vanity and deception of the time-bound world. So in the
discursive, expository sections the specifically Christian refer-
ences are rare: we even have an important statement on the
necessity of living as if there were no toMorrow assigned to
Krishna, not to the lilies of the field (The Dry Salvages, 124"
168: cf. especially II. 156-60; cf. ‘And all is always now

>
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¢ Norton, 150). Christian references, often a't a fairly
Burmn bolic remove are reserved for the lyrics iy the
distant s;?;ns which represent, to use Eliots own word, the
fo';r_thrzguct of his disciplined quest—the burial of the dead
i the sacrament of the altar in Fast cox,
in Burnt Norton, ) r,
personal Prayer afid “the " Angelus |r! 'The i -?a/vages’ the
granting of absolution and the ordaining of priests in Ljz/e
Gidding?

The statements which make up Four Quartets—the perso.-
nal ones, that is, not the lyfics, which like the best Romantic
or symbolist lyfics seem to come from anywhete or nowhere
—reflect aspects of what the students of. mysticism have
called the Affirmative Way and the Negative Way. The label-
ling is convVenient fof what | am trying here to describe,
Accofding to the way of affi'matigh the poet organizes the
timeless moments of fevelation\into a significant pattern,
often likened to musical harmieny. By the negative way the
poet confronts the unfedeemed experience of quotidian life
as in the Undefgfoundsscenes and the subsequent comments
on them;

and every attempt

Is a who[ly new start, and a different kind of failure

Because-one has only learnt to get the better of words

For the thing one no longer has to say, ot the way in which

One is no longer disposed to say it. And so each venture

Is @ new beginNing, a raid on the inarticulate

With shabby equipment always deteriorating

In the general mess of imprecision of feeling,

Undisciplined squads of emotion.
From these Jong Ioose lines that approach colloquial speech,
but ‘have a Monumental polish which raises them above mere
fumination, one moves through the whole gamut to the in-
Cantation of the Intensely wrought impersonal lyrics. It is @
if one begins at an outer edge of banality, with the common
|angu§ge Which the writer has to raise from banality and
’e:UfmSh, to enq at that still centre to which all the ways,
Personal revelation, ascetic discipline, and the sheer effort of
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thinking through the problem of human
At the still point of the turning world’
nto the secularized world of the ordj
,Inent the sacred maes no spectacukrrargal,aonqgul;aze of argy-
extra but appears as a rediscovery of what hag 'b::e:wt ab
We had the experience but missed the meaning 0st—
point of intersection. —atthe
Eliot learned his kind of poetry from the Frenc
and post-symbolists; from having Laforgue as 3 major infl
ence in his early poems he came increasing|y r Stu:-
Mallarmé and Valéry, who demanded that the poeh shoulz
possess a singular artistic purity, communicating.only itself
a uhique complex of emotions. ‘A poem should\not mear;
but be’, is a phrase now becoming well-worn. Poetry is
seen as aspiring towards the coNdition of music. |t i
curious fact that in the Quartets we-have what is probably
the most perfect symbolist poem. . Eliot is able to solve the
difficulty never really by-passed-by Mallarmé and others, the
obstinately referential character of the language they wished
to distil iNto an aesthetic, essence. He does this by using
language to point to a feality beyond language: clusters and
corfespondences of iMages, rose and lotus, smoke and fire,
the wild thyme unseen and the winter sunlight, reach out
into silence,

time, hye Pointed:
( Burnt Yorton, 136)

h Symbolsts

Only by the form, the pattern
Can words or music reach
The stillness...

The result is a work which has the aesthetic purity and imper-
sonality of symbolism, while at the same time expressing
meanings in relation to human life (not, | think, purposes: for
the stance achieved is a suspension of the sdfsh will; the
lesson petitioned for in Ash Wedineslay, ‘Teach us to sit still’,
has now been learned): a work which both is and is about.
| think that difficulties of interpretation in the immensely
Suggestive and concentrated lyrical sections, as they aré

¥ [
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=
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explored by the commentators, may be removed, if we see
th:m as sy rbolist poems with an anchor of referential mean-
ing; whereas, for instance, Rimbaud’s ‘o saisons, o chateaux’

reconstructs ordinary vocabulary, thrning v'vords .into. 9Ure
counters of emotigy, and forming :LL I_ncantanon which invites
us to be spél-boupq if we are willing t.o abrogate our alle-
giance to ordinary verbal meanings and SIgnals,_ the wc?rds in
the Quartets which reach into silence are also linked with the
personal and common experiences on which the poem s
built. We have incantatory power, but not the spell at the
expense of meaning; and meaning is also sustained by the
recognition of the onward MoveMent of-history, personal,
cultural and cosmic, that historical devélopment which 1s real
however much man’s proper place May be elsewhere: ‘Not
fare well, But fare forward, voyagers”.

Eliot’s later poetry is consistéRt with his earlief, just as it
is a crude view of religious ‘eonversion which sees it as a fresh
start de novo. What js. expressed in Preludes as a hardly
connected fragment, ‘a-fancy curled round these images, ‘The
notion of some infinitely gentle, INfinitely suffering thing’, is
restated in a different key in the final Christian vision of love
and suffering\intertwoven in Little Gidding, when ‘the fire and
the rose are one’. What is new is the accomplishment and
suppleness of the language and the four-stress verse: this
language and verse is able to respond, simply and almost
transparently, to the writer’s reaction to what he called in an
éssay ‘the boredom, and the horror, and the glory' of human
life®. The constant interchange of singular and plural first
persqns' of ‘I" and ‘we’ in the stream of reflection, associate
us .Wlth the poet in a commgn humanity. The artistic dedi-
Cation of the symbolist poet js parallel to and not really
separable from. t.he humility of the man: the effort that we
T:: Siiﬁvqn;ﬂ::'tssv\;”a:rlyé:n‘g to _explulin the act of prayer—

St realized in a reconciliation of

j(he self v’vtth time that is both moral and musical, ‘Humility
is endless’, and the reward is
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NOTES 1

4 1 Cf.'lam glad you like The Cloud of Unknowi 0 There is no question
in it of “favors™ and rapturous feelings aves out the side which
is God's side—what God may give to‘the soul—and simply takes the |
other, practical side—that the soul.tries to give all itis and has. And '
that is all that we need worry ab&t'. The Spiritual Letters of Dom John :
Chapman, O. S. B., second QQ‘KP (1954) pp. 149-50.

2 |n this he is a late exampla of the Romantic circular movement from '
innocence to expenenqe wnd back to an ‘organiz’'d innocence’”: ‘In my
end is my beginni \ \ "‘ln its instinctive and natural stage, spiritual
life wears the garb” of innocence and simplicity ... the spiritual
sunders itself to self-realization. But this position of severed life has
in its turn to be suppressed . .. and the spirit has by its own act to
win its way to concord again’ (Hegel, Logic, quoted in M. H. Abrams,
Natural Supernaturalism (1971) p. 221).

8 Some critics however seem to find it too easy, from contemplating the
poem's religious discoveries or disclosures transposed, as it were. to a '
point outside the poem, to systematize Eliot's Christion vision. Thus
even the informative and sensitive Harry Blamires speaks of ‘bringing
together the dogmatic and the mystical... affirming life powerfully
and positively from the Chistian position’ (Harry Blamires, Word
Unheard: A Guide through Eliot’s Four Quartets (1969) p. 150).

* On recognition as the main mode of Eliot's poetry, rather than imme-
diacy of description or the action of the Wwill, see Denis Donaghue,
Thieves of Fire (1973) pp. 134-9. Mr, Donaghue sees the rose- -garden
in Burnt Norton as ‘an area of feeling and relationship.

F
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G. Singh
EZRA POUND AS A LETTER WRITER

Is not my soul laid open in these veracious pages?
do not you see me reduced to my first principles?
This is the pleasure of corresponding with a friend,
where doubt and distrust have no place, and
everything is said as it is thought.

Dr Johnson to Mrs Thrale (27 October 1777)

Pound wrote a large number of letters to some of the most
important writers and artists of his “time—William Carlos
Williams, Joyce, Yeats, Wyndham. Lewis, A. R. Orage, E. E.
Cummings and T. S. Eliot—letters which run to 463 pages in
D. D. Paige’s edition of TheLetters of Ezra Pound (1907-1941)
published in 1951. Another 90 letters written by Pound to
Joyce have been published in Pound/Joyce, edited by Forrest
Read (1967), and_there -are numerous others (especially those
addressed to Pound’s life-long companion, Olga Rudge) that
have yet to see the light of day.

In 1928 Eliot referred to the masterly nature of Pound’s
epistolary style! and what he said then is no less true today.
Pound's letters possess two essential pre-requisites without
which no epistolary style can achieve that masterliness of
which Eliot talks: verbal economy and pithiness on the one
hand, and the interesting as well as significant nature of
what is expressed on the other. Pound’s own view of what
constituted the efficacy of his prose style is relevant:

Poetical prose??? Hell. The great writing in either p or p consists
in getting the SUBJECT matter onto paper with the fewest possible

folderols and anti-macassars, When the matter isn't real, no amount of
ornament will save it.2
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While dealing with an extremely rich variety of themes,

Pound throughout maintains a conspicuous mdnwduahty of

style. In his introduction Mr Paige observes how Pound’s

idiosyncrasies of style and diction (such as ‘the abbreviationg

the deliberate mis-spellings, the capitalizations and the use :

of slanted lines for most of his punctuation’) caused scarcely

any bother when the letters were written, since ‘One wag too

interested in what he was saying’. This holds good even

today. In fact, far from creating any bother or hindrance,

these idiosyncrasies add to our enjoyment of the wit, irony

and sarcasm underlying Pound’s letters—gqualities in virtue of

which he manages, paradoxically eneugh, to establish a kind

of rapport with the reader which ho amount of geniality

or affability of tone could “have achieved. His earnest

honesty and selflesshess of “purpose is such that he does

not put off the reader even*when his attitude to the object

of his irony, sarcasmi—of cfiticism is a bullying one. And

when Pound dogmatises ot is ifrevefently iconoclastic he

does not sound-flippant ot self-complacent. For underlying

it all is a life-long concern for the health, progress and

vitality of the arts in general and for the art of poetry in par-

ticulare<a-concern which inspires the ctitically perceptive and

preghant comments he has to offer in his letters no less than

in his other prose writings. On heafing that Harriet Monroe

had planned to retire and visit her sister in Cheefoo, Pound
writes to her remonstratingly:

Having done your bit to provide a scrap of rudimentary ganglia amid
the wholly bestial suet and pig fat, you can stop; but | as a responsible
intellect do not propose (and have no right) to allow that bit of nerve
tissue (or battery wire) to be wrecked merely because you have a sister
in Cheefoo or because there are a few of your friends whom it would
be pleasanter to feed or spare than to shoot (27 December 1931)

The style and substance of what he says invariably conveys
Pound’s sense of personal authority as a practitioner or theo-

elician of verse as well as a reformer and a pedagogue,
critic and a judge. And this authority itself derives from
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pound as Letter Writer
sureness of perception and his conviction of being a 5
who deserved audience. ]
As early as 21 October 1908, he was, for instan

it ! Ce, arguin
with Wilam Carlos Willams to the effect that e

No art ever yet grew by looking into the eyes of the public, ruthless
or otherwise. You can obliterate yourself and mirror God, Naure, or
Humanity but if you try to mirror yourself in the eyes of the public, woe
be unto your art. At least that's the phase of truth that presents itself
to me.

But if Pound’s frankness and independence of judgment were
entirely undiluted with reverence’, he was no Jess ruthless
with himself than with others. On 21 May 1909 in another
letter to Carlos Williams, he accuses himself @t having

sinned in nearly every possible Way, even the ways | most condemn,
| have printed too much. [ have been prajséd'by the greatest living
poet (Yeats). [am, after eight years’ hammering against impenetrable
adamant, become suddenly somewhat of a success.

But if Pound's epistolary «jeremiads represented the very
opposite of ‘the usual editorial suavity’, they were neverthe-
less singularly free froM personal pique or Malice. There was
something nobly disinterested and impersonal about them,
motivated as they\were by a sense of idealism. ‘Until some
one is honest’, he tells Harriet Monroe,
we get nothing clear. The good work is obscured, hidden in the
bad. | go about this London hunting for the real. | find paper after
papef, person after person, mildly affirming the opinion of someone who
hasn‘t cared enough about the art to tell what he actually believes. It's
only when a few men who know, get together and disagree that any sort
of criticism is born (22 October 1912) .3

Thus, for all his dogmatic self-assurance, Pound not onllv
respected difference of opinion, but actually encouraged it
‘Of course we don't agree’, he wrote to Carlos Williams, ‘that
would be foo uninteresting’ (21 October 1908). And he told
Harriet Monroe that he has a right to be severe even though

: . | stand
for one man | strike there are ten to strike bf'—,ick at mekends L
exposed. It hits me in my dinner invitations, in My wee k

i
i
|

'
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reviews of my own work. Nevertheless it's a good fight (22 October
1912).

Of course, Pound was aware that the singular bluntness of
his expression offended—and still offends—some people. He |
meets this charge four-square: ‘My prose is bad, but on ne

peut pas pontifier and have style simultaneously” (March

1913). The seriousness of what was at issue outweighed

with Pound any question of style and decorum in the ordi-

nary sense of the term. Thus, while trying to persuade

Harriet Monroe to publish Eliot, he writes:

He is the only American | know of who has made, what | can call
adequate preparation for writing. He has actually trained himself and
modernized himself on his own. The rest of thelspromising young have
done one or the other but never both (mast of the swine have done
neither). It is such a comfort to meet a mam and not have to tell him
to wash his face, wipe his feet, and remember the date (1914) on the
calendar (30 September 1914).

But what Pound encouraged”others to achieve was some-
thing he had already achiewed himself. For the most part he
practised first and preached afterwards. While refusing Amy
Lowell permission toy associate his name with the anthology
of Imagist poetry.she was proposing to compile, Pound
observed:

The present machinery (of the Imagist school) was largely or wholly
my making. | ordered ‘the public’ (i.e. a few hundred people and a
few reviewers) to take Note of certain poems.

You offer to find a publisher, that is, a better publisher, if | abro-
gate My privileges, if | give way to, or saddle myself with, a dam'd
contentious, probably incompetent committee. If | tacitly, tacitly to say
the least of it, accept a certain Number of people as my critical and
creative equals, and publish the acceptance.

I don’t see the use, Moreover, | should like the name ‘lmagisme’
to retain some sort of a meaning. It stands, or | should like it to stand
for hard light, clear edges. | cannot trust any democratized committee
to maintain that standard. Some will be splay-footed and some senti-
mental.

Neither will | waste time to argue with a committee (1 August
1914).

e
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ippund as Letter Writer

It is this independence of taste, jud
that lies behind Pound’s admiration
(‘Blake, thtW. B.Y.is aWways going
has got Blake scotched to a finish’) and g Udir-Brzeskg
(‘the best of the young sculptors and the most Promising’)
and behind his energetic efforts to promote thejy wark., Tghe
gpistolary medium was one of Pound’s most effective meang
of propaganda, persuasion and crusade on their behalf, And
he was invariably bolstered in his crusade for the causes of
others by his determination not to say that ‘a thing is good
until he is ready to stake his whole position on the, decision’,
As an exponent of ‘minority culture’—and fot, Pound such
a culture was not so much a matter of intalerance or shob-
bery, as the outcome of critical disctimination and responsi-
bility—Pound would say: ‘My pantheonis considerable, and
| do not adMire until | have thought; that is to say | do not
admire until | (have) tested. ‘One has passing enthusiasms:
one finds in time lasting enthusiasms’ (March 1915). And
when, in the same vyeat\he desctibed T. S. Eliot as ‘quite
intelligent’, he added_that ‘intelligent’ was an adjective that
was seldom in his mauth.

But it is, aboveall, in his role as an instigator of modern
poetry—the sort of poetry that he wanted to write himself
and that he wanted others to wfite—that Pound makes his
mark in his letters. In his very fist letter to William Carlos
Williams (21 October 1908) Pound outlines his poetics as
follows:

gment and Perception
for Wyndham Lewis
on about!!l!Le Wi's

To me the short so-called dramatic lyric—at any rate the sort of
thing | do—is the poetic part of a drama the rest of which (to me_the
prose part) is left to the reader's imagination or impléd oriset in a
short note. | catch the character |happen to be i nterested N a_t thf:
moment he interests me, usually a moment of song, self-analysis. :j
sudden understanding or revelation. And the resl of the plaY Wz;’m
bore me and presumably the reader. | paint my man as| oncesve T
Et voila toutl

i it as
As to the language of poetry, Pound conceived

!
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‘language charged with meaning’. But at the same time pe
also believed that ‘Poetry must be as well written as prose,
Its language must be a fine language, departing in ng way
from speech save by a heightened intensity (i.e. simplicity)’
Opposing ‘Tennysonianness of speech’ as well as every
‘literaryism’, he points out that language is made ‘out of
concrete things', whereas expressions in non-concrete terms
are a laziness; ‘they are talk, Not art, not creation. They are the
reaction of things on the writer, not a creative act by the
writer’ (January 1915).

It is this poetics that is behind Pound’s) critical advice
and evaluations. For instance, while advising Dr W. H. D.
Rouse on his translations of the //iad ald the Odyssey Pound
refers to Homer’'s ‘raw cut of concrete reality combined with
the tremendous energy, the contact with the natural force'.
He contrasts Homer with Milton and Henly James, in so far
as what he calls the Homefic.reality ‘becomes mere pompous
rhetoric in Milton’, and “the Mijracle of Homer is that great
poesy is evelywhere latent and that the literary finish is up
to Henry James’ (April 1935). The absence of literary finish
in Homer, or of.unity of surface, reminds Pound of Dante. ‘I
suspect’, he\wwlites to Rouse, neither Dante nor Homer had
the kind of“boring “unity” of surface that we take to be
characteristic of Pope, Racine, Corneille’, thereby indirectly
alluding to, and to some extent justifying, the lack of such a
‘unity” in his own Cantos. Also while defending the didac-

ticism of his own poetry, Pound invokes the example of
Homer as well as of other poets:

| am perhaps didactic; so in a sense, or in different senses are
Homer, Dante, Villon, and Omar, and Fitzgerald's trans. of Qmar is the
only good poem of Vict. era that has got beyond afame de cenacle.
It'’s all rubbish to pretend that art isn‘t didactic. A revelation is always

didactic. Only the aesthetes since 1880 have pretended the contrary,
and they aren’t a very sturdy lot (9 July 1922).

So much for the reductive charge often laid against Pound
that he was essentially an ‘aesthete’|
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Among the Latin writers, as Pound wrote to Iris Barry,
‘Catullus, Propertius, Horace and Ovid are the people who
matter. Catullus most. Martial somewhat. Propertius for
beautiful cadence, though he uses only one metre. Horace
you will not want for a long time. | doubt if he is of any
use save to the Latin scholar ... Virgil is a second-rater, a
Tennysonianized version of Homer. Catullus has the inten-
sity, and Ovid might teach one many things’ (220 July 1916).
And recommending Golding’s translation of Ovid’'s Metamor-
phoses he writes to Sarah Perkins Cope (22 April1934): ‘being
an institution of learning yr. Eng. prof. will never have heard
of it though it was good enough for wm, Shakesbear. And any
dept. of English is a farce without it'’, ~Round told Harriet
Monroe that he considered the writings*of Confucius, and
Ovid’'s Metamorphoses ‘the only safe.guides in religion’, but
added: ‘This doesn‘t repudiate /‘The’ G(oodly) F(ere)”. Christ
can Very well stand as an heroic figure. The hero need not
be of wisdom all compounded. Also he is not wholly to
blame for the religion that's been foisted on to him. As well
blame me for. .. all the bunk in vers libre’. And while re-
fusing to accept /ANY "monotheistic taboos whatsoever’, he
described the./Meétamorphoses as ‘a sacted book, and the
Hebrew scriptures the record of a barbarian tribe, full of evil’
(16 July 1922).

The two troubadour poets who impressed Pound most
were Arnaut Daniel and Sordello. In the latter he found the
fusion of word, sound and movement to be so simple that
‘one only understands his superiority to other troubadours
after having studied Provencal and half-forgotten it, and
come back to twenty years later” (11 March 1937). Among
Italian poets it is Dante, Cavalcanti and Leopardi who
mattered to him most—‘Leopardi spelndid’, he wrote to lris
Barry, ‘and the only author since Dante who need trouble
you, but not essential as a tool’ (27 July 1917). He groups
Dante with Shakespeare ‘and various other excellent writers
who have understood why a poet cannot neglect ethics, and
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why an ethic which is afraid of analyzing the mo
action is very poor sham’ (?4 May 1936).
Pound, Dante’s poetry embodied that sense
testant world has /ost'—'the sense of menta|
rottenness’ (April 1937) which forms the ¢gq
Pound’s own poetry, especially the Cantos.

As lyric poets endowed with that quality which
the imagination of the modern mind, and which in f
titutes the essence of modernity—
Villon and Leopardi together. While dismissing Tagore's
philosophy, he pointed out that it didnt 6ffer much for 3 !
man ‘who has ‘“felt the pangs” or(been pestered with |
Western Civilization. | don’t mean quiite that but he (Tagore)
isn’t either Villon or Leopardi, and\the modern demands just
a dash of their insight’ (22 April 1913).

Among older English poets- it is Chaucer and Shakespeare
whom Pound commends most, and- Milton
whom he most berates,

tives Of :
According to
hich “the pyy.

and - spirjtyq)
fner-stong o

Captures
act cons.-
Pound grouped Catullyg,

and Wordsworth
‘And English poetry????" he asks
Iris Barry, ‘Ugh. Perhaps one shouldn’t read it at gl
Chaucer has in him all that has ever got into English. And
if You read Chauger yoy wiil probably (as | did though t here
IS ho reasgp~why you shoyld be the same kind of imbecile)
Stdrt Writing archaic English, which you shouldn't (27 July
1916). in Shakespeare, op the other hand, Pound admired
his mastery over a Variety of intonations, varying speeds of
Utterance and of septence Movement. He quoted a line from
Pericles: ‘Faith, she would serve, (pause)/after a long voyage
at sea’ and comments: ‘The cadence js so well-taken that
even the archaism in the first word doesn’t dim the natural-
Ness of the sentesnce’ (4 November 1937). However, Pound's
Way of reading ang admiring Shakespeare was all his own,
for it went hand in hand with his loathing of what he calls
all stage stuff’. | think the reason | loathe all stage stuff’,
he Wrote to Ropald Duncan, ‘s that it is split. | can stand
ba.d theatre in the theatre, but when | read Shxpr | don't
think of stage, | think of people. Anything that asks the reader
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o t! of effect or how it wd be on acts
reallty of fact presented’ (17 March 1938), i

In his criticism of Milton and Wordsworth—but especially
of Milton—Pound, instead of judging Milton’s poetry on its
own merits, tends to judge it in the light of its relevance to
modern poetry. In a letter to Felix E. Schelling (8 July 1916)
he points out how ‘Milton ruined his work by not under-
standing that the genius of English is not the genius of
Latin, and that one can NOT write an uninflected language
in the same way, using the same Word-order that serves
in an inflected language’. As to Wordsworth Pound’s
judgment is even more drastic and, so |t appears, quite
unjustly so. He not only calls him ‘a dull*ﬁeep but he
regards his achievement as inferior to ~French prose. ‘He
will do you no good’, he tells Iris Barry, ‘though he was
better than some, and if there weérte) ho French prose and
nothing worth reading one might\learn a little about descrip-
tions of nature from his endless 'maunderings’ (27 July 1916).

Among the Victorian,poets, it was Rossetti, Morris,
Fitzgerald, Swinburne and Browning who interested Pound
most and who constituted a sighificant influence on his own
developMent as a (poet and a craftsman. ‘If you'll read
Yeats and Browning and Francis Thompson and Swinburne
and Rossetti’, {Pound wrote to William Carlos Williams (21
May 1909), ‘you’ll learn something about the progress of
Eng. poetry in the last century. And if you'll read Margaret
Sackville, Rosamund Watson, Ernest Rhys, Jim G. Fairfax,
you'll learn what the people of second rank can do, and
what damn good work it is. You are out of touch. That's
all’,

[
But it is Pound's letters to the poets, writers and artists of

his own century that acquire a peculiar degree of incisiveness
and relevance which attest to his vital involvement in the

ERE |
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" ghaping of modetn literature and in resuscitating, as g i
; ithe dead art of poetry’. Although Pound never mes

Hardy personally, ,
when Hardy’s poetry was not in vogue, wrote admiringl.y;
about it. In one of his replies to Pounds letters when Hardy
sugested changing the title (?f Homé{ge to Propertius, Poung
found the suggestion both ‘impractical and infinitely inya-
luable’ and commented: ‘don’t know that T.H. realized hoy
much he was revealing of the gap between himself and the
'90s. But he woke one to the extent of his own absorption
in subject as contrasted with aesthetes’ preoccupation. with
reatment’” (8 July 1922). A few years gfter Hardy’s death
Pound wrote to W.H.D. Rouse, saying:\.'Nobody has taught
me anything about writing since Thomas Hardy died. More’s
the pity’ (30 December 1934). “And when in 1936 Eugene
O’Neill received the Nobel Prize-for literature, Pound, who
considered O'Neill as ‘a’«post-Shavian derivative’, noted;
‘Shaw himself a mere louse’in comparison with Hardy, Joyce
or H. James. And Lewis and O’Neill less than G.B.S. Have
always thought pogr.old Upward shot himself in discourage-
ment on reading/of award to Shaw. Feeling of utter hope-
lessness in struggle for values’ (December 1936). If Hardy
figured so\high in Pound’'s esteem it is because of certain
qualities that no othef contemporary writer possessed in the
same degree. In his note on Hardy's Collected Poems
Pound observes: ‘Now there is clarity. There js the harvest
of having wfitten 20 novels first' (April 1937). For Pound,
Hardy's poetry presented qualities which poets like Eliot
Were not capable of appreciating. ‘Mr Eliot don't like it’,
Pound says apropos of Dunning’s poetry, and adds: ‘but then
he don't see either Yeats or Hardy' (February 1925).
. Hpotmd Was'also Qne of the earliest critics to recog"i;e
dildnl't EkWefei:l_CeS genius as a prose writer, even'though "z
"l Mor:m as a person. ‘Detestable person’, h? te |
B o 1913). ‘but nasda et

ed the proper treatment of modern. subjects

he correspoded with him and, at g time
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ca 5> | did. That was in some poems in The Eng. By A
~in another letter to Harriet Monroe: ‘Lawrence, as you' kfnow, ke

gives me no plea.sure. I\!evertheless we are lucky to get _

hrm... | recognize certain qualities of his work. If | were |

an editor | should probably accept his work with at realing .

itt As a prose writer | grant him first place among the

younger men’ (23 September 1913). To have recognized

Lawrence as a prose writer as early as 1913—and then only

on the basis of the early novels The White Peacock, The

Trespasser and Sons and Lovers—was no mean achievement,

In fact it was as important as recognizing, and making others

recognize, the merit of Eliot or Joyce. X

Together with Joyce and Eliot—and even before meeting

them —the writer Pound came to know best,was Yeats. Either

from Venice or soon after his arrival in .London in 1908 he

must have sent Yeats a copy of A Lume- Spento and got an

encouraging reply from him, because in May 1909 Pound

writes to Carlos Wi liams to say:that he has been praised by

the greatest living poet. And four years later, in a letter to

Harriet Monroe, he tells het'that Ford Madox Ford and Yeats

‘are the two men in Loadon. And Yeats s already a sort of

great dim figure with()its associations set in the past’ (13

August 1913). Nevertheless Pound’'s esteem of Yeats as a

poet led him to/Value Yeats's opinion as a critic. While

admitting in a letter to H. L. Mencken (17 March 1915) that

there might be reasons for an editor’s reluctance to publish

his poem ‘The Temperaments’, Pound adds: ‘Still, Yeats likes

““The Temperaments’’. He says | have achieved the true Greek

(he should say Roman) epigram’. Similarly, when Amy Lowell

—whose ‘talents and temperament’ Pound regarded as beind

always political rather than literary of artistic—suggested that

he should contribute to a ‘democratized anthology’. .POL‘md

made his agreement to do so conditional on hef inst'tlﬂ'n?i

a yearly prize for poetry to be adjudged by Yeats, Hueffer atn's

myself’ (30 August 1917). In 1913 he also agreed to be Yea Sin

secretary and went to live with him at Stone Cottage
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Sussex. ‘My stay in Stone Cottage’, he wrote to his mother

in November 1913,

t be in the least profitable. Idetestt hec ontry. Yeats wil
time and bore me to death with psychigl research
it as a duty to posterity.

will no
amuse me part of the tir
the rest. | regard the vis

At that time Pound was SO impressed by Yeats's work that he
could write to Amy Lowell(23 March 1914):’l think Lawrence
and Joyce are the tWwo strongest prose writers among les
jeunes, and all the rest are about played out. And we could
have anything Yeats happened to do’. But by 1916, as he
wrote to Iris Barry, he had already started being somewhat
impatient with what he calls ‘sham Celticism . . . imitations
of imitations of Yeats, and of the symbolistes ad infinitum.
Soft mushy edges’. Yeats kept producing more and more, but
for Pound his later output showed“a noticeable decline. ‘I
don’'t think Yeats's Silentia Lunae hangs together’, Pound
wrote to John Quinn (4 June“1918),

At least, | don't think it inCthe same street with his Memoirs as
wiiting. And | find Noh unsatisfactory... And | admit there are beautiful
bits in it. But it's all tee.damn soft. Like Pater, Fiona Macleod and
James Matthew Barfies not good enough.
And when Yeats’s\Collected Poems appeared, Pound asked
T.E. Lawrence, (August 1920): 'Is Yeats any worse than the
last volume Jof Conrad’s? As for idyllic and romantic—thought
they wereW.B.Y's particular line. Howsomever!’ Nevertheless,
acouple of years later, while writing to Felix E. Schelling (8July
1922), Pound indicated his literary debts and influences,
including Yeats among them: ‘Considerable encouragement
’“_3 tell people to go to hell, and to maintain absolute intran-
sig€ance, recd. from Mr. W, B. Yeats’.
p It is highly probable that in his open criticism of Pound's
antos—a Frltlclsm which Pound thought misled people more
than anything ejse written abouyt them—Yeats was to some

extent prejudiced by Pound's criticism of him. ‘God damn
Yeats' bloody paragraph’,

) Pound writes, commenting on
Yeats's assessment of the Ca

. ntos in A Packet for Ezra Pound,
one more to prevent people reading Cantos for what is on

i
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A Portrait of the Artist as a Young Man and Ulysses subse-
quently gave way to reservatioNs concerning Joyce's later
work—reservations that brought about a certain coolness in
their relationship. On 18 February 1915, Pound wrote to H. L,
Mencken: ‘The prose writer | am really interested in is James
Joyce ... The Egoist is using a long novel of his (A Portrait)
as a serjal. It's damn well written’. Pound's admiration, of
course, was always tied up Wwith his disinterested zeal in
promoting ot only the cause of the particular .vas\t;r, but of
literature in general. Hence in 1916 he wrotggj"é}very strong
letter re JoyCe’ t0 an American publisher ‘adyising him to print
the Joyce in preference to my book—(7hisGeneration, never
published)—if his capital is limited.«l ¢an‘t go further than
that’. In fact, as his lettefs 10 Joyc€ and to others on behalf
of Joyce show—of which more later—Pound did go even fur-
ther. So that while indicating.the sort of pefiodical he wanted
to have a right to appear in,\a sort of’ “official organ” (Vile
phrase)’, he obseftved: /a ‘place where | and T. S. Eliot can
appear once a month((or once ah ‘issue’) and where Joyce
cah appear when“he likes, and where Wyndham Lewis cah
appear if he comes back from the war’ (January 1917).

The ninety letters that Pound Wrote to Joyce between
1913 and 1937 (Pound/Joyce, edited by Forrest Read)
coNtain the same degree of frankness, critical acumen and
insight as the letters in Paige's edition. But somehow they
are lacking in that biting irony and safcasm, verbal and
stylistic, which characterize the former. And this largely
because in his letters to Joyce, Pound was more interested
in advising him on various problems and in paving the way
for his recognition, than in displaying his own wit, and
critical authority. In other words, he was, as Horace Gregory
said, acting as ‘the minister without portfolio of the arts.
rather than exercising his creative powers as a letter writer,

Having experienced difficulties in getting his own work

any other one smoke screen’ (February 1“93?)’.
In the case of Joyce, 100, Pound's early enthusiasm for

A j
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printed, Pound knew how to advise and caution Joyce,
have’, he wrote to Joyce (17 July 1918), ‘as much Trouble as
you do in getting printed—tho’ | am much milder & far
less indecent=au moins=je suis peut etre un pey plus
phallique, mais mi interessent moins les excremens e les
feces humains et des bestiaux’. In another letter (10 June
1919), while calling Joyce ‘gloire et decor de I langue Irgo-
Anglais’, he still points out certain defects and limitations in
Ulysses, affirming among other thingS that ‘Mass effect of
any work depends on conviction of author‘s sanity . . .
Abnormal keeness of insight 0.K. But obsessions arseore-ial,
Cloacal, deist, aesthetic as opposed to arsethetic, any
obsession or tic shd. be Very cafefully considered be
being turned loose’. .
However, since Pound Was not“interested in Joyce s later
Work, Joyce seemed to forget \all the praise and perceptive
criticism Pound had expressed in respect of Portrait and
Ulyssesand started feeling a certain resentment against the
lattey. Far from effecting, as was claimed for it, a revolution of
the word,* Joyce’s.Jater work appeared to Pound—and both
H. G. Wells and; Mater on, F. R. Leavis were to concur with
him—‘as essentially a mosaic of nonsense syllabication’, *
almless search for exaggeration’.
Radio talks on Joyce, Pound sums
Joyce's strength and originality as dj
contrasts it with the ‘aimless search
characterises Finnegans Wake:

fore

an
In the last of the Rome

up what he thought of
splayed in Ulysses and
for exaggeration’ that

Joyce hit his high in Ulysses/There was still exuberance/In Finnegan
he is hunting /he is experimenting with a technique/bourgeois diversion/l
havnt patience to wade through it/thank god | am not employed to
estimate the amount of real metal in low grade ares/(no pun intended).b

Together with Joyce, the writer Pound helped most was
Eliot to \whom some of his most  stimulating letters are
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e Swug nf J. Alfred Prufrock' ‘the most imemnlng mmm

L I've had from an American’, as he wrote (October 1914) k-
—Harriet Monroe rejected it, Pound wrote back indignantly: :
‘No, most emphatically | will not ask Eliot to write down to
any audience whatsoever . . . Neither will | send you Eliot's
address in order that he may be insulted” (9 November 1914).
In another letter (31 January 1915) he met her objection more
specifically: .

‘Mr Prufrock” does not ‘go off at the end’. It is a portrait of failure

or of a character which fails, and it would be false art e it end on

a note of triumph. | dislike the paragraph about Ham t it is an early

and cherished bit and T. E. won’t give it up, and the only portion
of the poem that most readers will like at f|r | don’t see that

ing,

it will do much harm. Q

For the rest: "a porirait satire on f can‘t end by turning that
quintessence of futility, Mr. P. into a_ med character breathing out
fire and ozone.
Apart from backing Eliot, 'sD'eh comments also created the
taste according to which his poetry could be appreciated, off-
ering, as they did, what might well be regarded as a critical
appraisal in a nutsitef of Eliot's early poetry. In another letter
(1 December 1815y *Pound tells Harriet Monroe that he finds
‘Prufrock’ ‘morelindividual and unusual than the ‘Portrait of a
Lady’l | chose it of the two as | wanted his first poem to be
published to be a poem that would at once differentiate him
from everyone else, in the public mind’. And in a letter to
Margaret C. Anderson (August 1917) he admits that ‘Eliot has
thought of things | had not thought of, and I'm damned if
many of the others have done so. Inventive, creative, or what
not’. In fact, together with his honesty and generosity in
praising Eliot, went Pound’s almost paternal concern for his
career. When, for instance, Eliot wrote a pamphlet £zra Pound,
His Metric and Poetry in 1918, Pound wrote to H. L. Mencken
(12 March 1918):

i No, | did not write it, Eliot wrote it, but it would be extremely un-
wise for him, at this stage of his career, with the hope of sometime

o
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3 o®9 baid by elder reviews, and
general of not utterly bt c hi g his chp
have signhed it,

Published by the Od;ll.'y-: bl
Ces in varioyg qua rt‘?’éfl 1
And in his very first letter to

edition (24 December 1921), w
and modifiat bns to be m de in the Origina| drafy of Thy

Waste Land, Pound includes a doggere| ‘Sage Homme'
wittily epitomises the genesis of Eliots poem -

Eliot, as it Stands i, Pai‘ég |
hile oyt to discuss BXCis'uohs J
Which i
Sage Homme
These are the poems of Eliot
By the Uranian Muse begot:

A Man their Mother was,
A Muse thejy Sire,

How did the printed Infancies result
From Nuptials thus doubly difficuit?
If you must needs enquiré
Know diligent Reader
That on each Occasion ]
Ezra performed the Caesarean Operation,
It was characteristié of Pound that h
his part in the shaping of
only in a Personal letter 1o
struck him 3s Original in it,
its merit—even ‘dragging
arouse the blasted sSpectat
(January 1931). And wh

e should have asserted
the fina| version of The Waste Land

Eliot, while praising openly what

writers asking for subscriptions "”I'
Order that T. S. Eliot May leave his work in Lloyd’'s Bank and
0 literature’ (March 1922). :
in aspects of Eliot’s later career which
0Ssum'’s rep. for decorum and subtlety.
Ummings (10 November 1926), was
barrier between him and Eliot. Anofher‘
arrier was that constituted by E“ofs.
© John Drummond (18 February 1932): ;

devote his whole time t

But there Wwere certa
didin't interest Pound.‘p
he Wrote tq g B.'p

already SOmething of 5

and anp €ven greater b
Criticism, ag he wrote ¢

B
A )
r
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is bad but that he hasn't seen where it leads. What it leads TO, Attention
on lesser rather than greater. At a time when there ig imperative need
of a BASIS, i.e., what ole Unc. Wm. Yeats called ‘new sacred book of
the arts’. Something, or some place where men of good will can meet

without worrying about creed and colour etc,
Pound was even less enthusiastic about Eliot's plays. ‘Waal’
he wrote to James Laughlin (January 1936),

| heerd the Murder in the Cafedraw! on the radio lass’ night. Oh them
cawkney woices, My Krissz, them cawkney woices. Mzzr Shakzpeer still
retains his posishun. I stuck it fer a while, wot wiff the weepin and

wailin. And Mr. Joyce the greatest forcemeat since Gertie. And wot iz
bekum of Wyndhaml N\

My Krrize tham cawkney voyces |

DN

Apart from literary differences, there emerged, as time went
on, even differences of personality apd. judgment between
Pound and Eliot. Once settled in life as part of the establish-
ment, Eliot drifted increasingly away from what Pound stood
for. In a letter to Henry Swabéy*(March 1936) Pound refers
to ‘the respectable Anglicans; ROgers, Andrewes (whom Eliot
dare not disagree with) s~ And while expounding his plan to
F. V. Morley (Februar§(1937) for the proposed book The New
Learning (which Faber and Faber Were to bring out) he asks:

How much does Ez git fer eggsposin hiz iggurunce? In the braSs-
covered manner??And When do you want the mannerskrip to git to deh
printers?? An how you gwine ter keep deh Possum in his feedbox when
| brings in deh Chinas and blackmen?? He won’t laaak fer to see no
Chinas and blackmen in a bukk about Kulchur. Dat being jess his low-
down Unitarian iggurunce.

In another letter to F. V. Morely (9 May 1937) Pound
makes a bantering comment about Eliot: ‘1 got some reflex-
shuns on deh Possum, co’s of co'se he's kulchurd az hell.
O long about his ducksun to Sam Johnson‘s Vanity. Waal,
naow | axs you is Sam Vanitied??’ But if Pound was critical
of Eliot in his letters to others, he was no less sO in his
letters to Eliot himself. In a letter to him (14 December 1937)
he invites Eliot to write a piece ‘saying just and plain wot
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+ 2 il : . --'"fd.'_ i
R r'i!ink a styge (notta stooge) |:3laye orter
S neen't be Jong, as | know you're lazy,
be in that keerful Criterese thc.h S0 suc
you in the stinking and foggy cimik agin t !
However, you can say wot you ”ké (Mot i Vs w's '
they cdn't translate that wiffaht losink somfink, p tinq lee,'"‘:'f_.
Eliz's and the Pos’s English)’, Pound even a

dvisegq Ron atd < .
Duncan (August 1939) how to ‘eschew

Mr.Eliot’g affecteq
and artyficial language’. And yet he yae always keeny,

interested in Eliot the man and profoundlx aPpreciatiye of
what his art represented at its best. \

Pound’s critical esteem of Wyndham  Lewis 0o went, for
some time at least, hand in hand with his friendship for ang
2red him 3 great artist—
in a letter to John Quinn (March 1916) he even went so fgy
as to affirm that Lewis has got ‘so much more jp him than
Gaudier'—and  at the same time an important Prose writer, '
and regarded Tarr as comparable to Ulysses in modernity ang
originality. And when in a letter to Ronald Duncan (17
March 1938) he recalied the achievement in art and literatyre
of the early yearsiof this century, he mentioned Lewis, along
with Gaudier. 4ng himself:
I come back~to thin

Vige Versa, plus me,

recent headlines |
in 1909-1910 plus €€ points plus a small nucleus
of actug poems (H.D

f -D., Aldington, one of Bill Williams which were
distinct from the stuff lolling about in 1911),

Pound’'s admiration for Lewis, and for that matter Lewis’s
admiration for Pound, dig not

Cancel the difference of opinion
between them, as One can see
‘No one could pe “wholly

be’, an =

But algg it oo LS
Cessfully D.r.o" ;
he bareboreians N
N epistolyy

gs effected. Th

ere were Gaudier
There was befo

and Lewis, or '

In sympathy”" with The Little
Review’ Pound Wrote to Harrjet Monroe (1 February 1919_),
‘any moye than | coylg be wholly in sympathy with Lewis:
my only Contention g that genius ought to exist, and that

ALL Publicationg should not exclude it.  And in a letter to
John Quinp, (19 June

_ 1920) he indicated the class to whic:
Lewis belonged: At Gaudier, Lewis, Joyce, one want
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in fact enabled Pound, Lewis and others to attain to ﬁﬁéf.'kﬁ i
- of freedom and individuality in thejr writings which Pound

U

R . 5

b valued so _much. “/f you are looking for people who agree gl

|. with you! I!1", he wrote to James Vogel (23 January 19295 ‘}:'
4 " {

How the hell many points of agregment do you suppose
there were between Joyce, W, Lewis, Eliot and yrs. truly in
1917; or between Gaudier and Lewis in 1913; or between me
and Yeats, etc.?’ Pound’s own relationship with Lewis ang
others brings out his complete dedication to the principle of
a genuine and intelligent difference of opinion between tHots
whom he moye oy less regarded as his peers. F stance,
while warning Lincoln Kirstein (May 1931) of the danger of
confusing lyric iMpujse and editorial function, he observes
that ,

As lyricist you can WANT (and shd. want) whatever you damn
please. Editorial function something vefy. different. In that function
one has to (at least) observe, admitithe capacities of people who like
what one does NOT like, )

Life wd. have been (in my \'case) much less interesting if | had
waited till Joyce, Lewis, Eliot, D.H. Lawrence, etc. complied with what
my taste was in 1908,

O HELL, how shall -l put it. My son, elucidate thine own bloody
damn point of view by'its.contrast to others, Not by trying to make the
others conform.

William Carlos Williams too came—and quite early in his
cafeer as a poet—under Pound's influence. Between 1908 and
1930 Pound wrote 17 letters to Williams—Ietters which indicate
the extent of Pound’s formative iNflueNnce on him. In his
first letter (21 October 1908) Pound outlines the fundamental
tenets of his own poetics, while commenting at the same
time on Williams' criticism of him:

Good Lordl of course you don't have to like the stuff | write. .'
hope the time will never come when 1 get so fanatical as to let a man's

like or dislike for what | happen to ‘poetare’ interfere with an old

friendship or a new one . . .
| am damn glad to get some sincere criticism anyhow . . .

i
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cising Williams' poetry ‘as if (it) were my own work”:

Individual, original it is not, Great art it is not. Poetic it is, but there
are innumerable poetic volumes poured out here in Gomorrah. There ig
no town like London to make one feel the vanity of all art except the
highest...

He added in a postscript: ‘And remember a man’s real work
is what he is going to do, not what is behind him. Avantj e
coraggiol’ And when in December 1913 Williams sent hjs
poem ‘La Flor’, Pound found it ‘good” and ‘gracious’ and
added:

Your vocabulary in it is fight. Your syntax stili~strays occasionally
from the simple order of speech ... | think ‘gracious’ is the word |
should apply to it also as a critic. It is dignified.»t has the air of Urbing.
| don't know about your coming over. | stikithink as always that in the
end your work will hold.

Along with his encourageMent went Pound’s critically
frank exposure of what constituted the weakness in Williams’
poetry. ‘The thing that saves your work,” Pound wrote to
him (November 1917),Vis opacity, and don’t you forget it.
Opacity is NOT an-American quality. Fizz, swish, gabble of
verbiage, these are echt Amerikanisch’.

vV

Pound extended the help, encouragement and criticism
that he offered to poets and writers, also to translators.
W.H.D Rouse, the translator of Homer, and Laurence Binyon,
the translator of Divina Commedia benefitted considerably
from Pound's criticism as expressed in his letters to them.
Between 1934 and 1937 he wrote a dozen letters to Rouse,
and between 1934 and 1938, 9 letters to Binyon. In advising
Rouse (30 December 1934) on his translation of The Odyssey
as to how 1o avoid doing what, according to T. S. Eliot,
Gilbert Murray had done—i.e., erect ‘between Euripides and l
the readey a barrier molfe impassable than the Greek
language’—as well as how to achieve a translation that would
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satisfy those who are ‘too sensitive to read the
provided by ““adorned” translations’, Pound asked him, above
all, to ‘keep the drive of the narration’ and at the same time
to produce the ‘raw cut of concrete reality’ (April 1935). And
if Pound himself did not undertake the translation of Tpe
Odyssey, it was, as he poOinted out, for three simple reasons:
firstly, ‘Am on a job (or perhaps two or three) that needs all
the brains I've got’; secondly, ‘Too god damn iggurunt of
Greek’; and thirdly, ‘When | do sink into the Greek, what |
dig up is t00 concentrative—l don't see how to get unity
of the whole'. And yet he kept ‘nagging’ Rouse< because a
translation of The Odyssey seemed to him ‘ggt t}hor’;nous an
undertaking, and the requireMents include ‘all the possible
Masteries of English’ (23 May 1935). '

Pound’s criticism doesn’t seem toshave gone down very
well with Rouse who complained that he was cursing him
for not making his kings talk like gangsters. ‘No,’ Pound
replied in what is his last lettet“to Rouse included in the
Paige edition (November 1937),

| am not cursing you fer moty makin your kings talk like gangsters. — —
Where the translation’<can be improved is in dimension of inflection
of the voice. Possibly 'no change of vocabulary required, but the greater
variety of intonation‘and of sentence movement. The indication of tone
of voice and varying speeds of utterance. In that, Homer is never
excelled by Flaubert or James or any of ‘em. But it needs the technique
of one or more life times.

An indefatigable helper and caMpaigner for causes other
than his own, Pound had now and then also to think of
himself. ‘I do have to stop and earn my board now and
again, Malheureusement,’ he writes to Margaret C. Anderson
(January 1918). And in another letter to her (February 1918)
he observes: ‘I do not want to sink wholly into criticism to
the utter stoppage of creation’. Although Pound had already
achieved Mauberley, Homage to Propertius, the firgt fouy
cantos and a number of shorter lyrics, he wrote to Elot (24
December 1921): “Complimenti, you bitch. | am wracked by

tushery

|
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the seven jealousies, and cogitating an excuse for always
exuding my deformative secretions in my own stuff, and
never getting an outline’.

However, Pound’s concern with his own creative work
never affected the help and advice he was always willing to
give to others. Nor was there anything pompous or pedantic
about such advice. ‘Your stuff holds my eye’, he wrote to
Marianne Moore (16 December 1918), ‘Most verse | merely
slide off of (God 1do ye thank for this automatic self-
protection), BUT my held eye goes forward very'lele, and
| know how simple many things appear to,’me, which people
of supposed intelligence come to me to-have explained’.
And if he praised something, his praise was pointed and
discriminatory, and not based on afiable banalities. ‘Defini-
teness of your delineations’, he tells MariaPne Moore in an-
other letter (1 February 1919),{is delicious, in all the austefity
of that much abused term Must go on with it, you must.
Thank God you don’t tend toburble of to produce “FOUR
epics” in one vol. as per last ad. of Amy".

But in spite of:the mantle of the teacher that Pound habi-
tually donned inhis letters, he was far from being oblivious
of his own.lactinas and limitations. ‘'The bounds of even my
knowledge Yare not without their limit’, he tells lris Barry
(27 July 1916). However, this didn't prevent him from trying
to teach and stimulate others—‘trying to provide’, as Yeats
remarked, ‘a portable substitute for the British Museum’
(22 April 1934). When, in November 1924, R. P. Blackmur
proposed that Pound should undertake some explicatory or
interpreta;ive work —the exact nature of this project isn'‘t clear
from Pound's reply and in the absence of Blackmur's own
letter there is no other way of ascertaining it—Pound replied:

Adagiol Give me a little time, perhaps | may even manage a little
cosmogony. The first impression of life is somewhat chaotic. Mind you,
| can’t at this stage guarantee to indicate the curvatures of Euc—or non-
Euclidean space with a precision that will satisfy the Ecole Polytech-
nique. And we agree, je crois, that one can no longer put Mt. Purgatory
forty miles high in the midst of Australian sheep land.

.
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i's sense of creative integrity. 'l have had to scrap a full
year's work more than once’, he wrote to William Bird
(17 April 1924), ‘that is what art is and why it is so damn
rare’.

As a teacher and critic, it was natural that university edu-
cation, especially in the United States, of which Pound had
had first-hand experience, should have come under his critical
scrutiny. In a letter to Simon Guggenheim (24 February
1925), while congratulating him on the terms of the
Guggenheim Memorial Foundation, he voiced h§concem
that educational endowments should in geﬂ'&l tend ‘to
produce mediocre students and to stop the g"‘od man just-as
soon as he starts’. In support of his argument Pound quotes
what his old professor, Schelling, whom he tried to persuade
to admit some men of literary ability, once wrote to him:
‘the University is not here for the unusual man’. One of the
factors that contributed to the Situation of American univer-
sities—‘flagrant cases of «men of unusual ability hampered,
by financial stress, while*hundreds of mediocrities swallowed
up America’s heavy/vendowments’'—was the neglect of
literature and the arts—'the best Means of inter-communica-
tion; the most \condensed, the least likely to be vain argu-
ment.’ This neglect itself could, at least partly, be attributed
to the American parody of German philology which is ‘often,
Most often, not a system of enlightenment but a conspiraCy
to prevent the student from learning more than his teacher'.
Concluding his letter to Guggenheim, Pound wrote; ‘If this
note is harsh, set it down to my desite for clarity; if
disjointed, to a desire for brevity’. Some years later, in a
letter to Lincoln Kirstein (May 1931), he returned to the
subject of educational endowments and of what is wrong
with academic life:

The endowments are sabotaged. Even when some vague and good
natured millionaire ‘founds’ something with allegedly cultural or creative
intent, the endowment is handed over to academic eminences who are
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class painter or writer as | shq, be of
|

e, irst
: ble of p1 kg a firs i o 1
as incapa per mine. The one thing they are syrg to

making a sound report on a cop .
hate is the germ of original capacity.

And when in a letter 10 Pound, Schelling accused him qf
being embittered, Pound answered back with a touch of

humour and irony (April 1934):
As for my being embittered, it won‘t wash; everybody who comes fot

me marvels at my good nature.. . ' : | |
| have never objected to any man’'s mediocrity, it is the idiotic P 1

that a certain type of mediocrity has in the presence of any form of the
real. And the terror of newspaper owners, profs, editors, etc. in the
presence of idea. | have documents stacked high, \from men in most
walks of life. Proved over aNd over again- Nointellectul life in the
univs. No truth in the pfess. Refusal to look at fict,

He concluded his letter by throwingidown both a challenge
and a practical suggestion to Schelling:

You ain’t so old but what you cd. wake up. ANd you are too respected
and respectable for it to be any-reahrisk. They can't fire you now. Why

the hell don’t you have a bit_of real fun before you get tucked under?
Damn it all, | never did\ dislike you.

One of the objectives Pound campaigned for in the early
decades of this .6éntury was what he called the unGerman-
ization of American Universities. ‘I now see,’ he wrote to
Harriet MonFoe (29 November 1917),

that some professors have proclaimed it. NOT, of course, because they
know what or why, but on ‘pathriotic’ grounds.

However, that also should be encouraged. And the nature of
Philology, as a system of dehumanization, gone into.

And in April 1929, while acknowledging the receipt of a

C'_ICUIar' Pound wrote to the Alumni Secretary of the Univer-
sut_y of'Per?nsylvania: ‘The matter of keeping up one more
:);;ozc:fali?s;tu:‘ion in_a retfograde country seems to me to Pe
and circu|art |Ose still bamboozled by mendicancy, rhetoric,
St etters. ... All the U. of P. or your god damn

d€ or any other god damn American college does or will

do fora mga
n of letters is to i ihout -
: ask Wi
breaqng the silence him to go away |
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"ieapp'réisals
and epitomizes the essence of modernism in poetry, engaging
our attention in such a way as to make us participate in the
currents and cross-currents of twentieth-century literary and
cultural history. In an early essay of his, ‘I Gather the Limbs
of Osiris’,® Pound observes that as an artist he dislikes
writing prose. ‘Writing prose is an art, but it is not my art’.
But this was not so much the result of any inherent incapacity
or temperamental ineptitude on Pound’s part, as the corollary
of his belief, as he wrote to Binyon (30 August 1934), that
‘criticism should consume itself and dlsappeatﬁ | think it
mostly does in my ABC of Reading). ._Al;ld yet Pound’'s
prose, especially in his letters, creates, as-leavis said apropos
of Hardy's poetry, a style out of stylelessness,” because for
all his conscious as well as unconscious Americanness,
Pound was, from the very outsef,fully aware of the difference
between American English and. British English, and he leaves
us in no doubt as to where. his preference lay. 'They, the
American brood,” he wrote to Harriet Monroe (March 1913),
‘have ears like elephants and no sense of the English lang-
uage’. As an admiter of Joyce, D. H. Lawrence and Ford
Madox Ford, Pound not only had that sense in abundance,
but he also impressively displayed it in his own prose Writ-
ings in general and in his letters in particular. It is not
merely control of prose style and technique as such, but
something else that accounts for Pound’s epistolary mastery.
What he said about Picasso’s art applies as much to his own
prtose and poetry. ‘It is not merely knowledge of technique,
or skill, it is intelligence and knowledge of life, of the whole
of it, beauty, hell, sarcasm, every kind of whirlwind of force
and emotion’.

To conclude, Pound’s letters are an incoMparably vital and
significant contribution to an already rich epistolary tradition
in English that embraces Swift, Pope, Lady Wortley Motague,
the Earl of Chesterfield, Gray, Cowper, Byron, Shelley, Keats,

rebuttals and recommendations both reflécts: '
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kens, down to Matthew Arnold and Clough. But botﬂy_
g;:ue c;f their frankness and vivacity of tone as well ag ¥

virtue of the colloquial language sometimes thed-'l have
made my quiet classical remarks' elsewhgre , Pound telig
Mencken apropos of his letter to hm} (April 1915), ‘but here
| want ‘em to know that they are being spoken to—they are
closer to Byron's letters than to those of any other writer,
And by virtue of the various aspects of the Zeitgeist analysed
and assessed as well as of the literary topics discussed, they
come closer to the letters exchanged between Matthew
Armold and Clough. However, what .is_strikingly unique
about Pound’s letters is the utmost hoDesty and succinctness
with which he deals with what he js_talking about, expfessing
his point of view and approving(or rebutting that of others
without mincing words. They 'sbow, to quote a phrase from
Edmond de Goncourt, or rather Pound’s tfanslation of it, ‘the
history of contemporary.Cethics-in-action’ (I'histoire morale
contemporaine’).? But “apart from the literary and critical
value of these letters, they have also an autobiographical
significance insgfar as they present, in however helter-skelter
and impromptU)d way, ‘short histories of one's life’ (9 March
1916). In-them Pound reveals, as nowhere else, a sense of
supfeme Self-assurance and a firm belief in his own autho-
rity or in what he calls ‘high and final Ezthority’ (10 March
1937). In some of the letters one may detect—and Pound
himeﬁf was the first to admit this—a ‘lack of precision and
:’ge""“e""_g phrase’ (27 September 1916)—but on the whole
y are singularly free from what he calls ‘aimable inanities’
i:agugryclgr:lg); Pound may complain, as he did in a letter
mOdest.y pa- n;lrlngs (Ja“U?fV 1935)—and not so mL'zch out of
. pOp;ﬂ s A (:;“: r\‘::sfd'gus regard for the mot /u<st.e—-ha’t
e m:st Z etorical, just broad. Not very p(?lnted-
e beonbxts and' for most puposes his st\r‘ef
Powd a t Dr JOhen . pomtedf so that one can saYIO
have been we) vaur;s;gtn Salq of Milton, thét he seemed 't0
ed with his own genius, and to know
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2 Quoted by D.D. Paige in the Introduction to hi on of The Letters
of Ezra Pound (1907-1941) (London, 1951) ess otherwise indi-
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Edward H. Strauch

MYSTICAL SYMBOLISM
IN THE NAUSEA: AN EXPLICATION

Anyone familiar with Jean Paul Sartre’s atheistic position
will be confounded by the title of this explication. However,
if a mystic can be regarded as one who seeks hidden, secret
or esoteric meanings in human experiepncey the record of
Sartre’s hero in the novel The Nausea may be considered the
‘confession’ of a mystic. Furthermorg,” if mysticism is the
spiritual or real way by which nten have historically sought
to transcend the demands of reason, then Roquentin’s story
depicts a mystical transcendence of rationalism. Since Sartre’s
hero must gradually rejectCQartesian and scientific ratiocina-
tion in order to attain\\@“viable and durable truth, Roquen-
tin's existential preoccupation with symbols serves as the key
to the mystical symbolism of his experience.

The present )€xplication will, therefore, proceed in the
following manner. First, Sartre’'s literary affinities with French
symbolists will be examined. Second, beyond this sensuous
and synesthetic stage of symbolism, The Nausea will be
shown to manifest eight distinct patterns of existential
symbols which resolve themselves into four spheres of signi-
ficance. The third part of the explication will not only
describe Sartre's affinities with Pascal and with Dante, but
it will also show how Eric Auerbach's concept of figura
admirably illuminates Sartre's mystical view of both peri-
pheral and central personages. Fourth and last, the explication
will show how the characters and situations prophesy sym-
bolic destinies.

Literary Affinities with French Symbolism
The Nausea is a symbolic novel both by internal and
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Symbolism in The Nausea 195

external evidence. In the beginning of the novel, we learn
that Roquentin, the narrator, has experienced an inexplicable
anxiety due to some mysterious change in the nature of
things. He senses a mutation in himself and in the world
around him. He reacts to coincidences, to things decaying
and people dying, to his own physical fragility, to human
suffering, to the Absurd, to the pseudo-purposes of bourgeois
life, to the contingency governing Existence, and finally, to
the meaning of a simple melody. By recording the incidents
and phenomena, the perceptions and transformations, he will
seek to understand the images of his metaphysical, anguish
—his nausea. Through the matrix of symbols and.metamor-
phoses emerging out of Roquentin’s search,-the reader will
discover where the senseless ends and the -meaningful begins.

This ‘symbolism which seeks’ is associated with the self-
expressive poets sometimes called symbolists. Even if Sartre
had not been directly inspired by 'sbch poets as Baudelaire,
Verlaine, Rimbaud, and Mallarnye;phe shows eclectic affinities
with them. Much like Baudelaire, Antoine Roquentin wan-
ders through a ‘forest aof symbols’, looking for correspon-
dences; the spleen in «Quand le Ciel Bas et Lourd . - B s ks
Roguentin’s nausea, \When Baudelaire asks, ‘what is a poet—
if not a translatof»a decoder . . . of the universal analogy?’,
we recollect that Antoine perceives an underlying unity
beneath the images, metaphors, and symbols of experient®
which express his Weltschmerz and intimate the sepse Of the
world. A campendium of correspondences, the novel divulges
its dominant meaning through the nausea.

The novel calls to mind the Art Poetique In W
would have the poet seek inspiration in music ratl
sculpture or painting. |t may be a singular coincidence, DX
Roquentin disdains both sculpture and painting to extol
music. In fact, the jazz melody in the café becomes the
symbol of Roguentin's new, authe guse;
even though its sounds decompose
same, young and firm, a witness without

hich Verlaine
her than in
but

ntic way of life bec

the melody remains the
pity.? The musicC

[
r
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196 Edward H. Strauch
has nothing in excess (de trop). It js (p. 246). It inspires him
to create a work of art as durable and as absolute. More-
over, Verlaine's idea is ‘Only the nuance..:, the hazy and
floating, are the means of art because the object of poetry is
not the clear idea, the precise sentiment, but the swell of the
heart, the chiaroscuro of sensations, the indecisiveness of the
states of the soul’.® In the same way, The Nausea gives ex-
pression to the modulations of heart, mind, and soul which
are translated by the inflection of the imagery.

Roquentin as ‘narrator’ in The Nausea bears marked
resemblances to Rimbaud in his Season in Hell, 1873. Van
Tieghem tells us that the poet’s inventions-‘would have the
monstrous power to change life, that is, to. create Not only a
new aspect of things, but a new world.” This, indeed, is
what Sartre seeks to achieve in his‘work. Van Tieghem adds:
‘the reform of poetry implied a~reform of the sensibility, of
vision. The Poet must become.the Clairvoyant “by a long,
immense and irrational disordering of all the senses’”’. What
better definition of Roguentin’s own obsession with the
nausea? The approach" of a crisis of nerves, the hallucina-
tory visions of Rimbaud’'s ///uminations are Roquentin’s own.

Finally, Sartre's intellectual purpose seems to have signi-
ficant parallels ‘to the poetic of Mallarmé in his Divigations
of 1896. Van'Tieghem explains Mallermé’s poetics as follows:
‘Poetry must therefore be neither descriptive nor narrative,
but suggestive.” For Mallarmé ‘the object is only designated
by an allusive image; the subject-matter of the poem is an
Idea, that is, an abstract, intellectual or emotive notion.®
Clearly, Sartre's novel primarily expresses an abstract idea in
the narrator's anxiety before man's existential situation.
Furthermore, T7he Nausea is like a poem in being unified by
a domiNant mood.

These affinities of the novel to French symbolism provide
external evidence that it is symbolic. However, there is also
internal corroboration.

Nerman Friedman reminds us in the Encyclopedia of Poetry
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and thmg symbolized may be made explicit: 2) lt may beh

oy made into something by virtue of the speaker’s reaction to it;
and 3) the pressure of implicit association may be so great as
to demand a symbolic interpretation.® It is clear from Roquen-
tin's explicit statements and from his powerful reactions
to images that they have a symbolic significance for him.,
Moreover, the pressure of the relentless anxiety upon his
whole being demands a symbolic interpretation of the signs
and symptoms of that anguish. *

Patterns of Existential Symbols

An examination of the images and metaphprs in The Nausea

discovers that Roquentin’s metaphySIca'\'angunsh translates
things, places, persons, situations and’ events into symbols
which measure the four dimensions.of existence. As clusters
of schemata of meaning, they.@itimately reveal existence to
have four spheres of signifidance:
1) Nothingness (/e neant) Versus Plenitude (de trop); 2) The
Fixed and Immutable y&rsus Change and Metamorphosis; 3)
Appearance Versus Reality; and 4) Existence Versus Essence.
(To assist the readér to visualize these groupings, he is invited
to refer to the schemata of symbols given below.)

Eight Patterns of Existential Symbols
Schemata of Symbols

A. Nothingness (lsolation B. Plenitude (de trop)
and Loneliness) 1. the king of hearts
1. the stone 2. the library
2. street names 3. the museum and all its
3. the street lamp paintings
4. the torn billboard signs 4. the chestnut tree and
5. the wall without doors the root
or windows
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3. the Negress's voice and
_ ,.‘ itself
- 9. Bouville iself next to
~ the sea and in the

N ' middle of nature

 C. Fixed or Immutable
- 1. the song and the record Sis (D@ Decomposition,

. the king of hearts De@ ersus Creativity) :
. Boulevard Noir 1.\the paper in street i

. Musee de Bowille Q\ becomes a beast
. Dictee 02. his face and flesh
become vegetable, sub-
ape, a polyp
. rust i workshop and
rotten boards
. bench like a dead
donkey
. people dying
. ruins everywhere
. Roquentin stabbing his
hand
. the song causes his
Nausea to disappear
. hand and arm move as
a majestic theme of
music _
10. the melody teaches him

-

N

- E. Appearance
B the  spgeits

~ surface

F. Reality 3
mirror 1. its black reality fulf_{'_

=" i

= .

e
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2 explanation of history,
the world of ‘facts’
making love
scientific explanations
colours, flavours, odo-
urs, and definitions
seem true
8. a world of natural order

(cause and effect)

N o o

. Existence
1. at museum Ro tin
sees self ‘%“ne
plant, mic

2. world of?t‘hmgs and
people, chestnut tree

and root exist beyond
explanations

3. Roguentin senses self
by organic sensations

4. existence is the reali-
ties: the organic, the
dying

5. the swarming de trop
of nature

6. absurdity of existence
and a man in existence

/. contingency is absolute

\é\

. related to

new cannof be
explained by the old,
the effect by the cause

. the juices, mucous, the
Smell—the  biological
reality

root—

function qi

explain a g?w

we can deflne with
A differentiae

Q urs, etc. are Never

the world is one of
COntlngency

B

H Essence
1.

jazz introduction = an
inflexible order

the fragile duree of the
music

. something has happened

like the melody one
must suffer in measure

. the Negress and Jew

are saved

to have moments of
life as a life one recalls
existence is the privi-
leged moment; some-
thing has need of him
to be born

he is his thought
self-transcendence = to
make life essence

Tl
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200 Edward . g

Schema A. The signs and symbols which de
ness gravitate around objects or sounds that Xpress the jsq.
lation of loneliness of all things in existence. Hence the stong
Roquentin picked up and threw away becayse its dirty Side ::3‘
filled him with a mild revulsion. The street nameg ‘Black’ and .i.
‘Fear’ also evoke repuision. The street lamp, the ton billboarg
signs, the wall without doors or windows alsg call forth , 4
sense of solitude or of no escape. The solitary soung of the T .
siren brought with the wind, the agonized Scream of Lycje in _1
the night, the Negress’s voice and thg song itself ‘Some of
these days, You’ll miss me, honey!’ all bespeak a sense of
10sS or of bereavement. And the city 6f-Bouville itself, next
10 the dark sea and in the mMiddle \&f nature, even if moye
abstractly, portrays loneliness. Lgst'in existence, man recog-

Nizes his finite fragility. As syMbols of death, these things
recall to Man his Nothingness:

Schema B. The signs-and syMbols that display Plenitude
are fewer than those which describe man’s existential isola-
tion. The king of hearts re
disappeared, The
mass of man’s“‘kn
the bourgeoisie”a

pict Nothin,

_".‘ 7

presents so many gestures now
library with jts many books displays the
owledge’. The museum of paintings reflects
nd their host of projects and ambitions. The
heStnut tfee and its mighty root sunk into the earth seems
to Roquentin like the Mindless, superabundant self-reproduc-
tion of Natyre,

Schema C. Images ang symbols also exhibit the Fixed
and [mmutaple. The SoNng reveals its inflexible order which
gives birth to the Notes and destroys them, preventing them
from existing for themselves. In the card playing, the king of
heayts fOllOws a rigorous chain of events which is as irreversi-
b'? as the song itself, The Boulovard Noir is as inhuman as a
mineral or a triangle. In the library there are the books
describing the Constant forms of the animal species and the
COT\S(?rvation of energy in the universe. In the museum "h.e
Paintings are [ike a claim to immortality by the same bourgeois
Who sought the Quarantee of heaven through their religion:
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~entitled ‘Dictee’, he realizes he is not free, and the nausea
L e B 5 = . - s e
o ttacks him. In all these symbols, then, are revealed the

o

unalterable or irrevocable, and they chain Roquentin to his

rock as if he were Prometheus. . .

S

Schema D. In contrast to the fixed and immutable is the
imagery of Change and Metamorphosis. There is the piece of
paper in the street Which seemed to become a living beast to
him. When he looks at his homely face in the mirror,
Roquentin sees in his features something sub-hgman, sub-
ape, something vegetable, something like a p I@ en again
he notices the sunlight, like a judgment without indulgence,
brightening the rustin a workshop \aﬁd:l s lotten boards.
Another time Roquentin Notices a bengfi\which seems a dead
and swollen beast, a donkey, its legé“in the air. And Roquentin
detects people who are dying: the. cashier at the cafée who is
rotting inside, Lucie’s husband~“who has tuberculosis, and 5.
Doctor Rogé with his own“fatal disease.Then all that Roquen- ;
tin remembers from his.extensive travels over the world is
that the places he visited noW seem ruins just as his memories !
have bec ome dead leaves, become words. Thus there are many
signs and symbals of decay, decomposition, destruction, and
v death.

Yet there are keys to creatiVity also, to metamorphosis in
the direction of life, beauty, and meaning. The song the
Negress sings causes Roquentin’s nausea to disappear. He
feels his body stiffen and resist. The melody shows him the
way to measure his anguish just as, at [ast, it will lead him
to make of his dissolving life a melody—young, firm, and
abiding.

Schemata E and F. Other signs betoken Roduentin‘s
apperception of Appearance versus Reality. The sea whhf:h
appears as a mirror surface is in dark reality filled "_‘“th
beasts. All the places and cities seem SO different at first,

. but finally, they all resemble one anoOther. Days. mopths,

.\;
d
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an orderly procession, but they are all the
'Making love” is a euphemism,
for Roquentin visualizes the juices, the mucous, the smell,
the biological reality beneath it all. History, pretending to
be a world of fact, is not true, for the new can'wnot be
explained by the old, the effect by the cause. Anythlng ca.n
happen anytime. And the root of the tree in the public
garden makes him realize that functlon. does not explain
anything; hence the explanations of scieNcé aré useless.
Colours, flavours, odours, and definitions seem true, but we
cannot really define genres by them, for Colours, odours,
flavours are never true. Finally, the world~of natural order
which seems governed by cause and effect’is an illusion, for
there is only existence.

Schema G. Other clues point\'to Roquentin’s insight
into Existence. At the museumr.he sees himself as having
existed as a stone, a plant;a.microbe—heNnce a part of the
All. He senses himself by a muted, orgahic sensation.
ExisteNce is all those.realities he detected beheath the
appearance of things:\It is the organic—deterioratinNg, dying.
As the reality of thesroot is beyond any accounting, existence
itself is beyond-all knowledge, beyond all explanations.
Everything ip~nature is an excess, and he himself is de trop
in the universe. Existence is absurd, absolute, and contin-
gent. And what is man in such a universe? Roquentin knows
he is like the stone, the plant, the microbe in the cosmos—
and nOthing more.

Schema H. Othef indexes and clues bring Roquentin
to discover the Essence in Existence. The notes of the jazz
Introduction to the ‘rag’ time melody are given birth by an
inflexible order which in turn destroys them without per-
mitting them to exist for themselves. Roquentin must accept
the moments Of his life just as he does the death of the
musical notes. The melody makes him realize there is
another kind of happiness in the duree of the music. Al-
though everything can break the fragile music, nothing can

and years seem
same—today as yesterday.
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T he music make OQUGn’tm realize t ".' '.1,.15; g hs
; ﬁam, ‘I knew |tl ... something has happ ed’ IRt
. r' nauaaa dissipates and disappears: he is in the mumc hrar- '
- gestures become part of a majestic theme, The melody leads
him to understand all at once that the Negress who sings the
song and the Jew who composed it are saved. They have
washed themselves clean of the sin of existence. Roquentin |
then wants to see the moments of his life organize them-
selves as the past one recalls. He wants to live in the
direction of his destiny. Existence has become (the privi-
leged situation Which can be transformed, not into Anny's
perfect moments, but into a meaningful life. R%Jentm then
comprehends that something nNeeds him. to be born. He
knows he cannot stop thinking because he /s his thought.
He exists because he thinks, and he will’ justify his existence
by thinking. He will create a work .of art which will make
men ashamed of existing mindlessly.
This brief review of existential symbols discloses the
experience Roquentin has“\gone through. If the images of
nothingness as an absolute call forth his awareness of death,
the isolation and lonelifess of things and places atouses his
anxiety and compassion. If plenitude makes him aware of the
fact of nature‘s superabundance, at the same time it fills him
with nausea. Although the things and places symbolizing the
fixed and immutable divulge an adamantine order to existence,
they recall man’s own perishable Nature. In the symbols of
change and metamorphosis, he feels horror of things decaying,
dying, and decomposing, and yet change and metamorphosis
open the way to creativity which, in its turn, promises an
abiding order. In the items of appearance versus reality
appearance seems sure and safe whereas reality reveals the
chaos beneath the appearance of orderliness. In thé em-
blems of existence, Roquentin finds the cosmos itself is
absurd and contingent with man lost in that ‘All. Conse-
quently, the symbols of existence evoke anxiety. Through
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a of essence, Roquentin becomes determined to
to transform his dissolving life
As the music has a fragile dura-
vileged moment, but a moment

tion (duree), life itself is a pri .
only. To endure is to think. To be worthy of life, one must

seek out a thought-filled destiny.

the insigni
measure his suffering and

into a permanent purpose.

Figural Representation or the Quest of a Mystic

Roquentin’s search for the correspondences of an essen-

tial reality, revealed through the signs and symbols of exi-
stence, is comparable to the quest of the mystics. The

connection of The Nausea to Pascal’s Thoughts\ is that both

depict the existential situation of Man.“What Roquentin

describes is the frightening grief a"d senselessness of men’s
lives, of men's agonies—as absolute and continual as the
infinite spaces of Pascal. What\ Roquentin feels is how
lonely men are, each ignorant of the othe!, each surfounded
by an eternal silence of tertifying Meaninglessness. Both
Pascal and Sartre depict Man s position in an existénce
unaware of him and which man canot ever really compre-
hend. Sartre’s own artistic intent is to arouse the reader’s
nausea not only by“brutally expressing the relentlessness of
Existence but algo by showing that human life is hell when
lived mindles§ly. (indeed, Sartre seems to Note modes of
hell in La Mort dans |I’Ame, Les Mouches, Huis Clos, La
Diable et le Bon Dieu, and L'Ftre et le Neant.)” The inten-
tioN iN The Nausea is similar to the Thoughts where Pascal
repesents an existence thatcan crush man because man is
the weakest creature in nature, where man himself is a
paradox, a chimera, a Monster, a prodigy, a worm—the glo'y
B, e
uman life ends as a cruel and
absurd hell.
- WE'“e this archetypal theme unites Pascal and Sartre, the
thsrr':r; b:rtt\i,:teiin ii?:r:fiosnd Da%te may "ot be 3o aoPACl
of the medieval Italian and the
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If any pattern emerges from Dante’s ‘Inferno’, it is the hope-
lessness of destinies devoid of purpose and meaning, for
what otherwise do the repeated, senseless gestures of the
sinners in hell show? They have missed the whole aim of
‘ earthly life revealed to medieval man by God: to love man,
to practise the commiseration of Christ, and to offer the
mercy of Mary. What unites the ‘Inferno’ and The Nausea
is their main purpose: to evoke a specific emotion—whether
the dread of death, the horror of hell, or the terror of final
self-destruction. Their secondary intention - come to
terms with existence and to point a way for m
: : , o> .

Time provides the ultimate form and mystical meaning of
Sartre’s symbolic novel in the same way that time in religious
literature unites past, present and future through the repre-
sentation of figurae as described oy, Erich Auerbach.® ‘Figural
interpretation . . . establishes ~a. *connection between two
events or persons in such ¢a\way that the first signifies not
only itself but also the second, while the second involves and
fulfils the first".?

This descriptioncealls to mind Norman Friedman’s point
that a poem is _'symbolic’ when it resembles larger ritualistic
patterns as purgation, scapegoating, and the artist-archetype.
In this pattern the artist is seen as the hero and his art as a
sactrificial ritual. He dies to this life in order to be reborn in
his art as redeemer.'® It is obvious that Roquentin becomes
such an archetype as his decision to lead the authentic, crea-
tive life reveals the other figures prognosticating or requiring
his appearance if existence is not to remain senseless.

In his discussion of the Song of Roland, Auerbach remarks:

This impressiveness of gestures and attitudes is obviously the
purpose of the technique... when it divides the course of events into
a mosaic of parcelled pictures. The scenic moment with its gesture is
given such power that it assumes the stature of a moral model. The
various phases of the story of the hero or the traitor or the saint are
concretized to such an extent that the pictured scenes ... closely
approach the character ot symbols or figures.1’
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figures as | shall show in my examination of the figyrae "?;
the novel. _
The Nausea and Dante’s ‘Inferno” are comparable in theiy
dominant mood, the preoccupation with man's exisientjaj
position, in their sense of eternal justice and their mode of
presenting that justice. Dante’s figures have the characteris-
tics of concrete historical reality at the same time that they
are symbolic or allegorical personifications. The individug]
souls of the dead find their proper punishment, peNance of
reward.’* Hence the overwhelming realism of Dante’s beyond
is due to the fact that the figure and¢his" fulfilment are one,
that the figurae are historical events-and phenomena at the
same time. In Sartre’s The Nausea the figures of Lucie, of
Rollebon, the Autodidacte, the bourgeois, the cashier at the
café, the doctor Rogé, the simpleton M. Achille, /e bonhomme
a fa pelerine, the young couple, AMny, the Negress who sang
the song, the Jew who.composed it, and Roquentin himself
are true figurae—people of everyday reality transfigured by
the destinies they-have fulfilled or are to fulfil.
Auerbach? (Cdescription of the damned reinforces the
parallel between Dante and Sartre: ... they are but exempla
of the wifining or losing of eternal bliss. But the passions,
torments, and joys have survived; they find expression in the
situations, gestures, and utterances of the dead.”® When
Auerbach describes the inferno as ‘the portrayal of a collec-
tive punishment’,’ we visualize Roquentin’s journey through
the nausea into the realm of torture where merciless Existence
damns men forever to a state of dying.
Dante’s theosophic scheme of things is defined by Auer
bach as follows: ‘The connection between occurences is not
regarded as primarily a chronological or causal development |
but as a oneness within the divine plan, of which all occr’ .
ences are parts and reflection’’® Herein lies the important
difference between Dante's medieval existentialism and ; ].
Sartre’s atheistic vision, for in the universe of the nausea there
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Nevertheless, the novel’s spiritual unity is achieved thrﬂ"lﬁ

the kind of figural representation to which | have been allud- =
ing. All the characters in The Nausea ate figurae because 1 il

~ they describe the conditions of existence and of mortal »
humanity. Some represent the senselessness of existence,
others prophesy the coming of the saviour who will transform
the contingency of existence and master the anguish of dying |
through the measured emotion, durable form and immortal

*

meaning of a work of art

The reason for having compared the %al world of
medieval literature to The Nausea Was’lq}ggnderline the pre-
ternatural powers in both. What medfféii‘/al figurae divulge
is a Presence within reality, an Essence sustaining and
directing human existence. In the novel, time is the medium
through which men may convert existence into essence, and
Sartre’s characters become. ‘figural representations of that
possible conversion,

The figurae seemsto group themselves into two types
around the four main)characters: Rollebon, the Autodidacte,
Anny, and Roquentin, Early in the novel (p. 20) Roquentin
recalls when he ‘was eight years old there was an old auditor
who terrified the children because they felt he was alone
and because they thought he must have the ideas of a crab.
This solitary type reminds one of Roquentin who has made
the children snigger because he had not skipped the stone
across the water but had seemed bewildered. Hence the
old auditor seems a spectre image of Roquentin himself and
what he might become in the eyes of others.

Another early figure is the cleanup woman Lucie. Work-
ing where Roqguentin lives, Lucie is incapable of consoling
herself when she thinks her husband is drinking himself to
death (p. 23). (Roquentin is sure the man has tuberculosis.)
She cannot free herself from her anguish—'she is tied in a

i
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knot' (p. 24). Hence Roquentﬁin sees her impris.oned
situation. One night Roquentin happened to wlltness Luéié
being abandoned by her lover. When Roquen.tm heard hey
coream in the dark, he refused to help he'r In bher solitary
tragedy (p. 45). He will decll_n.e to .aCt again to stop the |
man in her garden from exposing h!mself Or to prevent the
Corsican from catching the Autodidacte making a homg-

sexual pass at a boy in the library.

Another figure is a ‘vieux toque’ who is on the verge of E
having a mental crisis (p. 99). Treated with disdain py

doctor Rogé, ‘the old loon’ is a figural representation of
Roquentin himself in his nausea and o 'the real psycho-
logical danger he runs with his metaphysical speculations.

There is also ‘le bonhomme’- wearing the large cape
(p. 114). In front of a little githy the old fellow ‘exposes’
himself sexually. Roquentin might have prevented that if
he had understood why. {the pervert was wearing a cape.
Only the girl’s running-jaway breaks his fascination with
their little drama. ‘Roquentin shouts at the man ironically
‘A great menace- hangs ovef the city’ to scare him. The
'‘bonhomme’ is<an® outcast feminding us of all the otheys.

There is.4 newspaper story about the little gitl Lucienne,
who has-beéen raped and killed, her flesh murdered. (She
is the reason Roquentin later stabs his own hand—ip @
ritualistic gesture of commiseration.) As a figura, she recalls
our physical fragility and clearly personifies mankind as
victim,

The café cashier, rotting from a _
is a figura of decomposition, of existence, and ulti
of Roquentin’s own death.

His notice of these people and their hu
reflects his heightened awareness of life throu
That these eventually point to Roquentin is shown b

disease in her abdomen,
mately

man condition

gh the nausea.
y the

AR ke
painting The Death of the Bachelor. The bachelor |gse
Roguentin, had lived for himself. No one had come 10 G

It appears

his dead eyes. The man had died utterly alone.

; ‘-Tm.u.;—., .
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ot at Roquentin foresees that this will be his o |
- These petipheral figurae, tl 4

lonely), his unspoken anxiety—his nausea before existence
which he shares with all human beings aware of death.

In contrast to these solitary figures, there are those men b

who live their usual communal lives, Roquentin notices all
those who pass their time explaining themselves, recogniz-
ing happily they are of the same opinion as others (p. 19).
Unlike the sufferers who suffer alone, unlike the dying who
alwalys die alone, unlike the artist who mussﬁ:eate the
melody alone, such men are what Roquerﬁ;g ust not
become. ‘(}‘;.

At the café Roquentin observes card playérs(cf. Cezanne’s |
Card Players) who try to fill time, but it is too vast to fill.

And he notices a playing card king. ‘come from so far, pre-
pated by so many combinations,\ by so many disappeared
gestures ..." (p. 39). Here again is a figural representation,
for not only will the figures “of Bouville disappear from his
life but the ceaseless disappearance of the players’ gestures
reveals to him ‘the unbreakable chain of circumstances’. He
realizes he cannot go'back in his own life. The aimlessness
of the card-playing; like a life without purpose, is a warning
to him—that the ‘past is dead, that only the present and future
count. He will have to decide to live, to fulfil his destiny.

Roquentin is annoyed by the statue of Gustave Impetraz
(pp. 45-46). The women admite the bronze figure, for he
was of the ‘beau monde’, a guardian who upheld the ideals of
the bourgeoisie and who wrote on trivial academic subjects.

Here too is a figure of what Roquentin will determine 70! to
be.

Roquentin thinks of all the professionals of experience: i
the doctors, the priests, the magistrates, and the officers Who |
know man as if they had made him (p. 99). They are the
ones who have baptized their little obstinations with some
proverbs, in the name of experience, but they have never

il
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really understood anything, because all the world’s o

cannot sefve to explain anything (p. 101). The irony with
which Roguentin treats them in his journal shows that he will
not use them as Models, for such men believe they haye
figured out man, but man has in Roquentin’s eyes an infinjte
capacity to change and to create a new destiny.

Moreover, doctor Rogé himself, who plays the role of the
successful and experienced man, does So t0 masquerade the
insupportable reality of his own approaching death (p. 102).
Hence all such successful men, sure of their rights and of
their duties, are figurae of what the artist_.and thinker must
not become. For this reason, Roquentin’s, “words, ‘so long,
bastards!" (p. 13b).

In general, Roquentin speaks of the bourgeois sarcastic-
ally. His rendering of their religious habits, their coups de
chapeau (their social customs), their pretensions (e.g. The
{llustrated History of Mudville), their monotonous monologues
in the restaurants, their.smiles, the gourmandises of the
women, their gossipy. stories, their hopes, their habits, their
Sundays, etc. (pps63-81) remind us of the lost gestures of
the playing cards:.y

These sdme \bourgeois, with their guarantee of heaven
and eternity~.(the extreme unction), believe in the world of
order, in cause and effect, in their power to legislate, and in
self-adulation (their portraits in the museum). But Roquentin
rejects and ridicules their world. The bourgeoisie become
figurae of those leading artificial lives, of those having super-
imposed an absurd order on existence, of squandering their

lives in meaningless ritual. They are the figurae of the false

purposes which the artist and thinker must avoid.

It is M. Fasquelle, manager of the café Mably, who repre-
sents the reason men group together. Roquentin notices how
after the café empties M. Fasquelle, alone, slips into uncon-
sciousness. In fact, the clientele need others and exist only
wWhen With oné another (p. 16). By contrast, Roquentin slips
INto consCiousness when apart, and he exists only when
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~ He first became interested in Rollebon because the man had
been accused of treason, been thrown in prison where he
died after five years of captivity ‘without appeal’ (p. 24),
This shows Roquentin’s characteristic interest in a loner fike
himself, in one unjustly judged like the social outs@\ and the
artist. After 1801, Rollebon inexplicably chan d." The docu-
mentation on him (letters, secret reports ice archives) \
lack firmness and consisteNcy asif they. were not talking
about the same person. This situatiol )parallels the change
that takes place in Roquentin because outwardly the trans-
formation canfot be explaiNed." Rollebon prefigures, but
Roquentin will become an artist”whereas Rollebon become
a charlatan.

A further parallel between the two is seen in their both
being homely or uglyU(/aid). However, Rollebon used his
charm to Make conquests of the women at court whereas
Roquentin sees His own face as something at the edge of the
vegetable kingdom. This insight i"to his relationship with
other forms of existence is figural in that it situates Roquentin
as an existent, It is interesting to note that while Rollebon is
a man continually disguising his motives and acts, Roquentin
seeks a motive to live by (pp. 135-36). However, when
Roquentin finds he can no longer write about the historical
figure, Rollebon dies for him. Roquentin stops living with a
fiction (p. 138) when he realizes Rollebon had been his raison
d'etre. Rollebon prefigures what will happen to Roquentin,
but the latter will free himself from the prison of existence
and of his old life by living for a true purpose—that of art.

The Autodidacte is a definite figura. He tells Roquentlﬂ
that if he were ever to travel he would keep a journal of th°
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1
smallest traits of his character in order to retrace what he
was and what he might become (p.54). He prefigures
Roquentin who does keep a record of his metaphysical meta- A
morphosis.

The Autodidacte would also have adventures happen to
him—a series of accidents—in the hop€ Of having ‘lived’
and found meaning. Roquentin has had ‘stories, events,
incidents” really happen to him. Heé had imagined (like
Anny) that at certain moments, as when he heard music in
cafés, his life could take on a rare and precious quality
(p. 58). And he realizes all at oNce ‘what summits wouldn’t
| attain if my own life made the material”for the melody’
(p. 60). Hence the Autodidacte in ‘hisiNaive way awakens
Roquentin to a life purpose.

Roquentin detects sigNs of~the”Autodidacte’s pederasty.
That the ‘self-taught’ man's «figural representation foresha-
dows the fulfilment of his-destiny is shown in the following
indications. (The Autodictate’s ‘love’ for man as a humanist,
while ironically revealifg his homosexuality, belies his overt
hatred of individuals. N this he is unlike Roquentin who
hates abstractions) but feels compassion for individuals).

Roquentin. cannot prevent the Autodidacte from making a
homosexual pass at the boy in the library just as he could
do nothing for Lucie or for the pervert in the public garden.
One may ask why. Probably Roquentin felt man cannot-
prevent anyone from fulfilling his destiny.’® In a sense all the
figures in the journal are fated because they do not come to
terms with existence,

When Roquentin discovers that the Autodidacte is reading
his way through the library according to the alphabet, it
becomes obvious that order per se is absurd.'” For Roquen-
tin’s own later determination to create a work of art would

be ridiculous if—unlike the pseudo-orders of science and of
the bourgeoisie—he did not confront the absolute absurdity
of existence. Roquentin does not want to be like the
Autodidacte who, having read all the books, asks ‘And now?’
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~ Roquentin will seek to create an order out of his mé’mnm“'f'- T
By uniting and varying his life, he will free himself from r'q
suffering and thereby free others from suffering.! s
Anny provides an example of the figural in her seeking
to realize ‘perfect moments’. Such ‘moments parfaits’ had '
always been preceded by ‘auguries’. Anny explained that
the ‘privileged situation” could be made into a perfect
moment, and the moment was perfect if you were already
plunged into something exceptional and you felt the need
to put it in order. Anny had sought a kind of revelation or
revealed truth in such moments, but now she feels she exists
(in Roquentin’s sense of the word). In the¢bast Anny had
tried to find those instants with passionate _p&aple who were
carried away by hatred or love. Now .she lives surrounded
by deceased passions (p. 204) much) as Roquentin lives
surrounded by the 'defunct’ world erder of cause and effect,
history, scientific law, and bourgeois purposes. Anny has
found there are no more perfect”moments. She has learned
to live without histrionigs\*(p. 202). Hence she is like
Roquentin who has learned there are no adventures. They
seem to have changed(in the same sense.
However, there \is-’a basic difference. When Anny des-
cribed the perfeet moment as an exceptional situation, which
you felt aroused to put in order, Roquentin adds ‘like a work
of art’, and Anny replies, 'no, like a duty’.
Furthermore, Anny wants to see Roquentin and to know
he exists unaltered so that she could measure her own
changes, assuming in her vain way that he could not change.
Yet it is she who has not altered really, for she is still without
pity for failures (p. 147), she is still bourgeois in her philosophy
of duty. And in giving up her search for perfect moments,
she abdicates from seeking to realize her life. It remains
for Roquentin to fulfil his existence by choosing freely his
own desti ny.
In the past Roguentin had modeled himself on two French
‘thinkers. He says that when he was twenty ‘| was a type

i
e
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like Descartes’ (p. 84). Late in the novel he 28 wh |
your dignity as a ‘thiking reed™? Here he Clearly h
ideal of Pascal before him, a
Roquentin’s story is the discovery that the Pastis dl
and that he is free to choose his own destiny, |t beea_.
(under ‘Monday, January 29th, 1932') when he noted ing:-":if
journal, ‘it is necessary to choose—either the change js ! n: |

or in the room, the city, in naturé. This need tq Cho.m“' |
emphasizes that he will discover the change is jn himang i
all Existence.

In short, nothing is immutable, all is under-
going change. ‘ |

This insight is reinforced whenRoqguentin observes that
he is aware that a whole seriesof small metamorphoses haye
taken place (p. 15). Later‘he) reaffirms. ‘Anything can take
place, anything can happen’ (p.111). This is both a patri-
afchal Warning to heed the lesson of existence and a pro-
phecy of things to'come. All is changing, and in contrast 1
to men who tryto stop time and in contrast to science which |
seems t0 fix \existence in stable laws, Roquentin will be the '
first to. wofk with time.

When Roquentin says, ‘I don’t think enough of historical
research to waste my time with a dead man (Rollebon) ... .
he rejects the past of lived life in order to live more meaning-
fully Now and in the future. This figural tendency is venfied
when Roquentin remarks, ‘The sense of adventure would be
quite simply, that of the irreversibility of time’ (p. 84).

The song, ‘Some of these days, You'll miss me, honey:’
causes his nausea to disappear and his body to harden; his
arm (symbol of his existence) dances to the music (p. 38):
Not only is the Jew who wrote the song a figura of
Roquentin, the artist-to-be, but the song itself is a figura i
the sense of being the fulfilment of a situation: either the
composer or singer has lost a beloved and the song waf®
the beloved that she will miss him, or in Sartre's ironic sense
we will all miss life one of these days when We havé died.

For Roquentin, adventure has meaning only by its death.
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'Withﬂ hls own life (pp. 59-60).

an artist and to create something durable out of Ih|s d'ymg
existence.

The keystone to the arch of logic comes in the extinction
of Antoine Roquentin as a person (p. 239). Only the
anonymous conscience in existence remains and. his own
cognizance of being a conscience which forgets itself (p.239).
This is figural: the old self must nearly die if the new is to
be born. Once a historian devoted to the past, Roquentin
transforms himself into an artist dedicated. \' living the
present and creating the future. Finally, Roq&éntm realizes
the music does not exist, it /s. He wants' %o be pure, hard—
to compose precise and clean music: In his becoming an
artist, the figural prediction is completed. He will become

the melody—firm and young in Ais thought and through the
beauty he creates—as his very-life’ dissolves.

Symbolic Destinies

Sartre makes a.particular point in the novel to identify the
instability, the ‘uncertainties, the doubts, the lawlessness and
the contingeney-within the deceptive constancy and immuta-
bility of /S—within what Western man has thought Existence
is. What Sartre demonstrates artistically and metaphysically
is how a symbolic truth emanates like a melody out of human
anguish. This is seen in the unfolding of the existential
situations of various characters into symbolic destinies.
Anny’s faith that the privileged situation could be made into
the perfect moment shows Roquentin the direction he him-
self must take, for the privileged situation is life itself, and it
is up to the individua! not merely to suffer, but to create
some kind of perfect destiny out of it. This is what is meant
by Sartre’'s dictum, ‘Existence precedes Essence’. This sym-
bolic novel is such a transformation of existence into essence.

To make this question of symbolic destinies even Clearer.

Al
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let us see how Roquentin finds himself in

with all the sufferers. All of them are dommeg o dig
other hand, all the other characters are |, Contragt g, o
entin in the sense that they lead false |

a situatio-n :

-

. lives, that g
drift through purposeless existences, and thay they are h 1
mane to their fellow men. The tryest figurae o pa’a”‘elst;
Roquentin are peripheral ones—the Negress and the Jew—
outcasts who create beauty out of their suffering, The a¢ v
must move counter to all who lead mindless, insensiti{,e
lives.

Roquentin’s searching psyche alterna\tes between fear
and determination, hope and desalation,

explores the murk
Only when his

to attain completion «and perfection p

Y revealing to him the
Possibilities in freedom and

in self-realization, Roquentin

While man js
like all other living

. the style in his

When he considers the
; man, his style i reminiscent of literary
in his descr'lption of men's Rgonies, tRoqUamll
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sl i by his voice. Thé -nbvel begm with th

3 tone, Roguentin sounding like a man dedlcaled tll : "'] '
~ rationalism. Gradually one hears a Pascalian aacm' or
~ mystical intonation. The first voice articulates the logic of
~ civilization and science until Roquentin is faced with man’s
_ suffering in a senseless existence, at which moment the
i utterance changes to express his compassion. The voice of
. reason becomes a voice full of emotion and memélndeed,
the impasssioned tone seems to echo voices o @ the Bible.

Or is it Danie’s influence on Sartre? éﬂard to ignore

the sttiking affinities between them, foﬁQo condemn and

pardon, both damn and show merc we look deeply

eNough, we cannot fail to see that 'Fhe Nausea embodies a
Dantesque hierarchy of values V\(lth seven levels of punish-

ment corresponding to the .seven forms or degrees of
existentia| transgression. 1.)-The sins of the flesh are personi-

fied by the exhibitionisty the Autodidacte, Lucie, Francoise,

and Anny. 2.) The impurity or suffering of the flesh is

typified by the cafe‘cashier, Lucie's tubercular husband, and

doctor Roge. 3.)/The sin of violence is exemplified in doctor

Rogé’s contemptuous treatment, of the old loom (togue), in

the Corsican’s smashing in the Autodidacte’s nose, in the

mutual massacre of the nazis and communists, and in the

murder of little Lucienne. 4.) The sin of mindlessness is
represented in the card players, in the simpleton, in M.
Fasquelle without his clients; in the aimless gestures,
courtesies and activities of the bourgeoisie; in the Autodi-

dacte’s asinine, alphabetical reading-his-way-through the

library. 5.) The sign of pride is impersonated in men of
experience like doctor Rogé; in the bourgeois self-adulation

in their portraits and in their projects; in Anny who scorns

failures. 6.) The sin of malice is in mis-using one’s free will to

harm others, Rollebon belonged to this class and this is one
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reason he finally sickens Roquentin. 7) At thle deepest IeYeI, to
complete the suffering of the flesh,' there ‘u.s the suffering of
the mind. Curiously the Autodﬁlact.es‘ humlhty. bfabre knowl-
edge is akin to this kind of e‘xcrucnatmnf but it is, of Colurse,
Roguentin in the deepest pit who duavas for mankind’s
purposeless suffering in the hell of existence and who
actually sorrows for the loss of heaven and of God. As Dante
entered the ‘Inferno’ to suffer for those in hell who had lost
the way forever, so does Rogquentin journey aMong the lost
and lonely, the sure and the cynical, to find his Meaning.

We now recognize that the impassioned\tone of The
Nausea is like the patriarchal and prophetic, ‘voices of the
Bible. In the Old Testament the dominant voice is that of
Moses. It was he who read the signs®of nature (the on-
coming pestileNce, the sea turning Bloodred, etc.); it was he
who mounted Sinai to receive the ten comMandments and
consulted his Visions to kltew the proMised land. The
patriarchal vice seeks to_aseertain the truth of daily life, the
abiding laws, the revelation of eternal verity, or of the
Presence of God hetée. and now. It is the patriarchal voice
which predominates® Pascal's Thoughts and provides the
vision of implgeable justice in Dante’'s ‘Inferno’ where the
design of dastiny is immutable. It is also Roguent's voice
speaking out against the wilderness of Existence.

By contrast, it is a voice of prophecy which fills the New
Testament. Although remembered for His parables and his
everyday wisdom, Christ’s foreseeing His own death and
Understanding the purpose of His life aroused men’s awe.
Thus did His daily gestures, words and actions become
symbolic of a higher destiny and, in a true figural sense, they
prognosticated the fulfilment of a promise for all who would

follow His way. Roquentin's voice seems to echo that pro-

mise when it urges us to overcome suffering by creating a
future of our own.

These alternate voices modulate the meaning of the
SymbPols and figurae which establish man’s communion with
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; are indicated in th @
K. 8 Van Tieghem, p.é

¢ Ibid., p. 252.

£ bid., p. 257. :
® Norman Friedman’s article on ‘symbol’ in Encyclopedia of Poetry and
W Poetics edited by Alex Preminger (Princeton, 1965), p. 833.

" The English titles of these works by Sartre are: Sick at Heart, The
Flies, Closed Doors, The Devil and God, and Being and Nothmg.ness.
& ® Erich Auerbach, Mimesis; The Representation of Reality In Western

o theratures (Garden City, N. J,, 1953), pp. 64-66.
e % |bid., p. 64.

10 Norman Friedman'’s article on ‘imagery’ in Preminger’s
p. 368.
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Sibid,. p, 171,

13 1bid,, p. 172.

14 1bid,, p, 175.

18 Ibid, p. 490,
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y to prevent anyone from fulfilling his destin, ig

is inabilit .
18 This ina nd Oedipus to stop him from 18

parable to the helplessness of those arou

bringing about his own doom.
17 |ndeed, the Autodidacte’s use of the phrase ‘A nous deux, Science

Humaine, not only comically recalls Rastignac in. Balzac’'s Pere Gorigt
and Flaubert’s Bouvard et Pecuchet but is also an ironical figural com-
ment. | have largely omitted the ironies in The Nausea aimed at all
things social, orthodox, and religious. Their intent is to arouse the
reader’'s scepticism at absurd human activities which repeat the
senseless processes and self-reproduction of nature. Such ironjes
express and evoke a contrapuntal pattern to the dominant melody of
symbols | have explicated,

18 By this child-like self-teaching the Autodidacte reminds us of
Pascal's concept of ‘natural ignorance’ whereas< Requentin recalls
the man of ‘learned ignorance’. Put another way,” the Autodidacte
is the naive man, Roquentin the nauseated Man,
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Apart from innovations in the technique of the novel,
Henry James is also praised as the most distinguished
among modern novelists for his portrayal of an nature
as it failed or flourished in highly organized ‘ y, distor-
ted, refined or sublimated by forms of c;ltse tion. James’s

subjects, ‘the voiceless little tragedies soul’, the dilem-
mas of the super-refined, the inte ual enthusiasms of
young men, the abortive love o insters, are More relevant
to modern life than the sit to be found in conven-
tional romances, realistic n% with exaggerated social bias
or propaganda novels o aturalist school.

In the novels of t phase, which Matthiessen calls
tha major phase, ti Cla| Material remains almost the same
as in James's r tales of ‘international situation’. But

they also d@strate a considerable maturing of attitude
attained by reflections and cogitations, Of the three novels
of the period under review, The Ambassadors enjoys the
privilege of being the most popular among the literary elite
as well as lovers of the social novel. On the surface, it is
also a novel of the ‘international situation’ like the former
novels of the same category but in reality it is a more comp-
lex and subtle study of trans-Atlantic socio-cultural life than
The American, Roderick Hudson or even The Portrait of a
Lady. In the earlier novels James is preoccupied with ‘the
innocents abroad’. The culture-hungry, but financially well-
off Americans, fall an easy victim to the corruptions, machi-
nations and evils of the FEuropeans. The Ambasscdors,
like other novels of the last phase, presents studies of human
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are universal. For, inspite of Brooke's thesjs
of the fatal mistakeof James'’s ’expat:alt;O“'ha"d _Pa"ington’s
'Jeracination’, the novel holds the mirror to ¢on-
g life in such a way that James’s observationg
tem;?orarv 2 cend the local and the trwid.  In The Ambas.
ineVltalit/e”ar::ence of a symbolic and poetic mode of vision
is:(z?r:flstkile. Matthiesseris remark that ‘If i want to
find a figire in his carpet, v.ve must_ search for. it .pnmanly
in the intricate and fascingtlng designs of his final ang
major phase™ is more apphcabl.e to 7The Ambas;adors than
to any other work of the last period. 3
The Ambassadors should be seen not o-ly as the culmi-
nation of Henry James's idea of perfection in the art of
novel-writing but also as a profound study of the impact of
European culture on the ‘uninitiated” Americans in a more
sophisticated and subtle manner As is well known, in the
earlier novels of ‘the international situation’ James has given
pictures of the Ameficans»in Europe—in England, France
or Italy and therr exploitation by the wily, the treacherous
and the rapacious, < Now with his Maturer mind James is
studying the reactiens and responses of persons steeped in
American consciousness 1IN the glamorous world of Paris.
The protagonist in The Ambassadors is superficially Chad
Newsome who, being enamoured of the enticements of Paris,
had been neglecting his father's trade. But actually it is
Lambert Styether, a typical product of Woollett, somewhat
uMinitiated but sensitive, who envisions Paris and forgets his
€mbassy in the wake of eNlightenment, who should be regar-
ded as ‘the ceptral intelligence’ and chief ‘reflector’ of the
\l;\?g(::.ettlns;eiasd OI]:' Ders.uading Chad Newsome to return to
1 Paric (;ould ;Z S*ggmhlm to stay on. His argument.is snr.an(?.
uch to a middle-aged man like him, it

could amost transform
a yOU ) Se 1t n r n b
youth like Chad, ng. sensitive and impressionable

it is difficult to dub The Ambas
manners unksgg one redfines the co

situations whith

sadors as a novel of
Nnotation of this genre

M. Yasvgéﬁ,jd

.
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~ of v rn‘i'ﬁg The sub;act of the novel ar

- multi-layered, is quite clear. We may say that Strether's e .
adventure taken as a whole constitutes the subject-matter of B x
the novel. But central to Strether’s adventure is also a quest.

In Paris he passes through several stages of mystification and
enlightenment, until finally he reaches the heart of a situa-

tion which it was his initial object to investigate. The situa-

tion is the relationship between Chad Newsome and Madame

de Vionnet. Thus the novel turns out to be one of the
especially typical themes of French fiction: that of a woman
ravaged by love for a man younger than herself who is
gradually freeing himself from her.® The Frenxhr novelists

have excelled in studies of the suffering o_f-l-lgvers and here

James is trying to emulate them from a new.langle. In a sens2
Strether's story turns out to be a cultoral history of late
nineteenth century New England township, Woollett, and the
‘Babylon’ of modern Europe, Paris.*

Let us, first of all, analyse-the first two books of 7The
Ambassadors to highlight the’cultural’ aspects of James's
art. As is well-known, James laid out the novel organically
in twelve books, each!{ of which could serve for a month's
instalment. His subject’ was well-fitted to such treatment
since it consisted ‘of Strether’s gradual initiation into a world
of new values, and a series of small climaxes could there-
fore best express Strether’s successive discoveries.

The opening book at Chester, where Strether, arriving
from Liverpool to meet his friend Waymarsh, encounters first
Maria Gostrey, is really a prologue that suggests the theme
of Europe. ’'Without pomp or circumstance, certainly as her
original address to him, equally with his own responses, had
been, he would have sketched to himself, his impression Of
her as: ““Well, she’s more thoroughly civilised .."." " The
second book begins in London. Strether is already started
on his eager growth through fresh impressions. During his
conversation with Maria he explains his mission. Strether
must have his initial taste of Paris, that ‘vast bright Babylon”:
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" Newsome, more than once acting as her only escort; but there had

‘ .ﬂawsom g inner, no pink little confronted dinner, ng
~ been no litfe confronted dinner,

Reble ""?ﬁh:h the 'Iibﬁfed candles had rose:cbidﬂfgafg_ :
1o had been to the theatre. even to the Opera in Boston, with M

o B .y . ] ; .
. had dined wi im at hi

-

ink lights, no whiff of vague sweetness as a prelimmnary... There was
.;:ch tghe s’ame difference in his impression of the noticed state of his

compan.@, whose dress was ‘cut down’, il'1 reSPeCt' to shoulders and
bosom, in a manner quite other than Mrs Newsome\s, apd who wore
round her throat a broad red velvet band with an ant|qu'e jewel . .. Mrs
Newsome's dress was never in any degree ‘cut down’, and she never
wore round her throat a broad red velvet band (I, p.44).

revelation of the uninitiated New Englan He remembers
his remark once to Mrs Newsome thatishe looked, with her
ruff and other matters, like Queep/Elizabeth. The present
situation obliges him to compare his companion Miss Gostrey
with Mary Stuart. His curigSiy and baffiement know no
bounds when he encountersvmore surprises in ‘doing’ London.
By and by he tells Miss “\Gostrey about [M:s Newsome, her
son in Paris, and his-ewn mission.

James gives (Us” beautiful impressions of Paris as it
enamoured Strethér. He had been waiting for letters from
Mys Newsome ;and discovering Paris in the meantime:

X _
The contrast in dress and manners iﬁé\@further. Itis a
Y

In the garden of Tuileries he had lingered, on two or three spots to
look; it was as if the Wondefful Paris spring had stayed him as he
roamed. The prompt Paris morning struck its cheerful notes—in a soft
breeze and a sprinkled smell, in the light flit, over the garden floor, of
bare-headed girls . . .

In the Luxembourg Gardens he pulled up; here at last he found his
nook, and here, on a penny chair from which terraces, alleys, vistas,
fountains, little trees in green tubs, little women in white caps and
shrill little girls at play all sunnily ‘composed’ together, he passed an

hour in Which the cup of his impressions seemed truly to overflow
(ll pp: 69'70).

The background serves as a prologue to the human drama

of which Strether was an observer and in which he was later
a participant. '
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““ ' In was |nd as hl was that f , u- H-__
l!!t the seeds of his earlier visit to EUrobI pre A
‘again. But his conscience had been forbidding him tll :j'
purchase of a book. When he glanced at the lemon-coloured
covers of French books he was inevitably reminded of green-
cover books at home: The green covers at ‘home comprised,
by the law of their purpose, no  tribute to letters; it was of
a mere rich kernel of economics, politics, ethic I, p. 77).
The ethical-cum-utilitarian bias of such bo produced a
kind of revolt in his heart. Was he to ren e all amuse-
ment for the sake of authority? Perhap ’\ had no alterna-
tive. Paris had bewitched him beyor@edemption:

It hung before him... the vast bnght\Babonn, like some huge
iridescent object, a jewel brilliant and\Rard, in which parts were not to
be discriminated nor differences «comfortably marked. It tinkled and
trembled and melted together, and what seemed all surface one
moment seemed all depth the next (I, p. 79).

Strether felt as if Ratis mocked his Woollett consciousness
by throwing its loVely’ baits—'Dost thou think because thou
art virtuous, thefe shalt be no more cakes and ale?” He
thanked God that he was not engaged to Mrs Newsome
by any promise. That would have tied his hands. He was
free to move and educate himself in Paris.

From the artistic point of view even the first two books
alone are sufficient to bring into focus the polar opposition
between the cultural ethos of New England (Woollett) and
French (Paris) life. However, a brief reference to the remain-
ing books is necessary to complete the series of impressions
which cause Strether’'s moral and aesthetic metamorphosis.

Though Chad has been mentioned casually before, it i
only at the end of the third book that he appearS with a
dramatic entrance into the back of Maria’s and Strether’s box
at the Comedie. In book four Strether feels his way into
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 friendship with Mrs Newsome’s son and N the fiftpp. .
introduced to Madame de Vionnet, Among the ph
~ Parisians Strether finds himself a really ‘majestic gpor _
and the more he comes to know about Parisjan wa'yr '
the more he deplores his lost opportunities, His agyiee ¢
little Bitham ‘to live’ sums up his final enlightenment, i -
The next two books (books six and seven) concentrate "’ :
Strether's developing relationship with Madame de Vionné’(,
from the first call on her to his rejection of Woollet anq
taking her out to lunch. Before the end Kthis book hig
position and Chad’s are reversed. Chad is wiliing to go home
and it is Strether who now urges him te'stay on,
Such conduct brings swift retribdtlon with the arrival, in
book eight, of the new gmbassad 'o‘f,‘?'l\llrs Newsome's formid-
able daughter, Sarah PocCock, “Who has been sent to take
over the duties of the waveting Strether. The critical point E
in book nine is the annoufigement that Madame de Vionnet's
daughter is to be martied and this leaves Strether with the
growing awareness that it must be Madame de Vionnet her- '
self to whom Chad is somehow bound. The tenth book P
moves rapidly to"Sarah being outraged at Strether’s betrayal
and to her Ultimatum that her ento :rage is leaving Paris. The
eleventh book rises to the most effective climax of all—
Strether’s glimpse of Chad and Madame de Vionnet together
on the river and his long delayed perception of their real &
relationship. In the colcluding book James gives us his

impressions of the fiNal interview between Strether and
Madame de Vionnet.

The Ambassadors Not only reveals facets of the typically
American cultural life as contrasted with the European but it
also highlights the dilemma and predicament of individuals
in certain situations which add philosophical dimensions to
the novel. Mathiessen points out that the challenge ‘to live’
had solely preoccupied James's mind at the age of fifty-five.
His immense elaboration of the challenge tells how much
it meant to him. It becomes in fact the quintessential expres-
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sion of a d '. nar '+ eme that runs th '."";4""-'.1"{11 o
- work from Roderick Hudson to The Portrait of a Lady. In
- The Ambassadors Strether introduces into his version of the 2o
theme a highly cOmplex iMage, which serves to reveal his “-L W
Puritan heritage. It is the image of life as 3 tin-mould into "
which, ‘the heipiess jelly’ of one’s consciousness is poured N
by ‘the great cook’. In this way Strether symbolises the
illusion of free will. The form of the individual conscious-
ness has been predetermined and limited, not by the Puritan’s
GOd, but by every force in the individual's background and
environment. Yet Strether insists that we make~the most
of life by enjoyi,g our illusion. Strether ha @mssed his
earlieyr OppOrtunity ald is perplexed with ,énew predica-
ment in the light of his discoveries. Madamede Vionnet has
lived her life and enjoyed her illusions. But at the end of the
novel she appears to be a ghost of her former self:

She was older for him tonight, visibly\Jess exempt from the touch
of time; but she was as much as ever(the finest and subtlest creature,
the happiest apparition, it had been giwen him, in all his years, to meet:
and yet he could see her then s valgarly troubled, in very truth as a
maid-sefvant cfying fo' her young® man (I, p. 256)

Thus The Ambassadors, apart from showing the moral
dilemma and iMNNet ‘conflict of the central characters, also
throws light on James’s own conditioning. Some of his
biographers and critcs, including Mathiessen and Leon Edel,
see™ to suggest that Strether was a projection of the novelist
himself.® Like Strether, James too had his disappointment
in youth but in the serenity of middle age he came to appre-
ciate the value of ‘seeing’ and ‘reflecting’ which in turn
made him the artist and seer par excellence.

As is obvious to any reader of The Ambassadors, what
Strethel sees is what James saw—the Europe of the tourist.
But James, being more perceptive and endowed with a
keener sensibility, conceived of seeing in a multiple sense,
as an act of the inward even more than of ‘the outward eye’.
As he observed in the Preface to The Ambassadors, ‘art
deals with what we see, it must first contribute flul-handed

T+
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But what distinguished him from French nagyygy
‘English aesthetes alike was that he never forgoy 4 il
kind of seeing, the transcendent passage to the world bat
appearances and beyond the senses, .
In order to present the history of highly refineq -
perceptive characters (-fine consciences’ in Conrad’s ol |
and simultaneously to unfold the history of Various ciyijiyn.

tions, James employs metaphorical devices in The Am

; bas.
sadors in a very subtle and suggestiv. nner. The yge ofdl
historical analogies—like those b en Queen Elizabeth,
and Mrs Newsome, Maty Stuartand Maria Gostrey, Cleg.

patta and Madame de Vionnet==is very revealing. Strethey

envisions the French countess)most fully as Cleopatra in the
followiNg Manner: Q

©

Her head, extremely fair\and exquisitely festal, was like 3 happy

fancy, a notion of the antigde, on an old precious metal, some silyer ¥
coin of the Renaissanée. .. He could have compared her 10 a goddess A
still partly engaged_»in a morning cloud, or to a Sea-nymph waist-high k.
in the summer surge (1, p. 238-39).

If Madamev\dé Vionnet is like Cleopatra, various and multi-
fold, Mrs\ NeWsome and her ambassador daughter are, like
Queen ETi'zabeth, telatively simple and, above all, cold. .

The employment of the boat image recurrently serves to 2
delineate Strether's movement from action and America to
observation apnd Europe. The balcony scenes have their own
artiStic justification in conveying to us certain aspects of
European culture which femain so puzzling to the Americans.
James also makes use of gardens and parks as setting for
SOme very significant scenes. William M. Gibson observes
that the four Majorf galden scenes in The Ambassadors, (in
Books I, 11, v and Xl) constitute crucial stages in Strether’s
€ating Of the fruit of the tree; and his enrichment in know-
ledge of the world, of good and evil'.? ]

It has been maintaied earlier that The Ambassadors is 8

Very complex work of art with all sorts of aesthetic, philoso-
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| vith its superb mnﬂsm *-t”* I
H'sr characteristic of James at his best. Tl' , the s
material in this as in other novels of ‘the Intemaﬂqr\aT_ 3
situation’ is severely limited. Here, as elsewhere, James is
concerned about the moneyed classes of the expanding
America of his day (the Newsomes are its representatives),
the titled and propertied classes of Edwardian England
(English life as depicted in the London scenes) and the
aristocracies of France (Madame de Vionnet in Paris). The
Americans as painted here (Mrs Newsome and.helt*aughter)

are generally shown as rich, uninitiated, r& and cold.
Strether himself does not succeed in sh g his Woollett

complexes altogether; Chad Newsom r his initiation in-
to Paris life decides to go back to A\&ica to assume charge
of his ancestral trade. The En @h life is depicted not so
much in terms of persons aign terms of art and culture
(theatres, parks, avenues an& alleries etc.). The English
national character remalm\a‘d an inexhaustible source of
wonder, perplexity, aMidsement and delight to James. But
in The Ambassadors he focuses his full attention on Paris
and French cultiey particularly of the upper classes. Strether’s
‘Babylon’ coult’Boast of its ‘Cleopatra’ and the beauty and
glamour of its parks, gardens, theatres, art-galleries, museums,
salon and all other paraphernalia of ‘civilised life’. It is not
for nothing that he feels like an aboriginal in this enrivon-
ment and his country folk are merely rough, uncultured,
money-minded and cold persons. In James’s treatment of
the cultural aspects of American and French life we admire
the way in which he makes it serve the double purpose of a

" radical criticism of society at the turn of the century and of

a more general ‘criticism of life” in the Arnoldian sense.

Department of English
Aligarh Muslim University
Aligarh
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MASKS OF DEATH

Though doubtless cast in a comic form and ultimately
following the trail of a reconciling and harmonizing process
B Measure for Measure is enwrapped in the shadow of death
¢ from beginning to end. Moments of suspe%e d intense
_ agony, when the action hangs in a precari balance, are
g far to0 numerous to be ignored, an \&1 se considerably
;‘_ neutralize the comic overtones of t y. The sustained
;- and ingenious Manipulation of the entional stock-in-trade
lﬁ' of comedy—the disguises, theo\ itutions, the impersona-
e tioNn, the bed-trick, the secre @s of the lovers—is done with
' the specific purpose of ng Angelo in his own toils of
i idealism. This kind of ching up of some sort of happy
¥ ending looks a littl \Lgc}éonvincing, even clumsy, inspite of
ks its manifest iNten . The play has been aptly designated
¥ as a ‘dark’ ¢ \ﬁy ecause in it the comic action is all along
> threatened by{ a subterranean force likely to explode any
moment. The crime coinmitted by Claudio and Julietta is
what initiates the action, and Angelo—to whom the reins of
government are entrusted by the Duke in order to see ‘If
power change purpose, what our seemers be? (I, iii, 54)—is
bent upon bringing the rusty and neglected law into speedy
operation. This may also be regarded as a calculated experi-
ment in testing Angelo in the art of governance and the
dispensation of justice. We cannot help feeling that the
death-penalty—unalterable and irrevocable as it is—is there
as a malignant presence throughout, and the implicit, ominous
foreshadowing of it is made by Claudio himself thus.

Our natures do pursue,
Like rats that ravin down their proper bape, il
A thirsty evil; and when we drink, we die. (l, ii, 120-22)

|
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the analogy with thé rats Who ¢ suspectin
discoverers *of their ‘bane’ (which is yet pro '._ o ﬁllm
evokes a sense of discomfort as also a feeling of naus ca.
The pursuit of license, leading to sharpening of sexual
appetite whose gratification eventuates in death, is what is
being suggested here, and this awareness dawns upon
Claudio even at a very early stage. He is keenly alive to
the sense of guiltiness as well as to the fatal consequences
of surrender to sexual temptation. And Angelo, the
demi-god, declares peremptorily and in no unc§ain terms:

65«‘

Ay s

| See that Claudio

Be executed by nine tomorrow mornmg,
Bring him his confessor, let him be p
For that's the utmost of his pllg\§ (ll N33-26/

i In some of the early comedl Shakespeare, as also in
' the great tragedies, the malgﬁ on is paralleled with one in

Pkl g Lo oma

a lower key, and that acce tes and highiights the former.

It is used both for p s of clarification and reinforce-
ment. The City i rasure for Measure has a symbolic
status and in it rafficking in sex is done with gusto,

Pompey, a iefly engrossed in it. Hence the fact of her
being under*a cloud at the moment is not only under-
standable but is also meant to elicit some sort of vague
sympathy from the reader: ‘Thus, what with the war, what
with the sweat, what with the gallows, and what with
poverty, | am custom-shrunk’ (I, ii, 75-77). The smutty
jokes and sexual innuendos exchanged between Elbow and
Froth, in fact the whole Pompey-Elbow-Froth complex of
communication and the barbed, cynical comments made by
Lucio upon this preoccupation with sex in the underworld,
arrests onie’s attention all at once. The restraint-liberty
dialectic in the play is neither simple nor patient of an easy
resolution. It may be tentatively identified as an opposition
: between the satisfaction of the physical appetites and the
i impositian of the domineering law. It would be only fair te

openly. and bja& y, and Mistress Overdone and her bawd,
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~ canpot be uprooted at will,
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assion or sexual appetite s embedded in human n
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OT a coNnflict as "o v
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4 To put too strong a curb on
~natural and inherent vitality is bound to lead to devitaliza-

tion. At the same time law as the restraining force is
needed both for safeguarding against excesses of blind self-
indulgence and for Maintaining the human organism and the
body-politic in a state of equilibrium. But if the law is
enforced with ruthjess seVerity, that is, not for oderating
but extirpating passion it might be deflected fr s legiti-
mate purpose. Hence the danger is that bo unqualified
reverence for lay and the practice of a he‘%\istic ethics is
likely to lead to perve'sjons and ulti aft\e*_ly to psychological
imbalances. Both originate from an attifude to life that is not
sufficiently grounded in experience; but is based upon an
arid abstractionis™. And the\enly alternative one can
propose and work out tentatively is to recognize, in the given
situation, the |egitiMacy of-the sexual impulses as well as the
sobering and moderating function of reason. In other words
this May be doNe in/the interest of the totality of human
expefience that May, stherwise, be falsified. But this is to
anticipate.

The VieNnese society, as projected in Measure for Measure,
is one iN which colTuption ‘boils and bubbles‘ and it is rotten
to its vely core. Here law as an organ of discipline and an
effective instrument for ensuring the stability and whole-
soMeness of the social ofder has been kept iN abeyance. In
reply to the first Gentleman’s remark, ‘Thou art always
figuring diseases in me; but thou art full of error; | am sound’,
Lucio’s retort: ‘Nay, not, as one would say, healthy: but so
soud as things that are hollow; thy bones are hollow;
iMpiety has made a feast of thee‘ (I, ii, 49°53), demonstrate
unmistakably that sin and corruption are preying upon the
enefgies of the social structure. AN unrestrained indulgence

nce of
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i Ellaw awdy talk is their tamili
gl 'ﬁl“‘-l-:i-.,-J g ML in frivolities but appe ars
manized and continues Moving he'P’eS.S.__
wid figure in a bizarre world which gl Tl ;h? i .

, 'The-images of venereal dlsea§es that se _ 3
H:O'n for Elbow, Pompey and Lucio are an in, ‘_ X
~ of their pattem of responses. It is a v}/or& t has been
‘ei'btied of spiritual values—one which is w,.degenerate-
 and diseased and in which the living e of life is ab9ut
g to be extinguished. It is a bestial\&&j in which wallowing
~ inflesh is the only engagement keeps one going, and
"" hence it looks as if the spiri man has already suffered
g extinction. In a breathless, animated flow of words in which
each, like a seasoned c@player tries to out-manoeuvre
the other, Isabella of S an eschatological vision that is
Jintended to dislod ngelo from his position of obduracy:

ot

it
at might the vantage best have took
FouRd out the remedy. How would you be i
If He, whith is the top of judgement, should |
But judge you as You are? O, think on that, |

And mercy then will breathe within your lips,
Like man New made,

Alas, alas!
Why, é@souls that were, were forfeit once,
An%

2 I*q!_ﬁ.lhﬁthuman Situation,

P - the imq f | o

t g ge of eternal - At

ok ak r':ll.:)n.(: it-l_llo that of e ecstasy of redemption that
Lt b R O move A =d Hon jthatiese

T ' 8do to the gesture of fqggn,ve_g_-.?
] i -' _- C ﬁ i, 4
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s the best of her rte bri al opulence in see

A fecis 1 1'_.” pl: ." i S D '_ "J;::['.'_.I 1;—;.'
rt of the central Christian myth for pyin, g * abd e
ge of heartin Angelo. ANd eyen Whet 2 Y.

arrows down -
gy and urges upon

licit any response from him she of necessity n

S48 \er frame of reference, changes her strate

~ Angelo to make an hgNest self-scrutiny:;
L

1
4

-
L i

Go to your bosom,
Knock there, and ask your heart what it doth know
That's like my brother's fault. If it confess

A natural guiltiness, such as ig his,

Let it not sound a thought upon Your tongue . \%
Against my brother's life. (I, i, 137-

The area of discourse has now been brought-down from the
universal to the particular and this entails
of copcentration, lIsabella is really con?:erned with the shat-
tering of Angelo’s image of himself \as ‘a man of stricture
and firm abstinence’ (or of inhibjtad sexuality), as one who
is a victim of se|f-delusion and takes a false pride in his self-
repression.  She pfoceeds ofMa certain hypothesis; in case
Angelo discoVerls in hiMsegh 2 ‘natural guiltiness’ like that of
Claudio—a propensity™{owalds the flesh as obstinate and
insistent as that Qf her Brother and tending towards the same
kind of sin—the death-sentence passed against him must be
revoked forthwith, Isabella proposes very adroitly to place
a miffor before Angelo but the latter—an embodiment of
ice-cold pfide and self-regarding Puritanical virtues—is not
willing to subject himself to any kind of self-introspection.
Neither of the two techniques of making Angelo evoke
the terrifying vision of death before the mind’s eye registers
aly impact upon him and leads to any kind of soften-
ing on his part. Later, realizing that Isabella was either
not following the drift of his argument or deliberately
side-tfackiNg the issue Angelo proposes to her the surrender
of the ‘treasures’ of her body to him as a price for Claudio’s
redemption. This gives her a violent, emotional jolt, for she
Could hardly expect such infamy from a person who prided

‘Qgreater intensity
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fon his ‘moral integrity and his apparent tnump

the entahglements of the felsh. Her indignant I’éfu:sa

consent to such an ignominy makes her visuajize death . ::_f
were | under the terms of death, .

Th' impression of keen whips I'd wear as rubies,

And strip myself to death as to a bed

That longing have been sick for, ere I'd yield

My body up to shame. (I, iv, 100-104)

This is even mote opulent in phrasing than Cleopatra’s ‘The

stroke of death is as a lover's pinch, which hurts, and js

desired’ and betrays a degree of erotic te n. This is what

Leavis, in an unforgettable phrase, calls &\e suality of martyr-

dom.”> Such a concretely sensuous l@age of death, coming

from the lips of one who very gfie‘?produces the impression

of frosty coldness and who Wished ‘a More strict restraint,

Upon the sisters stood, the votarlsts of Saint Clare’, (l,iv,4-5)

may appear a little mcongruous But it wells up from the

fullness of a heart worked’up to the highest pitch of inten-

sity, the unappeasablé in‘dignation of pfotest. |
Persisting in hstsame blaze of anget and while rebuffing

Angelo’s threat ©F subjecting Claudio to ‘ling’ fing sufferance,’

Isabella a 5, unctritically, and depending blindly on her

brother's\tesponse, that he would rather embrace a bloody

death than reconcile himself to her sister stooping to any kind

of ignominy:

Though he hath fall'n by prompture of the blood,
Yet hath he in him such a mind of honour,

That had he twenty heads to tender down

On twenty bloody blocks, he'd yield them up

Before his sister should her body stoop
To such abhorr'd pollution,

Then, Isabel live chaste, and brother, die:

More than our brother is our chastity. (Il, iv, 177-84)
This betrays a naive optimum of faith in Claudio’s impuise ;
for self-sacrifice as she had earlier made a commitment of i
self-restraint in regard to herself while offering ‘to wear the
impression of keen whips as rubies’ if she ‘were under the :

G Scanned with OKEN Scanner



- asure an e Mas

of dea sabe “i' mulates "‘ a IU “]= ef 1,4“3”
- OppOs 1 ﬁ‘%‘étween ﬂ\e ndeal of honour on th dne h‘é‘n By 4

e E1'0!;5 of chastuty on the other. And the ideal of honour as :,L--

di. A upheld by Claudio would stimulate him to risk his own life -;.1‘
i " in order to enable Isabella to preserve the ‘treasures’ of her e
| body. Life on Angelo’s terms is sure to be spurned and e

rejected by Claudio. The passage reflects a highly idealized
picture of her own self and a correspondingly specious
assumption on Isabella’s part that Claudio would have no
terrors of death and would therefore slacken his hold on the
alluring pageant of life without any inner compunction. Her
valuation of the dilemma in which both of them involved
is made in terms of her bloated sense of self f'bhteousness
and her right to subdue everything else to it. Hence ‘Isabella’s
attempt to place the individual sp_lrjt above all other
demands, in relying solely upon her spiritual strength’.? With
this is also linked up her gross and.(pitiable ignorance of the
intricacies of human nature, the subtle and varrying motiva-
tions of behaviour and hencé\ -her misplaced coksureness
about Claudio’s order ofw-preferences. It is no less obvious
that Isabella looks upon “death with contemptuous detach-
ment because its immediate prospect does not cleave to her
bones as intimately\as)is the case with Claudio. '

The crisis in \[sabella’s soul, seemingly resolved up to this
point, is followed by the Duke’s speech addressed to Claudio
- with the express intention of cheering him up. Lying at the

heart of the play as it does, it is worth a glance:

4] Reason thus with life:
.;*, If | do lose thee, | do lose a thing
— That none but fools would keep . . .
Merely, thou art Death’s fool;
For him thou labour‘st by thy flight to shun,
-~ And vet run’st toward him still , .
¥ Thou'rt by no means valiant;
For thou dost fear the soft and tender fork
Of a poor worm ., . .

4
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For, like an ass whose back with Ingots boyg
Thou bear’st thy heavy riches but 3 journey,
And Death unioads thee ., , .

What's yet in this
That bears the name of life? Yet in thijg life
Lie hid moe thousand deaths; yet death we fear
That makes these odds all even, a

#1841y
I'nthis hortatory speech contempt for death
C laudio through a loathing for life. Here the
Christian motifs and overtones are fuseq togeth
a composite picture of death. The Strategy g
Claudio feel so repelled by the Prospett. of livin
persuade himself to accept the death-sentenc
inadequate of the two alternatived, The eleme
this oration reverberate across the ages to the
Medieval drama and the entire passage has the feelofy
gnomic utterance. Life, (ith all its pomp and glory, al| its
delusive joys and partial securities, all its shams, Pretensiong
and allurements, C¥entuates in death. Death is visualized as
a Morality play figure, the more man tries to shun j and
keep it at armd length the more dangerously he runs into it,
and the feafUof it js instinctive and hair-raising. It also
unloads ‘'Wan~ of the burden of his worldly acquisitions and
takes him'to the Iast stage of his pilgrimage. All the hopes
and ideals that sustain Man turn out to be mere illusions, for
all of them involye Contrarieties. Life js not a seamless yarn

but a Complex pattern of events of reality involving and
reflecting baffling inconsistencies.

ClassiCaland.
er for Creating
MS at making
g that he May
€ as the lesg
nts Composing
tradition of ¢,

Man’s life may best be
fter-dinner’s sleep that makes him look at
9 through a distorted lens and induces in
of the world of Eternity. The best of man’s
rld is sleep, and sleep in a way is a fiQU"‘_
th that man Mmay own and succumb himself
0. Death i also the great leveller and it is through death
that we are 4Pt 1o overlook ot only the social distinctions
but also the bitter memgries and continuous frustrations of a

sojourn in this wo
fative form of dea
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Measure for Measure and the Masks of Death 239

flawed existence, and yet we hesitate to accept its verdict.
Wilson Knight very rightly points to the ‘changing, wavering
substance’ of man as reflected in this speech and to the
fact that life here is painted as ‘a sequence .of .unrealities,
strung together in a time-succession.’® The oration, coming
from the Duke in the guise of the Friar and aimed at pro-
viding solace and comfort to Claudio, is bound to be form-
alized and sententious. It has the compactness and cogency,
the suavity and level tones, though not unmixed with the
sense of the pontifical, of an oration delivered ‘from the
pulpit. [t is framed by careful phrases and neatiy~ahd deftly
arranged aphoristic periods. It has all the virtues of a class-
ical piece of composition—stability and-poise, cold and
statuesque formality, balanced but sdetachable units of
meaning leading on to a grand finalé-or clamactic proposi-
tion. It truly reflects the tone of voice and civilized temper
of the speaker.

Isabella, unlike Claudio, fis\.capable of looking on death
with detachment. But in_the passage that concludes Act Il
Sc. iv, referred to earliet, owing to being high-strung, the
timbre of her voice“\§eems to crack. Her speech vibrates
with emotion that\Js only slenderly rooted in experience, and
she takes little Y\cognizance of what it may land her into.
Later, while intending to communicate to him the finality
and irrevocability of his death-sentence she makes an arched,
oblique allusion to it thus:

Lord Angelo, having affairs to heaven,

Intends you for his swift ambassador,

Where you shall be an everlasting leiger. (1, i, 56-58)
The very economy of the statement betrays on undercurrent
of irony and it is also a piece of artful dodging on the part
of Isabella. At best she concedes that fear is the chief com-
ponent in the experience of death; otherwise it seems to be
devoid both of excruciating pain and the sense of ultimate
extinction. That way man reacts in the same manner as the
beetle he treads upon and, inferentially, should be no more
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And the poor be d’-‘ at we tread IPOTUE S
In corpc uffpl_'ance finds a pang as great b,
Ac whe l.a.-g'ia"n_l.‘- dfes. ,("L |,.'
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ETRr 5 5 1
Claudio, for the time being at any rate, strongly rege te ol
ST R S ) iy
S US an jda 4

attempt aimed at bracing him up and offer denyik
_;u' suous image of death as was done by Isabellg eappr.

\ earlier:
A -I;?rf " Think you | can a resolution fetch --Eh
S A From floWery tenderness? If | must d.ne,é ' *
| Will encounter darkness as a bride 6
- R And hug it in mine arms,

(.7 8184)

- The iron of endurance seems to‘b:e\tinkling in his nerves and
TS

the sensuous charm of dea@ at the same time as irresjsti.
~ ble for him as it was for A&Q y: ks

* I," ',\
But | will be &
A bridegroom i@death, and run into't e

As to a lov§ (V. xiv, 99-101)
But unlike An ho, in a moment of utter 'despair, does

: prove hus w laudio’s is a clean contrary movement,
Shakespe % alchemy of genius js brought home to usin
the su

portrayal of the resurgence of life in the face of
; the ghastly impendence of death.

Iy For sometime after Isabella had acquainted him with the
'salt waves fresh in love’ rushing from Angelo and the
obnoXious proposal put forward by him in all audacity for ,_
his redemption, Claydio js of the same mind as Isabella. It 1
looks as if her earlier triumphant declaration, ‘Then Isabella
live chaste, and brother die’, had not only been forced out
of the depths of hey being but was also an expected, though

naive anticiPation, of Claudio’s reaction to the matter. Even ';‘I
later, to Isalella’s ks

This night's the time
That | should do What | abhor to name; $
B O 6lse thou diest tomorrow (il i, 100-102) o

~ Claudio’s Prompt rejoinder

. o Whaties
is: “Thou shalt not do it’. What .
AL / '1
. ::_7;
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is more cel tral to the ,‘u s he fact that in
3 ,éh-beﬂa,.l lau n____ ";‘ﬁ ‘. .‘ |
- essasa mere sbstraction, an airy hypothesis, and o
it could be evaded and put by. Two_cfﬁciai*.,?

- Isabella’s address to Claudio, however, come to hold *"':' 1

in their firm grip. One is the possibly contingent nature of
the sentence of death, and the other is the reiteration, with
some degree of finality, of the hour of the approach ’of his
execution and Angelo’s pereMptory command that Claudio
should be prepared fot it. The phrase ‘your death_fomorrow’
that had been sounding with an ominous rin @\/ acquires
an added Poighancy and seems to ema from some
obscure region beyohd the frontiers of* ciousness. He
appeals to be sta'tled out of his ﬁf%r and wishes to
continue clinging to the last stra hope in the midst of
the grey despair overshadowing hk redicament:
Isabel. Be ready, Claudio, for your cfé}h tomorrow,
Cla. Yes.—Has he affection,_!‘lr_m'him,

That thus can make him.bite the law by th'nose

When he would force it?—Sure, it is no sin;
Or of the deadlyseven it is the least. (iii, i, 106-110)

T
<
gd Ol a

b

!'
‘.

The primitive, animal “horror of death assumes all at once a
visible, tactile presence for him; it stands out before him
beckoning him towards total annihilation, and Claudio is
unnerved. In other words, death which, in spite of being
ubiquitous, is something vague and unrecognizable, becomes
for the moment part of his persond, intimate self and drains
off all his energy. The sense of awe and of bewilderment,
springing from his particular situation, makes him modulate
his familiar idiom of speech which is conveyed to us thus:

Ay, but to die, and go we know not whevre;

To lie in cold obstruction, and to rot;

This sensible warm motion to become |

A kneaded clod; and the delighted spirit

To bath in fiery floods, or to reside

In thrilling region of thick ribb’d ice;

To be imprisorid in the viewless winds

e \
e - &4
L =
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h restless violence round about
: onﬁﬁdrﬁr to be worse than worst
£ o ‘ that vievless and incertain thoudt

I .o __nis too horrible.
ine howling,—118 _
!lTegweaﬁGSt and most loathed wordly life

That age. ache penury and imprisonment
;ICran fay on nature, is a paradise

To what weé fear of death.

tidal sweep of this passage, causing a breach
in what separates the mundane from the preternatural, js
overwhelming. It is the fear of the unknown, the perilous

leap in the dark as far as futurity is conce;r,%r,I that is being
underscored here. The opposition bet e icy coldness

of death, with the sure process of l}lti e decay of which
it represents a climax, and the w ajpable motion of the
living body, is at the heart of \t passage. The indeter-
minate, contrary movement&‘%f the ‘delighted spirit’—spirit
set free from the boncla\,e of the body—its traversing
through dark, misty riel frozen Tegions of abYsms of space
is something wh%- is terrifying to contemplate. The
passage helps ugﬁ all vividly Hamlet's ‘dread of something
after death, - undiscover'd country fro™ whose bourn No
traveller r@s', and the fearful dreaMs that vex and poison
one’s serenity and idealism. It is, however, sigNificant to
note that whereas the Duke's speculation about death is
built up round generalities—generalities that are yet a part
of the fabric of common experience—Claudio’s speech
offers us a cryddlzation of the deepest anguish (Angst)
:liowmh:rz Ithe' human psyche is invaded. The latter is
immeasurabI:m(;nous s fOC-alized and is forced out o
| . epths of .feellng. The Duke seems to have
- 5t e(f)lng -tiwe d1st_'|llat'ion of experience stretched ‘,
the Duke me;ely r}e is also justified in holding that whereas #
. Claudd's uncons MaVEGS pn the sondemnation of death ]
= - : Clous mind spins ling of |
] 4. INsecurity, the sense of ARping round the fee '

| 231 ultimate jounre ' uncanniness that hovers over man s >
[ V- It may be added that it is as much the féal 4

-___*. ﬂ
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, squate, is to be preferred to something ﬂ’ﬂ!ﬂ# | .m*
] in mystery and lies beyond our range of compret _ -

protoplasm out of
: llf d’ﬁ'f Bt‘fﬂﬁ‘haﬂ“*' 4??” men
ﬂdl‘l‘ THB‘ fa'c‘.ﬁW of the Dasein, however

Looked at from the stance of Barnardine, a gmlm
malefactor, death is robbed both of the elemant of fear and
the touch of mystery about it. For him it is not only denuded
of significance, it not only becomes a cipher bu%(;meth:ngl

that does not deserve to be attended to s It is |
neither the whore to be whipped byt dIe nor the |
lover whose embrace is both seductiv fatal nor the '
inscrutable pfesence that can on n\oS&)unt be exorcized.
Barnardine not only looks down u t as the Duke would

have Claudio do, he is just mdrf'g ht to it and is not to be
cowed down by its gruesome[{'és The Provost, a gentle and
humane soul as well as an bbrgctlve and clear-eyed observer,

sums up his attitude towards it admirably and succinctly thus:

‘A man that apprehendls death no More dreadfully but as a
drunken sleep:; cafeféSSJ, reckless, and fearless of what's past,
present, or to gome: insensible of mortality, and desperately
mortal.” (1V,ii, 140- 43) He is subject neither to human categories
and sensations nor to time-succession but drags on his exis-
tence in his own empty universe. The Provost further enligh-
tens the Duke in disguise in this way: ‘He hath evermore had
the liberty of the prison: give him leave to escape from hence,
he would not. Drunk many times a day, if not many days
entirely drunk. We have very oft awaked him, as if to carry
him to execution, and showed him a seeming warrant for it;

it hath not moved him at all.” (1V,ii,145-51) Whatever the
psychological inhibitions that govern Barnardine’s conduct
Death itself becomes degraded when it is confronted Wit @
Man of his mould and temper. He is neither overwhelmed by

its gruesomeness nor intrigued by its s Wbt eland impenetrable

mystery. He just wants to pass it by because its intrusion in
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orld is likely to disiocate the Vil 1c
\ad been pursuing so consistently for ages. It is neither worth
 being scrutinized closely Nor does it tease Us out of
o It is something utterly futile and paltry and hence
gl m not pose any threat to the impercipience to whieija
"~ Barnardine has been so shamelessly and irretrievably reduced,
; How would Death look when juxtaposed with an ‘unregene- .
rate life-force’ like Barnardine? K
Angelo’s evocation of death comes almost towards the
end of the play and is no less fevealing. The wily sophist
of the earlier scenes, who had tried to bundle up Isabella in
legalistic quibblings, not ofly meets dis.co\' iture at her
hands but is also completely foiled by t perior strategy
of the Duke. Ultimately he not only leves a degree of )
I' self-purgation but also comes to realization that good ‘1
it and evil afe so inextricably mixe@p in ths pattern of living
1. that they can neither be ftr in total isolation nor ex-
‘I

plained away in terms of plistic solution, He admits
(1 the fact of his being ‘undiscernible’—deluded by his own
i . false idealism—and ght to bay at long last, recognizes

H death as the Only\@d proper meed he could expect for all
I his doings: (5

\Tﬁ% good prince,

No?ﬂger session hold upon my shame,
But let my trial be mine own confession,
Immediate sentence, then, and sequent death

Is all the grace | beg. (V, i. 368-72)

Further prompted by the impulse for self-surrender he speaks
with genuine fulness of heart thus:

| am sorry that such sorrow | procure,

And so deep sticks it in my penitent heart

That | crave death more willingly than mercy;

‘Tis my deserving, and | do entreat it. (V. i, 472-75)

Mercy it is that Angelo had most doggedly and perversely
denied to Claudio, and insisted that the death-sentence
could in no way be revoked. But now death is the coveted

Al i

e
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ace that could be 'bestowe~ " him by the Duke. The
Iprocess of traversing through the mferno of pain and misery -
may be said to have brought him not only an unerring
perception but also a new wisdom and a new humility. We
4 might as well hold that Angelo comes to develop an acute

: sense of absolute loneliness of being without communication,
and this continues haunting him in the last scene of the
play. Death is an ineluctable fact in Measure for Measure,
and the dramatization of the various attitude "(o ards it
goes to show that there is also a tragic foc the play in
the sense of our clinging to duratlon. h. The Duke
speaks of death with disdain and also r@s it as a phantom.
Claudio’s act of romanticizing, under\é)ell's moral infection,

-
hf""'"

soon transforms death into an. t of fear and Angelo’s
inward agony, betrayed by a eal for mercy, modulates
itself into a death wish. n objective fact of existence

Death does not fit into ardine’s pattern of animal living.

But neither Claudio’s ?thm horror nor Angelo’s death wish

e ———————

nor Barnardine’s i ipience constitutes the whole of truth.
All these masks‘of. Death are, however, relatively inconse-
qguential, for arl Jaspers puts it beautifully: ‘What death-
destroys is phenomenal; it is not Being itself’.

Department of English

Aligarh Muslim University
Aligarh
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_ 'J" Whepl of Fire (London, 1&&9},5;.
D 5,: *1 "% ang quﬁ and Structure in Measure for Mea‘sy
»~ oronto Quarterly (Winter 1976), p. 160.
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How does one approach the Shakespeare criticism of the
past? In a way the problem may be reduced to dge of the e

proper adjustment of tone, of trying to achieve er pre-
carious balance between sympathy that may s&b@mes‘ have 3|
to be deliberately induced and the almost i able touch of
ironic detachment, a critical shrugging \the shoulders to
ward off possible involvement in prob*ebs that are no longer
seen to be problems and approact the subject that are
no longer regarded as valid %ven relevant. Not that the
difficulty arises while de @ nly with the trivialities of
minor criticism. True, no &t, that the recent publication of
extensive selections fr he earlier criticism of Shakespeare!
has highlighted t roblem for the ordinary student of
Shakespeare m\ that a concentration on Jonson’s Folio
poem or Dryd&“s Essay or Rowe's Life had never done. It is
interesting to see that generally the more extended treatments
of the subject, especially those that go beyond literary
criticism to trace the course of the movement of the general
appreciation of Shakespeare, have to struggle hard in order
to strike the right note.2 A preoccupation with the chief land-
marks only, with critical insight at its historically most
, untrammelled, poses few problems. It is possible to read
Jonson’s poem without being especially aware of the Renais-
sance concern with the antinomies of art and nature or of the
contemporary stance of awe and reverence towards ‘haughty
Rome and insolent Greece’ and the consequences of such a
stance in terms both of critical freedom and restraint. Dryden
and, to a greater extent, Johnson approached important

p
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¢ she imaginative vision of cv':'.:-.r v t
L *‘Tf" ’E;P aBmmon experiential reality enst

i ogma is no doubt occasionally r»-'i'qm's
Wi ever, it is persuaded into yielding its fast iy,

E , how . e t:
:gane.rally deance and validity. In his notes more ¢ 5#-1‘_.'._
of critical rele T 3 an in
the Pr:d&ae, J()hnson ,speaks with the authori y of gener

human experience behind him. The case of Coleridge howeyey

Ui‘l—-l N
Ned

|

is exceptional; he was too profoundly engage'd in thinking g ‘;
problems for himself to have followed, or himself devised, 5 3
¢ramework of generally accepted dogma. Th_e semblance of 5
peculiarly nineteenth century ring in his voice can perhaps

better be explained with reference to the%act of a cort
eveloped some

vulgarisation of his insights as the cent
of its most cherished Shakespeatian th . Coleridge seems
closer to the present age, especia 'A o the critical modes
originating in the ‘thirties, than do*@)st of the other Romantic
critics, The point, howevef, tf]_a{‘is being sought to be made
here relates not so much to. thie, universal elements in the best
Shakespearian criticism of\the past as to the rather obtrusive
frameworks and theoretical edifices that evoke little sympa-
thetic response in. t'he contemporary reader now.

Notable amongiguch critical perspectives of the past is the
one that il1Si5{%\(Gd”'del’iving the moral Significance of Shakes-
peare’s work ftom its supposed reflection of his creative self.
In a widey context of ideas, as may briefly be seen later, such
ah apprOach is part of an intellectual movement that, starting
iattsetl?e |in550f t:e eig.hteenth c.entury, has not yet exhausted
also ;n its o:/aetr-eslir na‘-v? fiflation ot ifa g ar't,. howeka
attending upon t;lmmﬁed approach to the critical 'problems
century search for :th-study. O_f_ Sl1ake§peare, the .nnneteenth
inthe critjcal writinlcal significance in terms of biography—
difficutics to (he mo?bs of Dowden and others—presents
9€neral dift of tpjg 'r'_]:reader that may not relate to the
often misconceiyeq aCiMc'.sm e n‘U_Ch as to its overt, and
Shakespeare throy _" ms alnq iIntentions, The approach 10

gh his biography’, the main plank of
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Shakespeare’s Self-Revelation

Edward Dow'den's magnum opus, Shakespeare, Hié“'

and Art,® continued to be favoured by important critics ti
publication in 1807, in the once popular English Men f
Letters series, of Waker Raleigh’'st interesting monograph oon
Shakespeare. It is important to maintain the distinction bet-
ween approaching Shakespeare's work through his ‘life’—3
contribut_'on to crlicism Proper, whatever its ultimate value—
anq se-feklng 'to construct biographies by a selective marshalling
of ‘evidence’ from the plays. It was the latter approach tha t
ultimately degenerated into unbridled indulgence in pure
fantasy and was responsible for the less fortunate_ among the
fomanticised biographies of Shakespeare. Frarik Harris and
romanticists like him, however, have little claifn-on the atten-
tion of someone thal was mainly preageupied with the
aesthetic criticism of the plays; the ®oncern with the per-
sonalist staNce is, on the other hang, really justified on the
ground that jt had come to be.'adopted by serious criticism
as Meals of appfoaching what\it"supposed to be the real crea-
tiVe centre of Shakespeare’s\alt. Dowden and Raleigh cannot
be dismissed as insighificat critics. Raleigh, the later of the
two, wrote moNographis on three major English poets
and though, like"Sir Arthur Quiller-Couch—his famous
counterpart at Cambridge—his interest in literature smacked
somewhat of the ideal of the accomplished gentleman, he
always wrote with taste ahd enthusiasm. His book on Milton
(in the same series as the one on Shakespeate) is something
of a landmark in the history of Milton appreciation. Certainly
he did not possess (nor did Dowden) the kind of penetra-
tingly analytical or profoundly synthesisig intellect that had
given to Bradley's Shakespearian Tragedy its unerfing grasp
of an essentially speculative subject, but he did bfing to bear
on Shakespeare's plays an unmistakably assimilative mind,
rooted firmly as it was in an experiential enjoyment of
literature, and it is with some justification that a recent
refereNce work on Shakespeare calls his book as ‘still a 9‘_’°d
general introduction’. Edward Dowden, whose main critical

Il the
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work on Shakespeare wa-s pu.blished exactly in the Middfg o
d halt of the niheteenth centuTy and Which Was
the secon . in the past notwnhstanding, a wo ;
o o e ot s %
;qoo;i was written at the age of thirty fwo)\,/.may. legitinnatel‘y
be regarded as the most r?pr'esemmlve ICtorian Critic of
Shakespeare. Bradley may, incidentally, have tg pe d
that distinction, and that too not‘ -merely for the technicy
reason that Shakespearian Tragedy missed the Victorian ag
by a narrow margin but also for the more IMportant reason
that in a peculiar, negative way, and through 4 remarkaple
continuity of debate, he belongs More Wwith the twentieth
than the nineteenth century critical ‘¢thos. Bradley does cer.
tainly share with Dowden some_gf* his Victorian preoccupa-
tions; moral concerns and a'mild or pronounced agnostic
orlentation of thought tend “to assimilate Shakespeare to
George Eliot as much in-the Shakespearian Tragedy as they
do in the Mind and Art.)Bradley, however, stands in direct
relationship more to Shakespeare’s work and to critics like
JOhnsOp, and Coleridge than to his own age. It is Dowden
WhO no dOuptmeeds a historical perspective, and that mainly
because Fe\Chose (at least i his major work) to write on
Shakesp®are from the personalist standpoint, a critical stance
that then appeared more or less valid. It may, therefore, be
worthwhile to see where the main significance of the app-
r%3ch was supposed to lie, what the real drift of such
CpitiCisy, \yas, and how it may be assimilated into the main
Patterns of ¢y entieth ceNtury Shakespearian criticism.

Wiiting of Shakespeare’s self-revelation as a critical debate
in the nineteenth Century s, therefore, mainly to write about
Edward Dowden and his firm conviction that the mystery of
Shake§pea,e's Work could be easily unravelled if we approa-
Fhed it as ‘fragmentg of a great confessiori. He was not
indeed the first 1o have believed that literature was a form of
se'ﬁ-re‘avelation, €Xperience filtergq through a temperamert.
The idea—in the form in which it came to be radically dis-

enied
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Shakespeare’'s Self-Revelation

tinguished from the rhetorical notion of the individuality of
style (‘le style est I'homme meme’)—was about a hundred
years old when Dowden came to apply it so thoroughly to
the study of Shakespeare’s work. The personalist approach
had its origin mainly in the replacement, at the end of the
eighteenth century, of externally determined canons of
criticism by inner, psychological criteria. The disintegration
of formalist classicis™ was accoMpanied by the growth of a
certain introspective self-consciousness and linking of thought
with experience and personality. This was a change of a
radical nature and certainly one beyond the scope, of litera-
ture or literary appreciation. It is possible, ironically enough,
to trace the origin of this change, one that-dealt the death
blow to the neo-classical conception of-literary culture as
sharing in the common fund of given. experience, to the
citfcuMstances surrounding the birth “ef Neo-classicism itself.
Humanism was the direct source of the literary creed that
stressed so much the virtuesi-of geNeralisatio® and imper-
sonality; it also encouraged not only speculative thought but
speculation about the nature of thought itself—the ultimate
source, in a way, of the idea of personality and of experience.

It is in this contexty that Wordsworth's Prelude acquires
such a tremendous significance in that it marks the artistic
apotheosis of the experiential self of the writer. It indicates
the great shift in the focus that took place as the century of
polite culture drew to a close. It is the counterpart in England
of Goethe's creative endeavours that had rightly appeared as
‘fragments of a great confession’. Herder stressed the impli-
cations of the personal factor both for literary creation and
criticism when he had suggested (in 1778) that as a work of
art was the impression of a living human soul, the biography
of an author was bound to be the best commentary on his
work. Some of the most important aesthetic distinctions
popularised by the German critics at the turn Of the céntury,
the distinctions between ‘naive’ and ‘sentimental’, ‘real’ and
‘ideal’, ‘objective’ and ‘subjective’, were mainly formulated
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+h century and became, at the same time, the
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wished
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.Lﬁé:é“tudy of the biographical appros

" ch in its applicatior

~ to the work of Shakespeare would Iré One to l°°E',.
i ':*g‘e'x:uliar emphases and ramificat % within the general
"?Tfamework of the personalist st . Though the discussion

~ of the question of shakes@ self-revelation was already
f-" about a hundred years old)JDo one else before Dowden had -

T s to make it the central issue:

*

- given it so much salien

The attempt [says Do
5. nect the study of Sh

; lity of the write

. his intellect
work fro

The I)G\

not

in his Preface] made in this volume to con-
peare’s work with an enquiry after the persona-
to observe, in its several stages the growth of
aracter from youth to full maturity, distinguishes the
greater number of preceding criticisms of Shakespeare,

was no doubt justified and for reasons that may
w be regarded as very complimentary to Dowden’'s
own critical acumen in choosing to feel confident where
others before him had remained tentative and hesitant. It

18 possible that some of his confidence he might have owed
to elements In the contemporary critical ethos, to intellectual

tendepcies with a peculiarly Victorian character. Dowden
fémains the exemplar per se of the biographical approach to -

Shﬂkespeare, an approach that dominated the critical scené
as an accepted orthodoxy for

many decades. Moreover;‘
though he contj Y

- nued tO Write on Sh']kes eare tl" almOSt_ ".
the end of his Career and m ‘ 5

> _ any of his later writings are not -
"E:::/I‘:f? h'?" :rder but also mark the beginnings of ffes_h_*-'
1A Jmmn;ﬂquj_r_y, he never thought it necesary to change his
1 :5 It ﬂ-,.ﬁ:,:;_;g_?ard' t0 the main stance in his earliest bo
) "‘:'.- ore, be proper to keep Dowden in the fO(lJ'UL
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lead those who seek self-revelation in Shakespeare to fa,[|'
back upon their own intuitive and subjective apprehension
of his personality. The line between objective assess-
ment and subjective impression, between fact and fantasy,
tends to be almost imperceptibly blurred. And not for the
seekers after self-revelation alone. Even in the eighteenth
century when biography and criticism were distinct pursuits,
in Rowe’s Life, for example, the tendency -to -embroider,
around the meagre facts, patterns out oféi\@biographer's
preconceptions, had already created the first of the innu-
merable ‘images’ of Shakespeare tj}@\went a long way
to influence, albeit indirectly, thei.c;mmsm of the plays.
With the advent of Romanticism the attempt con-
sciously to fuse subjective copceéptions of Shakespeare’'s per-
sonality with an appreciation of his works became an
important preoccupation-\ ‘with critics and commentators.
Dowden'’s case is, however, different and rather paradoxical:
for him the conpéction between Shakespeare's personality
and his work was not in any sense an overt indication of a
subjective approach; on the contrary, the search for the unity
of the author’'s mind in his work was part of the objective,
detached and systematic study of literature. The late Victo-
rians had a passionate faith in the scientific method and
Dowden, notwithstanding his liberal, humanistic upbringing,
was enough of a positivisit not to approach literature as an
object the study of which required the intellectual discipline
of a scientist. Criticism was for Dowden, as for others in
that age, the pursuit of truth, and a pursuit that had its
analogue in the work of an anatomist or a botanist. Dowden
no doubt occasionlly speaks of a literary work in terms of
its organic unity—a Coleridgian concept—but the idea under-
goes a subtle shift of connotation in that Dowden’'s use
reminds us more of a botanist's approach to a plant than of

A
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4 vital organism of transcendent significaHCfa that a literar, .
work & for Coleridge. .|t W?S' ther.efo.re, neither as 5 sonti |_  o |
mentdist nor a subjective |mpreSS|on.|st that he sought ¢
connect the study of Shakespeare with an enquiry afte, his
personality, it was, on the contrary, almost as g scientist,as
someone working under the sfhadow of the evolutiongy
‘myth’ about the origin of things that he looked for the
origin of Shakespeare’s work in his mind. The extraordinary
success of the Mind and Art speaks vojumes as to the cop.
temporaneity and iMmediacy of its critical idiom.

Dowden’s main ‘hypotheses’, to*use his own favourite
word, are focused on the questiogn~of seif-revelation, He
assumes that not only is there'aflink between an author’s
work and his mind, but also that cfiticism would acquire
significance in proportion'te its success in unfavelling the
man behind the work,{ His second assuMption is that the
complete works of amjauthor would also be found to reveal
the writef’s mindVin-a peculiar way—not as a disconnected
collocation of. aspects, but as an organism Manifesting a
process of gfowth. Thus, interestingly, he sets out to study
Shakespeale’s work not only as ‘fragments of a great con-
fessigD~however indirect—but also trace in them rthe
growth of a poet’s mind’. In all this Dowden was not, of
course, being vety original: the entire weight of Critical
tradition during the preceding hundred years, from Herder,
through Schiller, Goethe, the Schlegels, Wordsworth, Cole-
ridge, Keble, Carlyle, and Newman, had been in favour of
th® view of art as self-revelation. Coleridge, indeed, amond
the English critics had formulated a view that was far more
sub‘.cle and complex taking full account of the ‘distancing’
achieved in a work of art despite the unique and personal
nature of its vision. Lacking sufficient force of contrast

however, his views, too, had merged into the more straight-
forward Personalst tkories o

g e f literary art.
ere is little doubt that in his Victorian enthusiasm for

the personality of Shakespeare, for rescuing Shakespearé
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‘Shakespeare'.s Self-Revelation

from being ‘attenuated to an aspect’ (Mind and Art, p. 2), for -
imagining him as a real person—’practical, positive, and alive
to material interests’, (Mind and Art, p. 33) endowed with a
sense of fact, but liable to succumb to excessive thought
and passion—for believing that Shakespeare could, and did,
in fact abide our question, Dowden did not underestimate
critical difficulties, nor did he ignore the fact that some of
the most influential opinion before him had insisted on app-
roaching Shakespeare as an impersonal poet, opinion that
otherwise regarded literature as self-expression. Dowden
was undoubtedly aware of the hazard in attempting ‘to pass
through the creations of a great dramatic poet.te ‘the mind
of the creator’ (Preface, p. xiii). Richard Simpson, reviewing
the Mind and Art in The Academy”, recognized this when he
pointed out:

Professor Dowden's subject is one full of “difficulties, and incapable
of strict demonstration. Mr Halliwell, e€xhorts us all to avoid the temp-
tation of endeavouring to decipher Shakespeare's inner life and charac-
ter through the media of his works" According to previous bias, so
will the reader’s assent to the contlusions of this book.

Knowing fully the dangers:*and pitfalls of the approach he
had adopted Dowden still' believed that ‘a product of mind
so large and manifold.as the writings of Shakespeare cannot
fail in some meastwe” to reveal its origin and cause’ (Mind
and Art, p. xiii){ The most influential critic of the century
had, apparently, thought otherwise. Coleridge had through-
out laid great stress on the protean quality of Shakespeare,
his impersonality at the simple dramatic level. In this he
had been close to Schiller who had categorised Shakespeare
with Homer as ’‘naive’—lacking in the element of self-con-
sciousness so characteristic of ‘modern’ literature. Schiller’s
conception of Shakespeare in terms of a depersonalised,
immanent deity was echoed by Coleridge when he remarked:
‘Shakespeare is the Spinozistic deity—an omnipresent creati-
veness, Milton is the deity of prescience. ... Shakespeare's
poetry is characterless; thatis, it does not reflect the individual
Shakespeare’? Shakespeare, Coleridge insisted, possessed
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: Hu’alffy of total self-immersion, a quality WH‘F‘
" with Chaucer, but in a totally different way:

The sympathy of the poet with the subjects of his poetry ig part‘iéﬁ
remarkable in Shakespeare and Chaucer, but what the first effects p,
stong act of imagination and mental m'etamorphosfs, the last o
without any effort, merely by the inorn kindly joyousness of hig natur'
How well we seem to know Chaucerl How absolutely nothing do w;.

know of Shakespearel?

Apart from this general characterisation, Coleridge had
specifically disavowed the possibility, at the psychologica
level, of identifying Shakespeare with any-of the dramas
personae. ‘Shakespeare darts himself f‘o'r'fh, and passes intg
all the forms of human character and'passion. . .. Shakes.
peare becomes all things, yet forever remaining himself1o
In Venus and Adonis, Coleridge\found the ‘second sure pro-
mise of genius’ which consisted in ‘the choice of the subject
remote from the private intefests, cifcumstances, and feelings
of the poet himself’, 1
Notwithstanding “alt these, and many other, comments
on Shakespeare's¢impersonality, it may perhaps not be exactly
true to suggestias M. H. Abrams does,’? that Coleridge was,
like some modern critics such as Stoll and Kittredge, exclu-
sively concerned with Shakespeare the artist. The subjectivity .
Which he attributed to Shakespeare was, no doubt, not the
subjectivity of the poet, but ‘a subjectivity of the Persona,
O dramatic character'’® Nevertheless, as C. J. Sisson
points out,'* there are hints of a subjectivist approach in
Coleridge. In the fourth of his ‘Lectures on Shakespeare
and Milton’, he intended to consider Shakespeare’s plays
‘as they seem naturally to flow from the progress and
the .orde_r Of his mind’.** No doubt, ‘the progress and order
(t)ff]ehls mind’ Is in terms of artistic growth and maturity, but
biogrsaupghgzszltlosrzs il_sewhere do .certainly acquire avagrelz
e o legcr:lf:c?nce. In his arrangement of the Pd?;’s
£ bD chs’, the group com;.)nsmg the traﬂge
Y the comment: ‘the period of beauty is NOW

e
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G Scanned with OKEN Scanner



h - s &
passed by, and the period of . .. ['terrible grandeur
[succeeds]’.®® In the same group Troilus and Cressida, too,
is preceded by a comment that has a faintly biographical
undertone,

The foregoing is not intended to form part of a summari-
sed history of the controversy regarding Shakespeare’s self-
revelation since any such attempt would have to take into
account many other developments; the interest, for example,
in the study of Shakespeare’'s characters and the growing
feeling that some of these characters stand in a special
relationship to their creator. The brief reference IG\' leridge,
however, was intended only to show that Dowﬁ'@s s attempt
in the Mind and Art was not without a cc’ﬁ%‘ext of critical
discussion, and that, apart from critics-like A. W. Schlegel
who had taken a subjectivist view, of*Shakespeare, even
Coleridge’s criticism could have grevided Dowden, if he
needed it, possible grounds for ‘discovering self-revelation
in Shakespeare. ‘

Dowden’s main concern.was not biographical but critical
though it is not always\/possible to distinguish between the
two. This is perhaps@ssit should be. One may indeed be
persuaded to dis¢evey in the fact not only the main signi-
ficance of the approach but also its most important point
of contact with  some of the common tendencies in the
Shakespeare criticism of the present century. The blurring
of the distinction between biography and criticism—whether
the critic’s aim is to probe the depths of the creative self
of Shakespeare for its own sake or to discover the mind in
the works as constituting its ethical core—is indicative of
the fact that the two are perceived to be originating in the
unity of lived experience. What Dowden was out to discover
in Shakespeare was the essential meaning that the latter’s
experiencing self had been able to forge out of life. That
Dowden had considerable difficulty in locating that meaning
can be seen from his letters, He was in search of a ‘concep-
tion of the man Shakespeare’, he tells us in one of his
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 jetters,” and he found it in an essay by David Magg
~ the well-known biographer of Milton. . Masson hejpq,
B owden i locating the core Of Shakespeare’s SPiritug|
' quest: a taut balancing of the empirical and the metaphysical
or rather the apprehension of the beyond through j ful R
realization of the mundane. Masson thought that, believing{ ¢
all human existence to be an illusion, Shakespeare had achje. :,
s ved a profoundly metaphysical dimension thfough the very
' concreteness and reality of his presentation of the actyg)
world. An important conclusion that can Now be drawn
is that when Dowden set out to .coﬁect Shakespeare’s
personality with his work, he did probably mean to :
identify the dramatist with any ofyhis characte’s on the p
simple, psychological level of fiét'i;onal ‘recognition’—Dickens
himself in the chafacter of David Copperfield, fof example—
not ‘personality’, perhapﬁ.,f at the psychological level at all; |
what he hoped to discover in the unity of complete works, '§
was the uniquenes&,‘_\"’tﬁé‘ ‘personality’ of a cofNsistent vision,
Masson did in <fact provide hiMm with what he had been
looking for—a\eonception of the man Shakespeare’.
DOwde?{‘a:ﬁes no doubt try to arrive at a conception of
Shakespe re’s personality in the More normal sense of the
word Q&a. He contrasts two popular ‘images’ of Shakes-
peare—that of the cheerful, self-possessed, and prudent
man, the ‘burgher-from-Stratford’, and the one that had been
popularised by the French author, Taine, of Shakespeare
as ‘impetuous in his transports, disorderly in his conduct,
heedless of conscience, but sensitive to every touch of plea-
sure, a man of inordinate, extravagant genius’ (Mind and Art,
p. 31). From these two extreme views of Shakespeare’s
rpersonality, Dowden evolves a conception that, apart from
Its great psychological interest as postulating an inner
conflict, also acquircs strong ethical overtones—it becomes,
$O 1o saY, a .Victorian analogue of the Pilgrim’s Proyiess,
gV?fC?rﬁ‘lf‘g lf\ this case the daemons of excessive thought
nd passion, and moving on to the heights of redemptivist

i

E

(3 Scanned with OKEN Scanner



King Lear. The "poslllvlhl'nf is n ot discovered in tr

fact of the few known business transactiOné at Stratforc oL
the other aspect of his personality is only inferred from the .
composition of plays like Othel/lo and King Lear. By a remar- :
kable logical /egerdemain, Dowden transforms the objective
manifestations of ‘the infinite of passion and the infinite of
meditation” in characters like Hamlet and Othello into the : ’

deeper components of Shakespeare’s spiritual personality.
That the argument is circular, a virtual cu/ de . is never
noticed by the believer in Shakespeare’s sel@ation.

The chief among the critical consequen f the biogra-
phical method is the salience given ’Qertain plays and
characters, and, at the same time; @undervaluation of
certain others. Titus Andronicus,§t example, is not gene-
rally regarded as among the \g t" plays of Shakespeare,
and the consensus of schola(l{/ opinion at that time was
sceptical about the authenttcrty of the play. One, however,
suspects that Dowden may have been encouraged in his
gross undervaluation ob the play by his preconceptions about
the biographical \gcheme, by his belief that the play was
written at a time>when Shakespeare had not as yet linked
his soul to the ‘graver realities’ of life. The biographical
predisposition also leads Dowden to accord a more radical
position to Romeo and Juliet and Hamlet than would gene-
rally be warranted. Dowden does this in terms of what
would now be called thematic or moral concern, though
there is also present a certain element of fictional identi-
fication. Dowden misses many of the dimensions of the
history plays by limiting their scope to the ‘world of the
procticable’.  His criticism of the last plays, too, has been
vitiited by the element of sentimentality introduced by his
con_=zution of Shakespeare’s supposed ‘old’ age.

b Shu'espeare, His Mind and Art was published in 1875,
and immediately it became a great success. It was followed,
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ar. later, by the little book I?owden Wrote ing
tho eresP o series, and it was th'ls that CONtaineq o
therzphica? pattern of Shakespearés growth i, itg ptl
biogr

3 0st
dallised form. 1t no doubt led to much Sentimentaligy o
crydalk

.+« popular acceptance .was certf':\'mlyf thfa .sourceof.a good
its pop itical confusion, but its implcit recognition ot
deal of C“I. istic growth in experiential termg Wagl
Shakespeare’s artis I' ’ an
i nt of a high order. Dow en was perhaps th,
o embarked on a systematic critical study o
o hth,a i chronological order. He had peg
Shakespeare’s plays in a ars froaHalon il n
helped in this by the work 9f scholars rom]c : one to | ur'n.|-
vall and Fleay, but it was his own. sense .o the nlme.er-smmﬁ-
cance of the plays in terms of their grOWlng moref vision that
had really enabled him to discef ~in them tllwelr .patte.rn of
growth. Coleridge had wishedt0 study the pays- in a ‘phy- |
siological and pathological’, ~and no‘t a Chronolo?wal, order, |
but this may not be taker@s a total disavowal of the chrono-
logical study. The tealreason why he had turned away from
making much of ‘the chronological Order of ?he plays .was
that contempofary scholarship had made avqﬂable. to him a
sequence that would have led only to absurdities; it is diffl-
cult to beligve that any one could have worked out a pattemn
of spiritual growth in Shakespeare on the basis of a chr‘ono-
logical order that assigned The Winter's Tale to the mlddl'e,
and Twelfth Night to the latest, years of Shakespearés
career."®Dowden’s own chronological arrangement in Shakef'
peare Primer aims at a comprehensive view of Shakespearé's
development, and, as pointed out by Sir Edmund Cham:
bers,” takes account of general intellectual and Iiteraf)j
factors. He goes beyond external evidence and ‘scientf
tests, and finds justifications for his own chronological aff'a"'
9€ments in a critical and intuitjve sense of development: ‘AS
Wedo not need a thermometer to inform us of decided chang®s
't';s::r:\:era;(ure In the atmosphere, so we need ne sci:;;?lg
Lost 1o ,Tam‘j;saaware that, in passing from Lové's La ! |
- and from Hamiet to The Tempest, we P |
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(Shakespeare Primer, p. 37). “tha
in this, as in much else, the reference to growth in Ilteral
biographical terms is only a way of approaching the inner
significance of the plays. It may be regarded as the Victorian,
critically less sophisticated version of the great Romantic
insight about the experiential bearings of art. It is worth
recalling that the best in the Shakespearian criticism in the

present century does in no way suggust that the insight is of
any but the supreme value.

It would be interesting, and not entirely u ruc'uve for
the history of Shakespeare criticism, to ma survey of the

articles on Shakespeare in the succeSSI\Le ditions of Ency-
clopaedia Britannica beginning in the.middle of the eighteenth
century. It may not contribute maech to our knowledge of
the genesis and growth of bardelatory, but it would not fail
to illuminate the history of the.fise and fall of orthodoxies in
Shakespeare criticism and.seholarship. It is not surptrising,
therefore, that the Shakespeare article in the ninth edition of
the Encyclopaedia (1885),%' contributed by T. Spencer Baynes,
Professor of Rhetoric)at St. Andrews University, presents the
account of Shakespeare's life and the development of his
genius in terms that are remarkably close to Dowden’s, whom
it mentions by name. The ‘pattern’, thus, had already be-
come part of the established view of Shakespeare’'s genius,
and was to remain so for many years to come. WNeedless to
say, the earlier editions have hardly a trace of the develop-
mental design, and, subsequently, the article contributed by
Sir Edmund Chambers to the famous eleventh edition, though
largely sympathetic to the biographical approach, especially
to the Sonnets, is, as would be expected from such an emi-
nent authority, free from indebtedness to any single source.
George Brandes, the Danish writer, had deliberately set
before himself the goal of refuting the idea of Shakespeare’s
impersonality. The result, however, was a book?®® that crossed

A
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the limits of objective criticism and; h::;):g :"th the
Harris, may rather be appro 55 10 More thap =
Frank .nq sociological phenomenon.  Sir Sidney |gg whae
in.tereS’(:b':;J of Shakespeare was regarded as the mogt awgz;
:);t(?\irét\i” superceded by the scholarly volur'r;es of Sir Edmundf'iv.‘?'
Charbes, was staunchly Opposed to the idea of self-ravel,. .y
tion. His knowledge of Italian and French poetry of tha
sixteenth century led him to regard even the sonnets a¢ Mere
poetical exercises with absolutfaly no relevance to Shakes.
peare’s personal life.*® In his lectures on Shekespeareap,
Tragedy, Bradley decided to ‘leave untOuched, or merely
glanced at, questions regarding Shakespeare’s life and charac. ,
ter and the development of his genius ~and art* because he ]
was concerned only with a specific™ aesthetic problem and, i
perhaps also because he might-Chave thought the subject of
questionable critical utility. 1t was only in a little introductory
volume, part of a series «that obliged the contributor to fuse
biography into criticism;*that another distinguished attempt
was made to read ShaKespeare out of his works and then to
approach the wotks”in the light of that preconception.
To say, hewevet, that Raleigh worked under some kind
of an obligation to adopt the biographical approach would
ot at all be correct since the enthusiasm with which he
réSPonds to the challenge right from the beginning suggests
strong copviction rather than the attempt to make virtue out
of necessity. We may recall that it was Raleigh who, with
_h'S e’fce"ent gift for memorable phrase (‘monument to dead
\deas’ for Paradise Los), made the remarkable suggestion—
on—that ‘no man can walk
adow’ (Shakespeare, p. 1)
RURE s i Nalist, .It is. interesting to “Otee'
towards the exeesse: Ofaﬁopted an ironic, detached Sta";‘;.
'Since the rige of Romt e.Rom'aljt-nc critics of Shagespe =
Shakespeare P antl.c crnﬂmsm, the apprematif)n
however Ome a kind of auction, where the bidder;
extravagant, carries off the or e, p. 4).
prize, (Shakespeare, P
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worthwhile to remind otltéélves of Ralmgh's 5 -"1 ution _
Milton criticism. There, too, he makes efforts to dnsengageh'- e
self from the Romantic tradition in criticism though the effort
was overshadowed by the fierce modernist assault on Milton
that began in the ‘twenties. In his book on Shakespeare, :
Raleigh makes an effort to go back to the older modes of -
critical apprehension in order to balance what he considered

to be the excesses of Romantic criticism. About gﬁroblem

of Shakespeare’s self-revelation, however, he ch ) follow

in the footsteps of Dowden rather than @ the more

formal and impersonal approach of critic X d scholars like

Sir Sidney Lee. Q

The very excellence of Shak re's writing makes
Raleigh convinced that ShakeSpge could not but have
revealed his mind in them. That 'V\xlhlch is revealed is not, of
course, anything as trivial as\personal idiosyncrasies. ‘What
we do know of him is so essential that it seems impersonal’
(p. 6). In this briefsummary of Raleigh’'s views on the
subject of Shakespeare’s self-revelation we may also note
that most of the“arguments are advanced in the spirit of
controversy suggesting that the critical debate that had been
initiated by Dowden three decades earlier could still provoke
interest, and also that Raleigh seems to be summing up what
appear to him as arguments still valid.

The main weakness of most of the arguments put forward
is the inability to distinguish between the emotion of real
life experienced by the poet and that of art inhering in a
structure that has an independent life of its own. The entire
debate about self-revelation in the nineteenth century was
carried on, by protagonists and opponents alike, on the basis
of fallacious arguments. No one can deny the experiential
context of literature and the individuality of artistic vision,
but to say that the living experience of art is the same as the

d
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fived experlence of life is to miss an impoy,

argument. It is no less than ignoring the jn.

imagination. It is the recogrition of this impoyear:

the general critical consciousness of the pregeng -,
leads one to find rhetoric such as the following gq o'
‘Plays like those of Shakspeare cannot he a_l'

blood; they call forth the man’s whole energies, ang

of the last farthing of his wealth of sympathy ang ox g

| (p .8). Raleigh makes an appeal to the readers awn ’

of the complexities of poetry. Great poetry refuses tg °°m' 1.

itself to rigid, easily comprehensi'ble for tions Ofmxni'

ence. Since Shakespeare cannot offer 'a'}our-square scheme

of things” (p. 9), he may be thougflif not to have revealed

himself in his works. We must, ~however, realize that *he

has spread out before us the scpoll that contains his inter-

pretation of the world;(—haw dare we complain that he has ‘.

hidden himself from our knewledqge?” (p. 8).

An interesting party0f" Raleigh’s biographical method is

his suggestion regardifiy the actual content of Shakespeare’s

self-revelation. AW “such attempts, however, are bound

to degenerate into irivialities since the critic’s own predispo-

sitions may-_intline him to foist them on Shakespeare's

work. Dowden, we may recall, thought the core of Shakes-

peare’s spiritual life to have consisted of the conflict

between passion and meditation. For Raleigh, on the other

hand, the chief significance of Shakespeare’s spiritual quest

lay in his passage through the Charybdis and Scylla of reaso? .

214 the life of imagination. All this reminds us of the iron¥ gf

ﬂ:t/orzrthat'r)mblems, critical and other, are seldorp resd\r/]zer Ao

There ise hilmply relegated St domqin % 'mel;v?eighl

i anti’cipatv::jvf}r' an important respect in which i:m ;

A thatd tf:fldoncy in the Shakespeare Cgt;iciting-

Raleigh ar)pru.z:vxdb o\nce regard?d -as, novei)l d;m g N ce’

i R andm's s.hak'espeare s imagéty ' f . ¢ and

2 Inclinations almost in the same spif!

With the gupy 0
18 ass 4 A 0
I8 @ assumptions as Caroline Spurgeon was {

-
o}
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tion of eomlinutttes in Shakespeare criticism woutdl, I‘umié, T

incline one not to be discouraged by ostensible, and now .
irrelvant, aims. The results of the application of the biogra- .
phical method to the study of Shakespeare would be found B

to have much in common with some of the imp t trends
in twentieth century Shakespeare criticis ere are not
ohly continuities of basic assuMption betléen the practi-
tioners of the biographical method g@mcs like Caroline
Spufgeon and Dover Wilson, but the Scrutiny critics,
with their avowed moral concer would also be found in
the Main drift of their criticis be engaged in not dissimi-

lar pursuits. @0
Department of Engli, \Q
Aligarh Muslim U\ sity

Aligarh ?3
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love-Hate Relations. By STEPHEN Spenpep (New Delhi-'l
~ Allied Publishers Private Limited), first Indian repﬁ'nt'
1977, 318 pp. ; .

In 1965 Stephen Spender gave the Clark Lectures at

Cambridge University. His subject was the Ang,$America-n
relationship. Since he ‘hates’ printing his lectur Y e decided

to rewrite them. In the process only five pag f the original

/o lectures haye survived. If the informal manper or the smooth
JI flow of Spender’s thoughts, achieved.at\times at the expense
of brevity, has made the book eminently readable, it has also
considerably concealed the amol &f scholarship that has

gone into its writing. Anoth ature that lends a certain
vividness to Spendel’s st is his use of similes some of
which afe quite outstand@g like the one about the preserved
Ametican past as | ust have appeared to the eye of

Spendef, the poet&\. does not it all have the glazed look
of a paralyzed S&f’row under the hypnotic glare of a boa-
constfictor—the great American futute?” Apart from an
introduction, the book consists of five sections, each contain-
ing a number of sub-sections. In the introduction, the author
declares that he has chosen to study English and American
sensibilities through the medium of English Literature, for

E_ ‘within the common literature and language the two peoples
share a past of memory and imagination’. Spender’s frame of
[ reference is quite inclusive. This gives an additional interest

to the book besides that of its subject. it can, as well, be
read as a work of literary criticism containing, as it does, a
number of valuable critical insights into some of the most
important British and American writers and their works. I'ndeed
v at places, Spender's approach is so close t0 that of literary

-
=T
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268 _ Book Rew‘ew.s' .y
.ation that a few of his observatiops (if picked oyt of
the context) may be _offered E.JS specnm?ns of Practica|
criticism, for instance, his analysis ofa brief Passage from
Hemingway's The Sun Aﬁsq Rises, In .tf.le first sect.lon of the
book (pp. 18-19). These pieces of critical analysis are, pq
doubt, an integral part of the ce”tra! argument Of the book,
Spender opens his argument with the obervation: ‘A
Hundred years ago, England had over America What EMerggp
called ““the immense advantage”. American thoughts, he
wrote, were English thoughts, Today it would be as true to
say that America has the advantage over EUrope. European
thoughts are Americad thoughts’. Though\ it'is debatable
whether European thoughts are Americal¥;thoughts, perhaps
what Spender wishes to suggest hete'is the over-all doM;-
nance of America which can hardly~be doubted. That this
dominance is largely a result of ;/AMerica-s Material progress,
Spendet does Not deny. His'aiMm is neither to extol, nor to
underrate the position of supremacy that America has come
t0 acquire today but tosunderstand how the United States,
Culturally a colony of{England, as Margaret Fuller described
it in 1847, started- disentangling itself from the intertwining
European past,“and by 1920 there was hardly anything in
Europe that \t "considefed worth emulating. The fact that
even in the middle of the Nineteenth century America’s sub-
servience to EurOpe was not complete and had a degree of
ambivalence about it, is demonstrated by the conflicting
g:nz”;a(” attitudes to the literary and cultural tradition of
o nerson. Henry James, Walt Whitman). Despite this
el it Con\;\ilnul;nda?te of E.ngland and -Europe,' as Spe_nder
t0 thell R S o oquiﬂltfy the Amerman writers’ attitude
the Eglish did nortyﬁnrds ate of Cultlure 3 O.n the other h.and,
Much of interest in America till as

late as th® ;
of th tWentu?s_ Spender points out that the ‘love-hate’
e early twentieth century Eng

against England itself as they help
ofthe Endish ‘patria’, and by th

apprec

lish writers was directed
lessly watched the doom
e time England emerged
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r Spenc mﬁmh founded on lll jine
American ‘patial, as was W. B. Yeats's on mm-uh
regards Pound’s expatriatism as ‘essentially patriotic’ and
makes it clear that for Henry James and Ezra Pound the
‘patria’ was not England, though this cannot be s (dof T. S.
Eliot.

The first two and part of the last seczq are largely
devoted to a study of some Amencan.u@ viewed in an
antithetical relationship to the corre;@ g European ones.
Empathy and subjectivity are the tw atures of the Ameri-
can wrters which, according to. der, put them in sharp
contrast to their English cou arts. He emphasizes the
American writer's love imate experiences and their
tendency to ‘test existen&ainst dissolution” (Hemingway,
Sco1t Fitzgerald). S er calls Whitman’'s Song of Myseif,
‘the archetypal p of the subjective’, and suggests that,
within the Anh\}s context, The Waste Land is its exict
opposite. In I¥s view ‘the main charactenstic of American
Literature is ultimately sdf-realizing, that of English Literatuse
séif-cultiaing Intied, Spender’'s love of antithesis is
rather shong, for he goes 1o quote Chateaubnand who coms-
Sidered Amenca 10 be e realizition of the idea of per-
menai 1 sondy These obserwitions, though controversial
and perhaps a bit 1o ganaaled, are, undoubtedly, fresh
and provocative

Equily perceptive, and probably more convinging, is
Spender’s account of Ameri@an atitudes 1o the past. Im his
mind being Amenanized correponds to living only in the
present. Americans, as they cannot bear the existence of
any mysieries, endeavour 10 rationalize the past not only at
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but t“aﬁ 44,34 ;y de ; i;.--;j.;
B eve 1 1o 1o Amon, T, par
son why st Aiforican ‘writdes, "TeoN ".“"“ *
illiams, are so critical of Eliot. Analysis
-mpﬁnca of the past (Pound, Eliot) is, says
attitude the English have imported from Amerrca
Before considering contemporary American attitud
and culture, Spender makes two bold assertions: (a)
known as ‘Americanization” is European methods |
America where they take root and flourishy (b) Am
less materialistic than the old Europe. ch builty,
Versailles, St. Peters, etc. Spender old Europed
of any sense of social respondilt \Xnd remarks: ‘The jda
building of the Renaissance v@ne in which no one fyaq
at all’. Though in the saMe,. breath he adds that in yq,
old art represents ‘solidi @@Vlmble values' and therefore it
cannot be considered in nomic terms. On the other hand.
the American con Qﬁk of art is utilitarian, in a way eve
commercial, for it C%)elleved in that country that all art ca
be bought. act how even a sensitive Ametican critic,
like Edm &Vllson prefers an American bathroom to a
Europeanéthedral brings into sharp focus a representative
American attitude to the old world and its culture. Spender's
dissection of America’s collective mind is at its best in the
piece entitled, ‘American Solutions’. Emphasizing the infec:
tious nature of the process of Americanization, he concludes'
that, in all probability, Russia will become a second Americd =
This reflects the nature of the realism and the keennss Ot
Spender’s analysis. ‘

In the concluding part of the book, Spender has, tO;_
great exent, drawn upon his own experiences in the unite
States, and said a few candid things about that countf: y
For example, he points out that the ruled in America shalg
part of the guilt of the rulers, for the two are not totatlg\‘:;
alenated from each other: or that American protest B J

.
e
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Ca r‘ 3 ".----—L'I'..“ i ___. :1,. A ,-,: |Jf| ." At 1i
Beat 1 <, Hippie, etc,) ’ekponentq;af whrah ‘thro .* "‘#1 to th
scalehgalnsbihe society’. He finds a parallql to thrs:a . de :_,-.
in certain English novelists like D. H. Lawrence and V"rrgmﬁay .
Woolf. Spender has all along emphasized the historical pers- ":': 3
pective against which America and its culture should be viewed.
Moreover he has substantiated his observations Amerlca

quoting what some of the leading American poe% writers
have to say on the subject. For instanc refers to a
speech by Randall Jarrel before conchesﬁg'\that, despite
campus patronage, the American p{;((?s an isolated elite,
condemned to this fate by a philistine “pub

%

lic.
‘Henry James As Center of - ish-American Language’
is the title of the chapter almost exclusively reserved for

studying the novelist who, by .leaving America and rejecting
the American idiom, refused to be ‘provincial’, and who
wanted the separate i}}\ga\tities of the American and English
writers to dlssolv-\)mto one. Spender regards James’s
criticism of cer n\}Amerlcan writers (Hawthorne was "provin-
cial’) as most}$~polem|cal, a justification of James’s own
preferences. But as compared to T. S. Eliot, he finds James
more flexible in his critical attitudes. Again, bracketing
Eliot with James, Spender treats the two as Writers who, in
their choice of language, go to the dictionaries instead of
going to the people. To say this about Eliot is to state
only a half-truth. Spender says that James was a snhob
Who could not separate the idea of civilization from aristo-
cracy, though he was aware of the latter's decadence and
failures. As the external civilization collapsed, James had
to shift the centre from the civilization to his own Conscious-
ness in the novels of the last phase. This, to Spender,
explains the ‘opacity’ of these novels, as also the description
of ‘artificial’ life in them. The word snob may sound a Jittle
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pender is generally more at homeg WhE

= ARlla )

EY

iterary history and criticism, Ung

ary histor erstandapyy,
surer ground in the chapter ‘Epb and Tide’ i g

~ he has m ale a judc bus use of his first-
.__‘_-'a"Eﬁ'Q“Sh literary scene right from his "-.;__:
~ criticism of the Georgians (poetc rather than,
unsparing yet sympatetic. He allows P '
credit for revitdzing Englsh Poetry &t t
at its weakest, but he does not
the Georgians were in revdt gz
poraries like Kipling and Alfre
criticized diffused verse c&g
cherished English value 0N two of the sub-sections
. this chapter: ‘The Ametican Visitors’, and ‘The Persona of

Bridges’, Spendef % vividly contrasted the English and

i American attitudﬁ poetry in the first two decades of the
I present centur (&z h Teference to Pound, Eliot and Robert
I Bridges. éo sh

ows how even Robert Frost, though
quite ac le to the Georgians, was different from them.

hand ¢ 4.

d and g *_I ‘:
me when. ‘
O point out that .-

Some of thejr co -.;-.
oyes; and that the
e Georgians Containg a‘-E‘j

i Refuting Pound's view that the English poets were fighting
I (World War 1) for a worthless civilization, Spender assers
that the fight was for ‘gentleness’ and ‘innocence’ and not

for civilization,
‘fight’
Lawren

He, then, notices the continuation of this
in the works of such English novelists as F0r§te':.-
ce and Virginia Woolf, and sets these ’poet-novehsts_ :
in opposition to Wells, Galsworthy and Arnold Benslef'!'gi
the ‘materialist’ novelists or novelists of ‘Saturation'_ a
Henry James called them. Nothwithstanding their dﬁé !
fénces, the ‘poet-novelisis’ (a term coined by Srpelj A
described ‘the Situation of the consciousness in their tlTL:ﬁ :
Living though 4 period of history that signified the fjecc;m
Mi"di"id“a”‘y these novelists decided to shift theil Pda«
-ﬁ'lvlﬁw from external to internal reality. Spender unt.iq
Stands that this shify was implied in Virginia Woolf's ass€==

.-'|.
a R ¢
el
il

L
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My England, and Virginia Woolf’s Between the Acts as
‘elegies for England:, Spender analyses these novels in
considerable detail to show how they embody the English
qualities which ended with World War I. Although Spender
provides a fresh perspective on these nove one wonders
if his approach, however excellently it may e his imme-
diate purpose, is not, by definition \kstrlctlve Lastly,
Spender wishes the English writers in their Englishness
even if they opt for an internati ?fzbudentlty Since this is
only a hope, it would be prerg\d'(:ko\to comment upon it.

S- WIQAR HUSAIN
Department of E. ng/lsb,- §

\
3

Aligarh Muslim Unmmrty
Aligarh
rgar ?S\C)

Reason and Love in Shakespeare: A Selective Study.

By ALUR JANAKIRAM (Machilipatnam: Triveni Publishers),
1977, 228 pp.

The book is an attempt to examine Shakespeare’s works
in the light of some important Renaissance concepts, parti-
cularly those of reason and Jove. Associated as they are with
the medieval view of an understandable, orderly, hierarchical
world, these concepts lend themselves readily to the thematic
Motifs of Elizabethan literature. Elizabethan thinkers subscribe
to the view that Reason and Love, harmonizing with each

The Longest Journey and Howards End, Lawrence's Englaﬁd i

4
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274 Book ReViewsL
other in their higher manifestatiOns,.must occupy 3 SUPreme
positon in the microcosm, otherv'wse chaos woulq c
Thanks to the work of historical critics, the hierarchy-harmony i
theory can be turned into a theory of Elizabethan literatyyg
particulalry of tragedy and comedy. Mr Janakiram is aware Q;
the danger of treating Shakespeare’s tragic characters o
case-histories based on faculty-psychology principles’. gy,
he contends that ‘there is still some basis for a Consideratign
of Elizabethan psychology on the ground that its assumptiong
were more ethical than empitical and that its broad congly.
sions on the results of intemperate behaviour, rather than the
details of its doctrine in its vatious aspects, haye not
altogether lost Validity or conviction even today. Eclectic
though it was, its chief aim\was to account fof human
behaviour from a theological-ethical standpoint” How far
Elizabethan faculty-psychology, of any psychology with its
fixed categories can_'get to the dynamic, living reality of
human bebaviouteis\ beside the point, but can a cfitical
approach based\en’ psychological-ethical concepts—or any
concepts for that matter—get to the imaginative reality of a
work of ar't2“Afe we justified in talking about concepts when
in a wotk~of art concepts do Not exist as such? Can concept-
based criticism lead to any reliable value-judgment when
both a mediocre and a great work may draw upon the same
fund of conceptual material? Can such criticism really help
us understand and appreciate a work of art? Such questions
Crop up as one goes through Mr. Janakiram’s book.

The validity of his approach may be questioned; but it
must be admitted that Mr. Janakiram has done his scholarly j
job well. One cannot help admiring his scholarly documen- |
tation, his lucid presentation and his judicious selection not
only of the ‘background material’ but also of the Shakespeare
texts he sets out to examine. His study has its own value—in
spite of its limitations and risks, of which one must have
some idea. To be informed so nicely about the Elizabethan
Intellectual climate is in itself valuable. In certain cases it can

OI'T]eII
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t i m:e "ﬁ ot
jolt. Fc ple: ~Do~we think, as some mm. .
_that Shakespeare's Venus and Adonis is an ap'm

w 3a-mpiallung' lust? Is the queen of love a gluttonous m
eagle’? Is she an incarnation of mere voluptas? Mr Janakiram

says it must not be so; and he tries to vindicate Shakespeare’s 2
Venus-- as if she needed any vindication—by documenting a
lot of ‘background” material associated with the %"platonic-
Elizabethan concept of love as a union of physical and
the spiritual, which ‘background’ materi IQS conceptual in
nature and is, of course, extraneoﬁ the poem. This
‘background’ material regards the ative aspect of love
as divine in its spiritual aspect, &Ne must understand that
Venus who has arisen from th oplatonlc foam of Elizabe-
than thinking is both Venus %emx and Venus Urania. Mr
Janakiram goes a step «fm er in his vindication. He discusses
the imagery, as it oug’m to be discussed, ‘in relation to the
specific context anTalso the total framework” of the poem.
Here Mr Janaki¥am' does something more positive. His ability
to understand and appreciate the poem in its ‘total frame-
work” does not seem to depend wholly on his concept-based
approach. lIronically, but rightly too, the implication is that
those who misunderstand the poem are those who have
failed fo see the pattern and the spirit of the whole work, to
enter its imaginative world and to get most deeply involved
. with its values., They are those who look at the poem from
L} a point outside it, and are, therefore, swayed by extraneous
considerations of theit own. Mr Janakiram’s concept-based
criticism, which is itself based on extraneous considerations
in so far as concepts gqua concepts are extraneous to a work
| of art, can act as a corrective to those who are swayed by
extraneous considerations of their own, less prestigious,

o .
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'l - tho I ( nﬂ
t _‘ SORME B’h"q positive W‘fl.li
kiram amines Venus and Adons, 7',;' —
g and The the'mx and Turde with an ,ﬂslght _Wu
ply ._'-1 s across all his scholarly docuMentation a
ataloguing, which is not to deny their value in the o "fe

sten to submit thyy
tual background
our understanding of
and in the absence of any
ot help iN this uNderstanding,

These thiNgs are extraneous to
literature and are re to it only in an iNdirect way. They

cannot explain it; can they lead criticism to any reliable
w.anue-judgmen%x N if criticis™m goes all along The Road to

: erations  of mtellectual -C
jluences, biography etc. can e
~a work of art, but by themse
_insight into the text theyQ
- cannot offer any key to

' ~'OU? understandlng myst ﬁ

Xanadu). A h Mr Jahakiram does Not press his argument
‘to establi direct relation betweeh the artefact and the
conc

framework of Elizabethan Psychology and ethics’
argue from ah extraneous ‘conceptual basis to
artistic exemplification,” thus falling into the fallacy of a
purely expressionistic theory of art: treating the work of art
as simply the expression and exemplification of something
already known and existing out there—ignoring that it is the

creation-and-discovery of ‘forms of things unknown’ or, at
least, Not known so fully before.

The fallacy involves a great danger when a concept-
based interpretation, with all

—r

its ethical implications, IS
imposed on a work of art, which has nothing to do with
concepts as such and which may not at all evoke the ethical

considerations and sentiments that attend upon particular
~ concepts in the outside world. It need not be over- -empha-

sized that a work of art is concerned, not with concep"s’olr
“ for that matter—but with living and lived mythica

ol L
-
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| 'umih ﬂhet"nselves but because they have a poté :
Iahtv of mythical value; which is realized when the concepts
i are transmuted into sensuous forms of experience: when the
thematic motifs are transmuted into art-elements, to refer
to Susan K. Langer's important distinction.

It is dangerous
to make motifs the basis of interpretation and

e judg-
ment. For one thing, the same motifs may b e in the
case of vety inferior as well as of very great both may

make use of Reason and Love, for exam What matters
is not concepts or Motifs but what a $ K" of art makes of
them. What matters is the dialectieal™pattern of the value-
eMbodying sensuous forms of @ience. It is this that
involves us most deeply, es and manipulates our

responses and even suppH%us with critical criteria for its
t critical criteria Mmust be based,

judgment. Itis on thi
and not on extraneo a’§:ceptual Material.

Concept-base ’@Cism, with its extraneous standpoint
—be it phi|050?'dca|, ethical, psychological, sociological,
ecclesiastical of Wwhatever-ical—may give rise to some
irritating, baffling questions like: ‘How Many Children Had
Lady Macbeth?’ (This is not to under-estimate Bradley’s
own insights into the texts) And | am afraid Mr. Janaki-
ram’s concept-based approach may give rise to such another
irritating, baffling question: Why are we not priggishly
happy about the ruin of Othello who loses his Reason? Or for
that matter about the ruin of Macbeth, Lear or Hamlet when
from a philosophical-ethical point of view we see something
terribly wrong with him (something that calls for our moral
condemnation)?

Such guestions will arise if criticism goes after concepts
and neglects the living and lived realities of art-elements,
neglects the particular dialectical pattern of value-charged

1
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lar way; its particdar diabctical patter

forms manipulates and engages our symn 4
_.ies'punses in a particular way. If it ,9:& .
o all this ina way that cuts across moral sk
 Mr Janakiramis plea for the ethical assumptions '.;;
psychology may become quite irrelevant to Ou-r'q;é
of a particular tragedy. His concepi-b, inter,ﬁrf
) Othello, apart from the irritating, ing question
A lead to, does not take us to the .\»e@heart, the Ve!'y"e;'

ential core, of the play's @ative reality, but passe
by it tangentially. It does not“nelp us to get the ver‘y*""_
of it—the magic, the exi lal mystery of the horrible trap
the pocr human ani falls into, works his way into: ...“.I
the pitiful, fearful@v ability of it, reason or no reason. 1

The fact is\@a Reason and Love do not operate as
‘ethical consta& in Shakespeare, as Mr Janakiram maintaihs;
but as m fiﬁ come art-elements. And, in and through the F
experieftial dialectics of these art-elements, instead of illus=
% : trating and just expressing philosophical-ethical concepts,

TRy

S

Shakespeare is creating-discovering and {exploring certaiml_l
living and lived mythical values —inciuding that of the awful
existential mystery referred to above—certain deeper el
mental, fundamental and ultimate truths regarding existence:
| would like to submit that for the sake of revealing thﬁ?‘?’
truths Shakespeare makes use of thematic motifs G?JIKGI
Reason and Love), plot, situation, character etc. as S aff@Id'm
But, at the same time, these things have a semblan(fe-‘
reality, an ‘illusion of life’, as it is often called; “’t,ﬁ
much as Shakespeare, like a great artist, builds Ulﬂ_rt_
diakctical unique pattern of unique experiential foms ,‘
tem to reveal the deeper truths. For this purposé

. } : ! . Sv-a
. males us live the particular character and s,tuat]9'3~:p
4 y the:E

i

o !
','.-:*
Jox S
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__'?_;- often done by post-Bradleyan criticism—and in spite of

i‘r
i.:

B et oulat chargctes .ﬂg.q ;,1 mple. The
looc e uufqudnm of the vnluu-ah:rqud expe iential
-hplﬁnq the character-situation illusion of life’ in ¢ O
~ a fact of experience not to be denied or mlmmusad'«-ail l!'iﬁf 1.

Bradley‘s conceptual fallacy of treating character as a stable
psychological entity, his greatest contribution lies in tacitly
acknowledging the full-blooded uniqueness of the living and
lived experiential forms of Shakespeare’s art.

The ideal of the fusion of Reason and Love’ ’6101& there
in Shakespeare as a conceptual ‘constant’, %r Janakiram
makes it, but as an experiential form of&k It is certainly
there In The Phoenix and Turtle. be shown, with a
little stretch of the argument, that t ery title of the poem
sucgests this fusion-ideal, thig\ two-in-oneness’ of Love
(Pheoenix) and Constancy (Tux ; for the two entities, the
Phoenix and the Turtle %ﬁ} and yet remain distinct in the
new entity’ ‘The Phoe ' nd Turtle’. And, therefore, the
real title of the poe not ‘The Phoenix and the Turtie’, as
Mr Janakiram pL ut The Phoenix and Turtle, with the
definite article?q, ing only at the beginning. Perhaps, the
mistake is just an oversight grown into a habit; and | need
not tell a scholar like Mr Janakiram that the title appears
as The Phoenix and Turtle even in the First Quarto edition
of the poem (1601), being the collective title of various
poems on the same theme edited and published by Rcbert
Chester,

We know that Shakespeare sometimes explores the ambi-
valent value-signification of certain conceptual motifs like
‘honour’ by creating a drama of contradictory value-attitudes.
Mr Janakiram rightly takes note of the honour-honour axis in
Troilus and Cressida. One is reminded of the (mouth-)
honour and (real-) honour polarities in Macbeth. But, to
reiterate my point. | may submit that in the plays such
polarities cperate, not as conceptual (ethical) ‘constants’ put
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-tu Shakespeare’s, art. | wish Mr Janakiram had not
: *imuah striven, as he himself has observed with reference
to the king of Navarre in Love's Labour's Lost, ‘to enlist his
rational powers in the service of abstractions’, .

! . \‘% A. USMAN|
: Department of English é\é‘
N
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ARROWS OF INTELLECT : A Study in William Blake’s Gospel
of the Imagination
by A. A. Ansari

FRANCIS QUARLES

N\
by Masoodul Hasan ) é\é
R

RARE ENGLISH BOOKS IN INDIA: A Sel Q@ibliography
by Masoodul Hasan 6

T

[
| EMILY DICKINSON é\(Q
by Salamatullah Khai
MILTON AND THE DEVlL'@TY '
by Salamatul han

BROWNING'S PO 1’1(‘:sQ

by O. PXGovil

CONRAD'S THEORY OF FICTION
by Mohammad Yaseen

OLIVER GOLDSMITH : The Man and the Poet
by A. U. Tarig

R. K. NARAYAN
by H. Raizada

INDIAN RESPONSE TO LITERATURE IN ENGLISH:
An Annotated Bibliography
by R. A. Nagvi

THE TEACHING OF ENGLISH
by R. A. Nagvi
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