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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. It 

is not, then, paradoxical to call him a great writer of our time. 
I don't, however, think that he is very widely read today in 
the way that makes a great contemporary poet the important 
influence he ought to be .  The general recognition he has 
enjoyed for many years has been accompanied by critical 
inertness; that is, it has been I  ittle marked by any perception 
of his immediate relevance to the present cr is is of civi l ization. 
He is known as the poet of The Waste Land who, after esta­ 
blishing his reputation with that work, proclaimed his adher­ 

ence to Ang lo-Cathol ic ism and became a re l ig ious poet . 

Both these emphases seem to me infelicitous :  separately 
and together they misdirect ,  convey ing in  either case an 
inadequate idea of Eliot's major qua l i ty.  To class h im as a 

religious poet is-the more so in  that the Ang lo-Catholic 
movement in  the Ang l ican chu rch makes a cult of him-to 
promote misconceptions of the way in which he should be 
found a source of st imu lus today by all who are concerned 

about the poss ibil ity of man ' s  survival-h is surv ival as anything 

more human than an adjunct to the wor ld 's master-computer . 
To think of Eliot as the poet of The Waste Land is to make 
him the poet of the 1920s, a pe r iod that feels to us now a 

long way back in t ime and history. 
It was of course the appearance of The Waste Land that 

estab l ished Eliot as a recognized figure in the I iterary scene. 

Text of an unpublished lecture delivered at the Cathol ic University of 
Milan (ltaly), 1 8  April 1969.  
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126 
; 1922 in the first two numbers of the Critem 

t appear" ~_  sited, and those of us who acc laimea~c" 
e auante" " ere certainly tight. 1 think air ~ ' "  tr p o rt a n t  eve' ; same an im +, ;t a h igher kind of creative achievement { 

that we saw IP the ·i  ti  ·i  if 1an 
and a more author i ta t ive  s ign if i cance  th 3ctually was, 1an f 

it a° w see to be rea l ly there. I  shal l  not attem 
( t any rate no . Pt ' , e  obervations: an hour is  so short and I  propo 
to justify th e s e  3$e 

; [ ]  ;t in the way that seems to me most appropriate to th% 
to fil 1t !  :.  I  h  ccasion. For one th ing,  want to ave plenty of 

pres" " _ ~ a g  out El iot's poetry; the critical purposes 1 time for rea 
ir mind seem to me to demand that-the more so since [ have in . :  am addressing an audience to whom the Engl ish language 

is not native, and for whom its subtleties of rhythm, inflexion 
and expressive movement may very well  be elusive. 

Eloit, then-and I  make here an important cr it ical point­ 
had earned recognition as a remarkable young poetic genius 
five years before the appearance of The Waste Land. He had 
earned recognition, but he had not received it. That, it will 
perhaps be suggested, may by exp la ined by the fact that in 
1917,  when the vo lume ca l led Prufrock came out, the 1914 
war was raging-was in fact, for Eng l and,  after the murde­ 
rous fai lure of the Somme , in its most torment ing phase. 
But even after the impact of The Waste Land, and even after 
he had achieved the inst itut ional status, that may be said to 
have been safely h is  from 1930, the portentousness -the 
essent ia l s ign ificance-of that ear ly proof of Eliot's gen ius 
remained w ithout general  recognit ion.  And the mislead ing 
emphases that have marked the conventional acceptance of 

him as a major poet since the midd le nineteen-thirt ies have 
been associated w ith that fact-I am th inking of the emphasis 
" "h e  Waste Land and the emphasis that makes him a 

gous poet p e cu l ij ;  •  l  .  u a rl y  congenia l  to Anglo-Cathol ics.  
~~,",,"""o that he had achieved institutional status by 1930 

seem to have ad it d .: genius with m it t ec  that he won recognit ion for his notab le ease • h . ary he was fc d , seeing ow shockingly revolution 
oun as a po t . h 

et in  th e _ m i d d l e  1920 by the larger 

( Scanned with O K E N  Scanner 

Alig
arh

 M
us

lim
 U

niv
ers

ity



Eliot's Permanent Place 127 

cultivated pubilc (the once famous Dean Inge, for instance, 
who like the poet John Donne three centuries before him was 
Dean of St. Paul's, called him a ' l iterary Bolshevik'). I ,  who 
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 exp lain this contrad iction I  must refer to a fact 

of the British cultura l  wor ld in which E l iot ,  in the ear ly 1920s ,  
made his debut that is not, I think, unknown to you.  When, 

after the armistice of 19 18 ,  the surv iv ing young men came 
back and the life of peace-time started aga in ,  those who were 
interested in literature found that the soc ial- intellectua l  coter ie 
known as B loomsbury was in power .  It exerc ised a decisive 
authority in the fie ld  of h igher  cultu ra l  fash ion and over the 
relevant currency of va luat ions. O r ig inat ing at Cambr idge 
(this was the Eng land of more than ha l f -a-centu ry ago) ,  it 
enjoyed the advantages of being a social e l i te-a very exclu­ 
sive one (its lead ing ma le  members were Eton i ans) ;  and using 
these advantages to the fu l l ,  it advanced confident pretens­ 
ions to being an intellectual e l i te .  Desmond McCarthy, h im­ 
se lf an Etonian, was ab le  to report that the young Amer ican 
poet had 'Etonian-type manne rs ' ,  and Bloomsbu ry took E l iot 
up .  It was very  characterist ic of E l iot-and this  is a point of 
great cr it ical s ign i fi can c e - that  he shou l d  hav e  a l lowed  h i m­ 
self to be taken up very comp lete ly .  T he advantage is  seen 
in the fact that it was the Hoga rth  Press, a B loom s bu ry  con ­  

cern run by Leonard and V i rgin i a  W o o l f ,  that p u b l ished The 

Waste Land i n  the pamph let for m  th at p re c e d ed the inc lus ion 
in the later volume of Poems. It w a s  a s  effect ive a l a u nch as  

c an be im a g i ned .  I n  th e  mod i s h  l i te ra r y  wor l d ,  an d  among  

the young  at Cam b r idge,  E l i o t  be c a me at on ce a  major 
cur rency-va lue .  

B ut B loomsbury ,  for a l l  its preten s i ons ,  was  not inte l l igent,  
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128 F. A  
· '  lea 

at any rate about literature, and its sophistication ra 
I . . I h n aston· shingly to cheapness. Its spir itual e th o s  is given y o u '  

fact that it produced Lytton Strachey, and offered h i %, ,_ " °  
world as a distinguished-even a great-writer. W h a t ~ , , "  

:.  th  b ·  d  '·  'Ound congenial in El iot was th e  ob v i o u s  ant impudent darin 
h h. 

•  .  g of 
the technique, the sh o w y  soph i s t i ca t i on ,  and the ire • : .: :. 'Onica 
'dis i l lus ion' that it could feel, without suffering anything th 
disturbed the habitual  Bloomsbury complacency, to be bo� 
profound and its own. What I am th ink ing of is represented 
by such poems as Mr. Eliot's Sunday Morning Service and 
Sweeny Among the Nightingales (with an epigraph in tragic 
Greek) ---poems that associate comfortab ly with those in 
French, composed by Eliot in the then mod ish French man­ 
ners, which are interspersed among them.  

It was the poet of this phase-the phase of The Waste 

Land-who was the acc la imed modern poet of the 1920s. 
Bloomsbury's authority d id  indeed eas i l y  preva il.  But  Blooms­ 
bury's interest i n  El iot-or anything else-was not inte l l igent. 
And the poem I am go ing to read to you was not one of those 
wh ich excited the adm irat ion 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 arr ival of a new great poet: 

Now that l i l acs are i n  bloom 
She has a bowl of l i l acs  i n  her room 
And twists one in  her f ingers wh i l e  she talks. 
'Ah, my friend, you do not know, you do not know 
What l ife is, you who hold it in your hands'; 
(Slowly twisting the l i l ac  stalks) 
'You let it flow from you, you let it flow, 
And youth is c rue l ,  and has no more remorse 
And smiles at situat ions wh ich it cannot see.' 
I smile, of course, 
And go on dr inking tea. 
'Yet h witf these Apri l  sunsets, that somehow recall 

My buried life, and Paris in  the Spring 
I  feel immeas bl  '  To be 3surat ly at peace, and f ind the world 

e wonderful and youthful ,  after a l l . '  
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Eliot's Permanent Place 129 

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 th is point many a one has failed. 

But what have I ,  but what have I, 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 real ize how remarkable and significant 

this was-should have been seen to be-fifty years ago. The 

versification and the language-portentous fact-are wholly 

of the twentieth century, and yet the rhythms 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 l iv ing play of tone and 

inflextion, a kind of l ife that depends on the poet's use­ 

which in its precision is unmistakably a poetic use-of the 

spoken l a n g u a g e  and the speaking voice.  

A Greek was murdered at a Po l ish dance ,  
Another bank-defaulter has confessed. 
I keep my countenance, 
I  rema in se lf-possessed 
Except when a street-p iano, mechanica l  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 l iving inflexion means the 
possibility of the strong and subtle presence of thought, the 
never drugged or hypnotized nerve of intel l igence that 
characterizes Eliot's finest poetry. Look ing back we can see 
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h . no paradox about the development that led from that th e r e  1s 
f Lady to Four Quartets, his concluding and most 

Portrait or a . . .  
is h i n g  creative a c h i e v e m e n t ,  which is in the most a s t o n i st l  

exacting way a c h a l l e n g e  to t h o u g h t .  
The 'portentousness' of t h e  e a r l y  achievement represented 

b Portrait of a Lady is that it m a d e  s u c h  a  development 
possible.  Already i n  1 9 1 7  E l i o t  h a d  demonstrated that 

s o m e t h i n g  could h a p p e n  i n  E n g l i s h  poetry after S w i n b u rn e .  
For S w i n b u r n e ,  as E l i o t  i n  d u e  c o u r s e  m a d e  us realize, had 
been a dead-end, and whi le  h is  inf luence prevailed there had 
been a long arrest-that dur ing  which my schooldays were 
spent .  The l i n e  of poetry i n a u g u r a t e d  by Tennyson had its 
last term in Swi n burne ;  the r e  c o u l d  be no fresh or s ign ificant 
poetic creat ion w ithout a fresh start. And to make a fresh 
start requires gen ius .  Writing of certain minor  poets of the 
e ighteenth century E l i o t  says: 'They had not t h e  conscious­ 
ness to perce ive that  they felt differently'from what the esta­ 
bl ished modes of expression dictated 'and therefore must use 
words differently.' As a young poet Eliot  had the 'con sc ious­ 
ness.' In  h i s  famous  essay (one of his  t ru ly good  ones) on 
'The Metaphysicals' he remarks on the preoccupat ion of the 
V ictor ian poets w ith c reat i ng a poetic dream-wo r ld  or other 
wor ld; and what  he says about Do n n e and the wr iters of the  
best dramatic verse of Do nne's  t ime  makes p la i n  with what 
pos itive intentions of h i s  own he deplores the restrict ive and 
dev ita l iz ing effect of t he V ictor ian habits of dict ion and 
rhythm .  'The poss ib l e  interests of a poet', he observes, 'are 
un l imited ;  the more i n te l l ig e n t  he is the better· the more 
.  ' inte l l igent he is the more l ike ly  that he wi l l  have interests: 
our on ly cond i t ion is that he turn them into poetry; and not 
merely meditate on them poet ica l ly . '  

The poetic that E l iot  achieved excluded nothing that 
mattered to h im (the :.  ,  ,  at i s  what 'interest' means) from his 
poetry. On the cont rary, its creat ion and development 
were determined b hi-  .  
:.  y s need to focus, def ine and register 
In words and r h vt h  h ;  

y' ms is sharpest sense of life and 
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Eliot's Permanent Place 131 

his profoundest searching of experience (which is another 

way of saying his 'thought'). Whatever his limitations and 
disabil ities-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. I'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 I will read two passages, one from- the unfinished 
Coriolan sequence and one from 'East Coker', the second of 
the Four Quartets: 

CRY what shall I cry? 

All flesh is grass: comprehending 

The Companions of the Bath, the Knights of the Brit ish Empire, 

the Cavaliers, 

0 Cavaliers! of the Legion of Honour,  

The Order of the B lack Eagle (1st and 2nd class),  

And the Order of the Rising Sun.  

Cry cry what sha II I cry? 

The first th ing to do is to form the committees: 

The consultative councils, the standing committees, select com­ 

mittees and sub-committees. 

That is the opening of 'Diff icult ies of a Statesman', the 
second of the two pieces that form Corio/an as we have it. 
The fol lowing opens Section 1 1 1  of 'East Coker': 

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

The vacant interestel lar 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 civ i l  servants, chairmen of many committees, 

Industrial lords and petty contractors, all go into the dark, 

And dark the Sun and Moon, and the Almanach de Gotha 

And the Stock Exchange Gazette, the Directory of Directors. 

And cold the sense and lost the motive of action. 

And we all go w ith them into the si lent funeral, 

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

I said to my soul, be still, and let the dark come upon you 

Wh ich shall be the darkness of God .  As, in a theatre, 
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The lights are extinguished, for the scene to be changed 
With a hollow rumble of wings, with a movement of dan 

egg on darkness, 
And we know that the hi l ls  and the trees, the distant panor 
And the bold imposing facade are all being rolled awa,_ ""a 
Or as, when an underground train, in  the tube, stops too long 

between stations 
And the conversation rises and slowly fades into silenco 
And you see behind every face the mental emptiness deepen 

Leaving only the growing terror of noth i n g  to t h i n k  about; 
Or when, under ether, t h e  m i n d  is conscious but conscious of 

n o t h i n g ­  
I  said to my s o u l ,  be st i ll ,  and wait w ithout hope 
For hope would be h o p e  for t h e  wrong t h i n g ;  wait without love 

For love would be love of the wrong t h i n g ;  there is yet faith 
B u t  the faith a n d  t h e  love a n d  t h e  h o p e  are al l  i n  t h e  w a i t i n g ,  

Wait w ithout th o u ght ,  for you are not ready for thou g h t:  
So t h e  darkness shal l  be the l ight, and the stillness the dancing. 

These passages d iffer in an essentia l  way from each other, 

but they have a preoccupat ion in common. The first-and 
ear l ier-passage is comparative ly s imp le.  I t  evokes with 

intensity the wor ld in which any but immediate ends are lost 
and forgotten in the comp l icat ion of the machinery-adminis­ 
trative, polit ical,  economic, soc ia l  and so on-and the intensity 
is protest, reco i l  and despa ir .  Ends are lost and forgotten: 
look, I tell my students in Eng l and,  at the leading articles, the 
letters and the po ised commentar ies in the Times, the Guardian, 

the New Statesman, the Spectator, and you will have to 
conc lude that the pub l ic of the educated and enl ightened that 
represents the w isdom of ou r  po l it ic ians and statesmen and 
cha irmen of comm issions and comm ittees on H i gher Educa­ 
tion knows of no h igh e r  end to be cons idered than a rising 

material 'standard of l iv ing' .  As J .  K. Galbraith, the critical 
American econom ist, says in his book, The New Industrial 

State: 'St Peter is assumed to ask app l icants on ly what they 
have done to increase G . N . P . '  We in Eng land, of course, 
believe in fa i r  d istr ibut ion and someth ing we call 'equa l ity of 
opportun ity', and in order to equalize opportunities are com­ 
mitted to lett ing standards in educat ion look after themselves; 
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Eliot's Permanent Place 133 

that is, to ignoring them--which, in a technologico-Bentha­ 
mite civilization, means sacrificing cultural  values, human 

signficances and what should be directing intelligence. 
I n  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 total ity of Four Quartets, 

the organisation of which is determined by a marve l lously 
sustained constructive organization. 'The preoccupation'--I 
quote from a careful account I  wrote a good many years ago 
'is with establishing from among the illusions and unrea l it ies 
of life in time an apprehension of an assured rea l ity-a real ity 
that, though necessar i ly apprehended in time , is not of it' .  

We come here to the del icate question of E l iot 's re l ig ious 
bent, its nature and its bearing on the aspect of the pl ight of 
our c iv i l izat ion , the spir itua l  Philist in ism ,  he recoils from in 
'D iff iculties of a Statesman ' .  The last three or four l ines of 
the passage I've just read from 'East Coker ' might serve for an 
epigraph to Ash-Wednesday, that unequ ivocally relig ious 
poem, or sequence of poems , w ith wh ich he surprised adm i rers 
of The Waste Land, d isconcert ing 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 who le-comp leted a dozen years later , du r ing the 
war, and form E l iot's conc lud ing and cu lm inat ing work. The 
question of the nature of the rel ig ious  bent e xp ressed in the 
poetry is ,  as I've sa id ,  a de l icate one .  To make even a show 
of d iscussing it fa ir ly is obv ious ly ,  in the t ime at my d isposal, 
not possible; but, on the other hand ,  it can't, without absur­ 
dity, be ignored .  

Let me say, then that I  am sure that any ser ious preoccu­ 
pation with the pl ight of human ity in the techno log ica l  age 
must invoke a re l ig ious depth of exper ience and conv iction in 
a way uncongen i a l  to the B l o omsbu ry ethos .  It must invo lve 
in a decisive way the k i n d  of recogn ition that D .  H .  Lawrence, 
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nl·ng of The Rainbow, attributes to the farm 
in the ope! :. her, T% 

n Of Brangwen, watching by the ewes at larnb' IYI Brangwen .  ld :  '  hng­ 
:. 1d e r  the night-sky, we are tol r. 'He knew he d; 

time u n« er  ~,  t  not 

I to h imse l f '  I t  is disastrous for man,  as he Pro belong '  ,  Ceeds 
with h i s  'conquest of nature' (you are fami l ia r  with the 

h ) to lose that sense-to forget that knowledge· ph r a s e) ,  .,  . m y  
saying this doesn't m e a n  that I  myself f ind El iot's way of 
being religious, congenia l ,  and I  had better say at once that 
do not. 

I point aga in  here to the pecu l ia r  k ind of importance l see 
in El iot. Our  indebtedness to h im is, or ( I  think) shou ld be 
largely a matter of our  be ing compel led in reading his poetry 
to say 'No!  not just that! ' ,  or even 'Not that at a l l  !'. Of 

course if he hadn't been creat ively-poetical ly ---so potent we 
shouldn 't have been indebted in that way, and we couldn 't 
have found h im so potent if there hadn't been va l id i ty and 
reality in what he impressed us with .  He was a d ist inguished 
spir it, w i th a great artist's sensit iveness of response to the 
human pred icament-the profounder stra ins and starvations 
of the human psyche in h is  t ime our t ime.  The creative 
pressure beh ind his poetry, as beh ind all  major art, was intense 
need felt as personal :  we perce ive that, with a poignant 
force of recogn ition ,  as we read h im .  But  we also perceive, 
being compelled by h is  poetry to attend with a v igi lan t  close­ 
ness, that the intens ity hasn 't the full general  s ign if icance, 
the human representativeness that is impl ied :  the dist inct ive 
pressure of need is not essent ia l ly in and of the human con­ 
dit ion, la condition humaine, though the poet obviously 
counts on ou r  sharing h is imp I  icit assumpt ion that it is . 
.  1  s a i d ,  you w ill remember, that, wh i l e  we were r ight to be 
I m m e n s e l y  impressed by The Waste Land in the 1920s, and 

to see it as an historic achievement, we attributed to the 
poem a higher status as an organ ic  work than it actual ly 
realizes. Eliot· id »r ·  s r a p it  acceptance as a major creative pow 
was a s s o c i te d  .:.  it a t e  with the bel ief that the poem was what l  
offered itself be t.  »ly as e ing:  an achieved and representative 
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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 a l l  the use of Fraser's Golden Bough and of 
fertility-ritual a l lus ions,  tho treatment of the theme of the 
dried-up spr ings and the fai lu re  of life hasn't the breadth of 
s ignificance c la imed and asserted by the t it le and the appara­ 
tus of notes. The distinctive attitude towards the feel ing 
about the relat ions between men and women that predo­ 

minates in  the poem is morbidly personal one we know 
so well from the ear l ier  poems; the symbol ic Waste Land 
makes itself felt too much as Thomas Stearns E l iot's .  A 

judgment of the same form has ,  at a h iger  level ,  to be passed 
on Four Quartets, that intr ins ica l ly  very much more important 
work. It too is, in a l im i t ing sense ,  more personal than ·  i t  
asks us to take it as be ing and (we can ha rd ly doubt) than 
the poet knows . 

I hope I shan't  be misunderstood (for I mustn't offer to 

discuss the force the term has i n  th i s  use) when I  say that 
he hadn ' t  the essent ia l  no rma l i ty of the greatest k ind of 
artist-the art ist we can call great without fee l i ng that there 
are grave qual i f icat ions to be urged .  Where E l iot is inquest ion ,  

if we take h im  with the se r iousness he inv i tes and deserves ,  

very grave qual ificat ions are ca l led  for .  In  the place of 

' intense ' I might, by way of d ist ingu i sh ing h is case, have, 

used another ad jective :  h is  sense of h is need-the need itse lf­ 

was desperate .  It was desperate because it was the conse­ 

quence of d iv i s ion and disorder in h is inner  being that 
defeated intell igence and made it impossible for h im to 
ach ieve a complete integr ity. He suffered from an insecur ity, 
depress ing to contemplate and paradox ica l  in so g if ted and 
assured an artist, that made h im (for a l l  the i rony in the 
passage I read out) ass iduous l y  intent on conf i rm ing and 
advancing his recognized socia l  status as an 'em inent man of 
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letters'. He was in fact a pusi l lanimous snob. He idem¢ 
t h  hi  ·va l  '«  ren it  'ifies his distinction witl is social 'curre cy v al u e'  so c o m ]  

that, in the use of his inf luence-and even as ti""ly 
critical quarterly that proclaimed itself The Criterion, ~ _ " a  

If fr ·i d  f  Con­ sistently showed h i m s el  more at r a i«  o  the essent 
:.  .±.  tally 

P h i l i s t i n e  c o n v e n t i o n a l  w o r l d  of e m i n e n c e s ,  performers 
:. t  l  th ·i t  and pretenders t h a n  of t h e  s p i r i t u al  a u th o r it y  represented by j; 

creative gift. He was, indeed,  the enemy of c r e a t i v i t y  t o « ~ a  
extent of l e t t i n g  h i s  p r e s t i g e  b e  u s e d - o f  u s i n g  it himself_ 
against those w h o  w o r k e d ,  a n d  e x p o s e d  t h e m s e l v e s  disin. 
terestedly, to get r e a l  ( t h a t  is,  i n t e ll i g e n t )  r e c o g n i t i o n  for his 
real distinction, dis interested cr i t ics be ing ,  i n  the nature of 
t h ings, an insuff e r able  offence to t h o s e  whose approval he 
most cared about. I n  t h i s way t h e r e  was ge n e r a t ed in h im a 

profound contempt for h i m s e lf  a n d  human i ty  and a festering 
gui lt  that, s ince somet h i n g  i n  h i m  refused to let h i m recognize 
unequivocal ly thei r  genes is and nature, disturbed a n d  con­ 
fused h is preoccupat ion with the real ly rea l ,  the spir it and a l l  
that 'the fear of God' (a phrase he makes his own in 'East 
Coker') would seem to portend.  

As I have sa id, to have be e n  broug h t  to these judgments, 
with the e n hanced con sc iousn e s s  of t h e  i ssue s  that that 
e n t a i ls, is an  important part of one's  i ndebt edness .  But  the 
debt, of course, is not a mere matter of 'N o l'  The imp l ic i t  
form of a cr i t ica l  r esponse to a work t hat  affects on e  as a 

c ha l l e n g e  that, hav i ng been  taken ,  has brought n o t ab le prof it 
is, i n  ge n e ra l ,  'Yes, but  . . .  '  a n d 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 i n  it a very large e lement of 'Yes'. 
That, of course, i s  w h a t  one recognizes when  one judges 
Four Quartets to be the work of a major and aston ish ing ly 
or ig inal  poet. 

Noth ing even r e m o t e l y  r e s e m b l i n g  it, I  t h i n k ,  has ever 
been written by a n y  o t h e r  w r i t e r .  I t  is essent ially a  creative 
work, such as o n l y  a g re a t  poet c o u l d  h a v e  w r i tt e n ,  but, in 

the creative e x p l o r a t i o n  of e x p e r i e n c e  w h i c h  it c o n d u c t s ,  
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analysis of extraordinarily subtle kinds plays a necessary part. 

In fact, the poem does, in ways that could be open only to 
a poet of genius, work that suggests an epistemological, or 
a philosophical, treatise. E l iot 's re l ig ious poetry, I have said, 

is not what conventionally Christian appreciat ion makes it. 

The point to be insisted on is that El iot, so far from affirming 
doctrine or bel ief, employs all the resources of h is poetic 
mastery of Eng l ish to ex p l o re  and  test e xper i enc e  non­ 
affirmatively in the hope that the ma j o r  aff i rmation w i l l ,  at 
the close, stand there self -aff i r m e d .  Hope-he does n ' t  deny 
his Chr istian sensibility ,  w ith t h e  n i s u s  i m p l i c i t  i n  it; it  is a 
basic datum ,  a given among  those he starts w i t h .  B u t  the 
poem shows no tendency to force anyth ing ,  even i f  it is open 
to cr it ic ism  of the k ind I  have su g g e sted .  It asks, 'What,  
concretely, is b e l i e v i n g ?' ,  a n d  the 'concrete ly '  means th a t  the  
quest ion can without c ha n g e of force take the  form ' W h a t  do 
I  (the poet) b e l i e v e ' ? -- w h i c h ,  r e - p h r a s e d ,  becomes 'What 
that is r e a l l y  real c a n  I  a p p r e hend can I  arr ive at apprehen­ 
d ing-w ith unequivocal f i rmness?' The exploratory process 
involves an inqu i ry into the nature of conceptual  thought and  
the part played in exper ience ,  its eva luation, an d  p e rhaps its 
substance ,  by l angua g e .  

As this account intimates ,  Four Quartets is comp lex, subtle 
and difficult , characterized as it is by a diversity of method 
and effect. The short poem I am now going to read, ' Mar in a ' ,  
while it exempl if ies what I  mean by the creat ive exp loration 
of experience, does so in a relatively s imple way that presents, 
I th ink, no difficu lty. There is no hint of Ang lo-Catho l ic ism 
or of theo logy , but there is the character istic creative- if 
you prefer, construct ive-quest of the real. You have, in 
simpler form , the same constructive process--the co-operat ive 
act ion of d ifferent orders of suggestion. The d istinct ive note 
is given by the title, Mar i n a  be ing the daughte r  in Shakes­ 
peare's Pericles who was lost and  is foun d ,  a prom ise of 
cont inued l ife ,  personal a nd impe rsonal ,  for the father .  You 
have work ing together that , the enchanted  wonder  of l a n d fa ll  

( Scanned with OKEN Scanner 

Alig
arh

 M
us

lim
 U

niv
ers

ity



138 

Id, a favourite Eliotic memory of ct;y 
ir  a new w o r ,  r'), the 3hi In and smal l  l a u g h t e r' ),  th e  sh i p  (represeng, ('Whispers 8 '), d f f  ·  l  

i  effort-'I made t h i s' ),  a na ,  for foi l , evoking , constructive [y ;  f  the _;  w 

b  Scaped from, the tol mg o t e re-iterated 'p has to e es . ?eat 

in the second p a r a g r a p h .  The e p i g r a p h  is from Senese, 
Hercules Furens: 

What seas what shores what grey rocks and what island 
What water l app ing  the bow 
And scent of p in e and the woodthrush s ing ing through the f 

What images return 
O my daughter. 
Those who sharpen the tooth of the dog, meaning 
Death 
Those who gl itter with the glory of the hummingbird, meaning 
Death 
Those who s i t  i n  the sty of contentment, meaning 
Death 
Those who suffer the ecstasy of the an imals ,  mean ing 
Death 

Are become unsubstant ia l ,  reduced by a wind ,  
A breath of p ine ,  and the woodsong fog 
By th is  grace dissolved in  p lace 

What is  th i s  face ,  less c lear  and clearer 
The pulse in  the arm,  less strong and stronger 
Given o r  lent? more d i stant than stars and nearer than the eye 

Whispers and sma l l  l aughter  between leaves and hurrying 
feet 

Under  s leep, where a l l  the  waters meet. 
The only specif ically Chr ist ian  note there is the word 

'grace'-'By th is  grace dissolved in place' .  But the more 
important pecu l ia r i ty  of the poem is g i v e n  in the title, the 

name of the lost daughter who was found.  The note of 
tenderness goes with the dist inctive resonance of the whole, 
and such a note where human  re lat ions are concerned is, l 
t h i n k ,  u n i q u e  i n  E l i o t ' s  p o e t r y .  A n d  t e l l i n g  o n e s e l f  that, as 
one i n e v i t a b l y  d o e s  i n  r e s p o n d i n g  to t h e  p o e m  (for w h i ch  the word is ' l o v e l y' ),  ,  ·de jhter 
im; , 'Y , o n o  c a n' t  h e l p  c o m m e n t i n g  t h a t  la u g  

p l i e s  r e l e v a n t l y  to t h e  t h e m e  of ' love',  a  n u m b e r  of relations, 
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emotional and spir itual ,  between human beings which seem 

not to exist for El iot .  Here I  come back to the subject of his 

disabilities. Besides what I have said already, there is another, 
and, I  think, closely related, constatation to be made; he shows 

himself unable to contemplate the relat ions between men and 
women with anything but distaste-except with the aid of 
Dante. H is  rel igious poetry, in fact, involves h im  in an essen­ 
tial dependence on Dante, who was a very different kind of 
relig ious poet from h imself, and I th ink that the way in which 
he depends on Dante m ight  reasonably be ca l led i l legit imate; 
that it justifies some severe l imit ing judgments regarding his 
own performance in the undertaking represented by Four 

Quartets. 

The theme of El iot's re lation to Dante is at any rate a very 
important one ,  and an intelligent study of it wou ld  prove to 
be in more than one way very reward ing. But crit ics w ith the 
necessary qua l ifications are not common.  I  myse lf ,  in order 
to g ive as fai r  an impression as poss ib le in my short hour  of 
the diversity of E l iot's poetic modes, a lways so recogn izably 
Eliot, will turn now to Ash-Wednesday, which appeared in its 
completeness a dozen years before the first 'Quartet'. Four 

Quartets is unden iably difficult. Ash-Wednesday is not unden i ­  
ab ly that, but evokes an immed iate irres ist ible response .  Yet 
in fact it is major poetry that in preoccupat ion and techn ique 
leads stra ight on to the later work, though there is nothing 
int im idat ing about the subtlety, which therefore tends not to 
get the attention it needs :  the obv ious beauty, thus s implif ied, 
sat isfies the reader .  Let me then, before I read out the f irst 
of the constituent poems, ask you to not ice how the sp i r it of 
the spoken language is  there ,  ready to take command unm is­ 
takably, even where the dict ion and mode are so strong ly 
l iturgical and b ib l ica l .  The def in ition of attitude, the s ign i­  
ficance, depends on the actual l iv ing control of tone and 
inflexion. That is, in sp ite of the apparent ly incantatory 
rhythm, th is poetry demands the full attent ion of the wak ing 
mind; there is no hypnoidal effect. It registers a recoil from 
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Id f ' D i f fi c u l t i e s  of a Statesman', but the recoil . the wor! OT f th \y. . isn' 
into anything in  the nature ot th e  /ictorian otherworld , 

Id but towards the positive constructive effo t d re am-wo n1 1,  It  of 
Four Quartets. 

The pervasive tone of the f irst poem answers to a sentenes 
in the passage I read from , East Coker - 

I  said to my s o u l  be still a n d  wait w i t h o u t  h o p e  
For h o p e  would be h o p e  for t h e  wrong t h i n g  

-but with no violence to the essent ia l  logic, the note of 
effort is there in  'Consequent ly I-rejoice having to construct 
something upon which to rejoice.' And you'll notice when in 
a moment I read the poem the logica l  inconsequence of the 
'Consequently.' Though the poem is composed of statements 
that have to be read as such, the re l at ion between them is not 
that of prose at a l l .  The poet's mean ing requires both 'is' and 
and ' is not', and in the total ity of the poem they don't cancel 
out. For El iot's thought here is not something got clear 
beforehand and apa rt  and then put into words; it is created in 
each poem, being someth ing that cou ldn ' t  be grasped and 
conveyed by words used in any paraphrasable way. Here in 
Ash-Wednesday we have, impressive ly man i fested, that intense 
interest in the re lat ion of words and  l ingu is t ic  usage to 

experience-which has its supreme creative expression in 
Four Quartets, a poem that (it's very much to be emphasized 
In an age exposed as ours is to the menaces of l inguist ic science) is an ·  b .  .  .  t 'e I n c o m p a r ab l y  profound i nqu i r y  i n t o  the n at u r  

of l a n g u a g e .  The on ly further comment I  w i l l  make before 
reading the poem is a reminder about the sh ifts of tone and the essential e ¢ ;.  part th e y  p lay in the mean ing .  Note, for 

" " @ 0 c e ,  that l i ne  4, the s l ight ly  altered Shakespear ian l i n e ,  as its own p o i n te d  fa [ ;. .:  •  
;  e«  fel i c i t y  of tone (p lac ing-you speak it in Inverted commas) d  
e a g le '  :  , a n«  that the parenthesis about the 'age 
~ " "" " ? a n  irony against se lf-dramat iz ing pride (for there may a pride of h u m i l i t y),  4  third t y) ,  and note the factual flatness of th e  Paragraph ( 'Because I  know that t i m e  is always time') 
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Because I do not hope to turn again 

Because I do not hope 

Because I do not hope to turn 

Desiring this man's gift and that man's scope 

I no longer strive to strive towards such things 

(Why should the aged eagle stretch its wings?) 

Why should I mourn 

The vanished power of the usual reign? 

Because I do not hope to know again 

The infirm glory of the positive hour 

Because I do not think 

Because I know I shall not know 

The one veritable transitory power 

Because I cannot dr ink 

There, where trees flower, and spr ings flow, for there is nothing 

again 

Because I know that t ime is always t ime 

And place is always and only p lace 

And what is actual is actual on ly  for one t ime 

And only for one place 

I  rejoice that th ings are as they are and 

I  renounce the blessed face 

And renounce the voice 

Because I cannot hope to turn aga in  

Consequently I  rejoice, having to construct something 

Upon which to rejoice 

Taking that poem by itself, you might  perhaps be inclined 

to say that the emphas is  my account of El iot's poetry la id on 

non-affirmativeness was mis lead ing .  You might suggest that 

what I called the Chr ist ian n isus ,  the und isgu ised impelling 

spontaneity, amounted to impl ic i t  affi rmat ion .  But consider 

tho second poem of Ash-Wednesday (which is more than a 

sequence-for the s ix const i tuent poems form a complex 

whole) .  This which I  am going to read now is str ik ingly 
different from the first-the thing to note about it is the inten­ 

sity with which, whi le appeal ing so positively to a Christian 
tradition, it evokes death as extinction: 

Lady, three white leopards sat under a jun iper-tree 

In  the cool of the day, having fed to satiety 
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On my legs my heart my l iver and that which had been 
contained 

In the hollow round of my skull. And God said 

Shal l  these bones live? shal l  these 
Bones l ive? And that which had been contained 
In the bones (wh ich were already dry) said chirp ing:  
Because of the goodness of th is  Lady 
And because of her loveliness, and because 
She honours the Virg in in meditation, 
We shine with brightness. 

The only further comment I  will make on that is on the 
obvious presence in it of Dante, a presence announced plainly 
enough in the open ing .  The nature of the presence and the 
nature of El iot's dependence on the great Tuscan poet are not 
easy to define, but we can see there is a dependence of some 
kind, and that it is an important theme for anyone concerned 
to vindicate cr i t ica l ly E l iot's major status. The importance is 
avowed in the tit le attached to the next poem as I read it first 
(it had a French translat ion en regard) in Commerce. The title 
was 'Som de l 'escal ina', which as you know, comes from the 
Provencal passage spoken by Arnaut Dan ie l  in canto 26 of 
the Purgatorio. 

I w ill read the poem, the th i rd of Ash-Wednesday, but I 
will first say something about-there is point, you w i ll  see in 

my doing that-'La F ig l i a  che Piange',  a short poem that 
appeared in 19 19 .  The poem , with its theme of young love 

and its lyr ical note, is un ique  in E l iot's work, but the memory 

represents someth ing very important for El iot ,  some vital 

mode of expe r ience-something felt  as a possibility of trans­ 
cending disgust, reject ion and protest. We know this not 
just from the power of the poem itself, but from the part 
played by re lated evocations in  his later poetry. You will note 
the evocation i n  'Som de lesca l ina ' ,  the poem I shal l  now 
read-the last :  

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 a i r  
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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 
I left them twisting, turning below; 
There were no more faces and the stair was dark, 
Damp, jagged, l ike 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 bell ied  l ike the fig's fruit 
And beyond the hawthorn blossom and a pasture scene 
The broadbacked f igure drest in b lue and green 
Enchanted the maytime with an antiqe flute. 
B lown hair is sweet, brown ha i r  over the mouth b lown, 
Li lac  and brown ha i r ;  
D istraction, mus ic of the f lute, stops and steps of the m ind over 

the th i rd stair, 
Fading, fad ing;  strength beyond hope and despa ir 
C l imbing the th ird sta ir. 

I  musn't d i s c u s s  the s u g g e s t i o n  t h a t  e v e n - o r  o b v i o u s l y ­  
in that transmuted memory of love a n d  c h i l d h o o d  we have 
the i n fl u e n c e  of D a n t e .  I  must,  i n  fact, b r i n g  my discourse to 
a close. To do so on t h e  t h e m e  of El iot's r e l a t i o n  to D a n t e  
h a s  a  certain felicity. Of course, I  have done no more t h a n  
point to that theme as d e m a n d i n g  a t t e n t i o n - m o r e  i n t e ll i g e n t  
attention t h a n  it h a s  h a d .  B u t ,  i n  a tt e m p t i n g  to g i v e  an 
u n m i s l e a d i n g  a c c o u n t  of so great,  c o m p l e x  a n d  diverse·  a 
poet as E l i o t  in a n  h o u r ' s  l e c t u re ,  I  could o n l y  be selective 
and suggestive. Both h i s  m a j o r  q u a l i t y  a n d  h i s  l i m i t a t i o n s  
were involved i n  h i s  r e l a t i o n  to D a n t e .  A  s t u d y  of it w o u l d  g o  
deep into o u r  c i v il i z a t i o n  of today, a n d  w o u l d  throw l i g h t  on 
o u r  essential  p r oblems. The wor ld he l iv e d  i n  was very diffe­ 
rent from Dante's and he was a very different k i n d  of man  
and a very d ifferent kind of m i n d;  and,  tho ugh  I  have talked of 
illeg i t ima te dependence, I  haven 't  m e a n t  to sugg e s t  that his 
intense interest in Dante der ives merely from h i s  d isabilit ies .  

I  hope that, in any case, I  have mad e  p l a i n  the kind of 
gro u nds  that justify one 's see ing i n  El i o t  a  major modern poet 
a momentously s i g n i f i ca n t  poet of our w o r ld.  
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Roger Sharrock 

FOUR QUARTETS 
AS A POST-CHRISTIAN POEM, 

I  b e g i n  w i t h  o n e  of t h e  p e r s o n a l  reminiscences %; ee 
with which Stephen Spender  enl ivens  h i s  book on h c  
Fontana Modern Masters ser ies .  On one occasion he wa: 
h a v i n g  tea with Leonard and Vi rg in ia  Woolf when Eliot ~, 
also a f e l l o w - g u e s t .  'At th e i r  most "Bloomsbury-agnosue» 
they started need l ing h im about h is  re l ig ious  bel iefs .  'T%, 
do you real ly go to church?" "Yes,' '  'Oh, rea l ly! Wh a t %  
your fee l ings when you pray?" They waited rather tensely r%, 

his answer to this question. E l iot leaned forward, boxing his 
head in that attitude w h i c h  was i tself one of prayer, and 
described the attempt to concentrate, to forget self, to attain 
un ion with God. The str iv ing . '  

This anecdote provides a f itt ing introduction to the subject 

of the consciousness of God and Christ ianity in Eliot's poetry. 
lt bears part icular ly on Four Quartets, the work I want espe­ 

c ia l ly  to consider .  It is f itt ing on two grounds.  First, in 
reveal ing the gap in be l ief  between the poet and his Blooms .. 
bury fr iends. It reminds us of the shock of his acceptance 

of Angl ican Christ ianity which was felt not on ly by Blooms­ 
bury but by a great part of the inter-war intelligentsia .  And 
we can take it as representat ive of the gap separating Eliot 
[rom not only his friends Bertrand Russe l l  and Virg in ia  Woolf, 
or from the neo-Marxist poets of the Thirt ies whom he publ is­ 
hed in the Criterion, but from the great mass of the 

Secularized publ ic  dur ing h is  l i fet ime.  There is this astonish­ 

ment of Leonard and V i rg in ia  Woolf, guided by a tacit 
acceptance of the va lues of scient if ic material ism, that any 
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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 bel l  
And he said right out loud, crumpets.) 

Unfortunately the muffi in-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 dur ing Mass. I t  is not real ly a very 
good joke; it is the sort of in-joke against the hosts of Mid ian 
in the shape of mean sensua l  economic man which could be 
met frequently in Anglo-Catholic vicarages between the wars 
and perhaps later. One meets it aga in  in the superior 
disapproval of ordinary life expressed in some of the choruses 
of The Rock even though that work was an evangelizing 
pageant aimed at a wide pub l ic :  

I n  the l a n d  of lobel ias a n d  t e n n i s  f l a n n e l s  

The rabbit shall b u r ro w  a n d  the thorn r e v i s i t . . .  

M e n !  p o l i s h  your teeth o n  rising and retir ing;  

W o m e n !  p o l i s h  your f i n g e r n a i l s :  

You p o l i s h  the tooth of the dog a n d  t h e  t a l o n  of t h e  c a t . . .  

T he image of E l iot as a Savonarola of the suburbs is not an 
ap peal ing  one .  B u t  taken together with the image S pender  
g ives us of his acute separat ion from some of his own k ind  
in  the matter of rel ig ion ,  it serves to put the p ro b lem for us .  

U n l i k e  e a r l i e r  re l i g i ou s  poets, E l iot is in a position of pecul iar  
isolation ,  committed as he is to beliefs which his audience 
cannot share. One solut ion for the Chr istian poet in the post­ 
C h r i s t i a n  a g e  h a s  been to write for t h e  i n f o r m e d  a n d  sympa­ 
thetic m inority of his fe l low-communicants ;  this is I suppose 
what C har les W i l l i ams d id  and why  he ventured to impose a 
h i gh l y  persona l  theo l o g ica l  l angua g e c on c e rn i n g  the Church 
an d  the E m p i re on h i s  A r h u r i a n  t h e m e s .  The dang er  of th is 
a p p r oach ,  and  it is a d ange r  which Wi I I i ams d id not wholl y  
avo id, is the surrender to either  personal eccentric ity or group 
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; ( he  shibboleth). The major poet cannot write f% 
cosiness (th e  in d  f  h i.  s.  r 

:,  he  ust appeal to the best mi n ds  ot  is t i m e .  4 a clique; e mt .:. 1e 
may be as difficult as Gongora or Mar ino, and there may be 
cultural reasons why his audience is few though fitting, but 

st not be a social and cultural segment. Eliot had made 
it must ·n d  f  hi 
himself the poet of the best m i nu s  01  Is generation in 
England, and when the subject of his poetry became the 
experience of rel igion, his problem became how to continue 
to speak with major authority to those minds .  

When El iot reacted to the rather smart and brittle question 
of the Woolfs we are told by Spender that h is attitude pro­ 
vided a model of the concentration of prayer and the effort to 
attain union with God.  So a longs ide the first prob lem, of the 
nature of successful communication w ith h is  contemporaries, 
there lies another problem or question which we might put 
like this: when we call Four Quartets a re l ig ious  poem, do we 
mean that it functions in  the same way or a comparab le  way 
to rel igious acts? does its l inguist ic character resemble the 
language of prayer or liturgy? or do its patterns of imagery 
work l ike the images of re l igious med itat ion? 

The same question can be put in a different way by asking 
if the poems are addressed to God rather than to a human 
aud ience? Certa in ly many of the poems of Geo rge Herbert 
are addressed d i rect ly to God;  so is Hopkins's The Wreck of 

the Deutsch/and and h is sonnet 'Thou art indeed just ,  Lord , 
if I contend ' ; in the former the event of the drown ing of the 
five nuns is referred to as a focus for meditat ion on provi­ 
dence in stanzas passionately addressed to God in Chr ist; the 
sonnet is a poem of complaint and frustration at dryness in 
the sp ir itua l  life. Like so many of the poems in Herbert's The 

Temple: 

Mine, O thou lord of l ife, send my roots ra in .  
Interestingly e n o ug h,  Th, My.  ,  

•  I9gl ,  re  Vindhover i s  not a poem of prayer 
l ike these, though it is  dedicated 'To Christ our  Lord' ,  s ince 
It recreates the experience of tho poet but does not speak in 
his role as postul t: , 

a nt ,  we never forget that it is Chr ist 's image 
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in the falcon that is contemplated: we do not discard that 
image to dwell on the divine presence, and the apostrophes 
'0 my chevaliert ah my dear' ,  spr ing involuntarily from the 
poet as he views the movement of the bird.  Sometimes 
indeed in his poems Herbert conveys the notion of d i a l o g u e ,  
the two way process of prayer, by having God respond to 
the suppliant.  Thus in The Collar: 

Methought I heard one calling,  Ch i ld ,  

And I repl ied, My Lord. 

It seems to me that there is nothing of this sort in  E l iot .  We 
do not encounter any such simple address to a d i v i n e  person. 
Those passages which might seem to contradict this are to 
be found in Ash Wednesday, not in  the Quartets. Not surpris­ 
ingly in these passages the mode of address is f o u n d  together 
with the presence of conventional rel ig i ous  la nguage  or 
l iturgical  reference .  The first part c o n c lud e s :  

Teach us to care and not to care 

Teach us to sit sti ll. 

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

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

El iot a lso uses the H a  i i  Mary in Animula (1929), publ ished 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 h is  own way. 

Pray for Floret, by the boarhound s la in between the yew trees, 

Pray for us now and at the hour of our bi rth .  

In  the second part of Ash Wednesday the central lyr ic passage 
about the garden where a l l  love ends is addressed to the 
Blessed Virg in  in  l angua g e  wh ich closely pa ra l le ls the suc­ 
cessive epithets of the traditiona l  Litany of the B lessed V irgin :  

Lady of silences 
Calm and distressed 
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Ton and most whole 
Rose of memory 
Rose of forgetfulness 
Exhausted and l i fe-glvIn9 

I  • o n  of t h e  t h i r d  p a r t  we have a n  e c h o  from th 
As the c o n cl u s IG  th le  

f  t h e  M a s s  ( ' L o r d ,  I  a m  not w o r th y  Lord, I am no¢ 

ca"" '[,~speak the word o nl y ' ) :  th e f o u r th  part, wnm is wort Y h . 
I es a n d  s u s p e n d e d  s y n t a x ,  t  rows u p  motifs that broken cl a u s  

b  more f u ll y  d e v e l o p e d  i n  t h e  Quartets (for instance are to e ' 
b. d ong i n  the g a r d e n  a n d  t h e  word u n h e a r d ,  unspo the i r  st .  F-  

k ') but it does not c o n t a i n  a n y  s p e e c h  d i r e c t e d  to a d i v i n e  en d . h person; the fifth part refers to a vei lec s ister wh o  may be the 
Blessed Virgin, but indirectly ( 'Wi l l  the vei led sister pray for 
Those who walk  in darkness'),  and in  t h e  sa m e  l i n e  m anages 
to allude to the Be ned i c tus.  It  w ill be see n  t hat in  the con­ 
text of the poem as a wh o le  t h ese  apo stroph e s  a n d  allusions 
to Scripture are s l i gh t :  yet t h ey m ay be s a id to provide a 

kind of l i tu rgica l  grou n d - b ass for perso n a l  med itations and 
reflections on c erta i n  m ome n ts a n d  st a ges of an individual  
convers ion . Bu t  of c ourse t heir  t radit iona l  and specific 
character is b o u nd to m ake t h e m  act on the non-Christ ian 
reader as s igna ls,  a ll  the more powerful when not 'under­ 
stood', and res isted, tha t  someth ing of a re l ig iou s  nature is 
going on .  

In  Four Quartets there  is ha r d l y  an y  overt, recognizable 
rel ig ious  reference of a t rad i t i ona l  k ind ,  nor do we f ind that 
the constituent poems can  be viewed  as if they were prayers 
add ressed  t  di '  ec  to  a  liv ine person.  There is of course a complex 
web of l i terary a l l us ion which works upon the reader at 
whatever I  eve I of c · . . . :. consciousness or recognit ion,  and this web includes among its ,y  

•  •  
1  s elemen ts  references to Chr ist ian mystical 

" >  l ik e  Jul ian  of Norwich and the author ot The Cloud of 
nnowing; but the f 

Salvages en for that matter there is in The Dry 
a much more e xp [ %·  ,  and what he .:. , p c t  refe rence  to the Hindu Krishna e said in  the Bh; d. : e n d i n g  'with f, agavaa-Gita; and the dove desc­ 

ame of i n ca n de  th  
section of Little Gidai, ' escent terror' in the fourt 

9 certa in ly offers us the traditional 
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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 a i r  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 or ig inal ,  but a comment on 
the nature of the human condition made from the human 
side:1 

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 to the love of Christ 
as Redeemer, working through the fire of purification which is 
voluntarily embraced by those who follow h im, I  would have 
to agree, but would maintain that such a statement tends to 
distort what is really happen ing in the lines .  It does so by 

anticipating ends while the poem, like other poems, describes 

the means, the journey not the destination . 

We shall not cease from exploration 
And the end of al l  our exploring 
Will be to arrive where we started 
And know the place for the first time. 

Eliot's method is rediscovery, not discovery, to work through 

the fuller understand ing of what has a lready been experienced 
('We had the experience but m issed the meaning'). The tone 
is not so much devot ional as philosoph ica l  (wh ich is not to say 

that experience of the effort of devotion does not l ie behind 
the singular concentration of the poetry). The effort is towards 
f ind ing explanat ions wh ich can be shared w ith others. Thus 
the positive declarat ion in the Little Gidding lyric-'Love is the 
unfamiliar Name Beh ind the hands that wove The intolerable 
shirt of flame'has behind it the extreme instances of human 
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in nd vio l e n c e  in war a n d  the 'gifts reserved for _ sin anc vtot 4, i be d  t«  the poet by the c o m p o u n d  gh o s t :  descril e o 
the shame 

Of motives late revealed, and the awareness 
Of things ill done and done to others' harm 

and it has b e h i n d  it i n  t h e  i m m e d i a t el y  p r e c e d i n g  third seer,, the driving in upon the poet of the facts of the reconciliak of wrongs a n d  deep d i v i s i o n s  s u c h  as those differences ,_ ween the two r e l i g i o u s  a n d  p o l i t i c a l  parties of the seventeen century i n  E n g l a n d  w h ich he feels as dividing his own inhe,;_ tance both personal and n a ti o n a l ;  in the l i g h t  of this he is dry~, 
to meditate on the possibi l i ty that s in or human error may 

subordinate, purposive and instrumental rather than f inal  am4 

self-sufficient; so that the ecstatic assurance of the lyrye ; 

something that is both prepared for and sustained by te Poetic epistemology that has gone before. It  is not for nothjn 
that there are many parts of the Quartets which exhibit {% verbal precision and caut ion of phi losophica l  discourse; such are the opening l ines of Burnt Norton on time present and time past. 

Vt might also be objected to what I have been saying that out of the four short lyrics which make up the fourth sections 
n each quartet, one at least is addressed in orthodox Christian Germs to a person to whom near-div ine honour is paid, and with some concession to the trad i t iona l  mode of suppl icat ion.  The fourth section of The Dry Salvages is a hymn to Our Lady: 

'@dy, whose shr ine stands on the promontory, Fray for a l l  those who are i n  ships,  those 
Whose business has to do with fish, am 

Those concerned with every lawful  teat 

nd those who conduct then Fig l ia  del tuo f ig lo,  Queen of Heaven 
Out the fact t h a t ,~  

ere is here direct address to the Virgin Seems rather to %, 

in the 'Dort my argument than to weaken it. With­ e grammar of in ,  
Vocation is contained a statement of the 
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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 sai lors and the tradit ional 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 repet it ion, rather than any ardour of 
devotion. 

Further, the commentators on the poem have suggested 
that, just as this fourth sect ion is addressed to the Blessed 
Virgin, so those of Burnt Norton, East Coker, and Little Gidd­ 

ing are connected respective ly w ith God the Father, God the 
Son, and the Ho ly Sp i r it .  I  have a l ready discussed the treat­ 
ment of the Holy Spir it in Little Gidding, why that lyr ic is so 
d ifferent in its experientia l  search ing,  its specia l  combinat ion 
of log ica l  argument and vision ( 'The only hope , of e lse . . .  '  
'Who then?' Quest ion and answer; 'e ither . . .  or . . .  '  )  from, 
say, any version of the Veni, Creator Spiritus. The fie ld of 
reference, of the lyr ic in  Burnt Norton, no doubt does take i n  
God the Father as creator and preserver, h inted at i n  the sun 
and the sunflower, and the trans itory reve lation of the l ight 
on the kingf isher 's wing ,  but it starts off from the perception 
of man 's mortal ity in the 'Ch i l l  Fingers of yew' that are 'cur led 
Down on us ' .  The lyr ic in  the fourth sect ion of East Coker is 
perhaps the most ce lebrated passage in the who le of the 
Quartets. It describes Chr ist in paradox ical imagery drawn 
from a modern hospital. He is the wounded surgeon ,  the 
dying nurse, and the ru ined m ill iona i re who has endowed the 
hospital. The poem is not a d i rect address to Christ , and it 

is not a hymn ,  though its technique of shock owes some­ 
th ing to the way it operates aga inst the gra in  of the custo­ 
mary Good Fr iday hymn: 

The dripping blood our only dr ink, 
The bloody flesh our only food: 
In spite of which we like to think 
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und, substantial flesh and blood­ 
That we are $0! ·id 

£  :.  jt of that, we cal l  th is F r i da y  good, 
Again, in s p it @  

i,  sly employed this technique of the de[ 
El. t had previou' e­ 

IO , 3f the conventionally approved response 
te reversal OT the Ma . to rat .: jn The Journey of t h e  lagi: Christian doctrine 

1 had seen b i r t h  a n d  d e a t h ,  
But had thought they were d i f f e r e n t ;  t h i s  B i r t h  was 
Hard and bitter agony for u s ,  l i k e  Death, o u r  doath. 

The trouble with the wounded surgeon image is that Eliot, 
like, perhaps, Cowley but not l ike Donne, has achieved a 

metaphysical conceit to render the sacrifice of the Cross 
which is intellectually accurate and br i l liant  at the total 
expense of emotional conviction; the black c loud and the 
flowers of Burnt Norton establish a sma l l  complex world 
of imagery w ith in which we can move. It .  is the same 
with the 'frigid purgatoria l f ires' of Little Gidding which 
correspond to the tension between s in  and sacrif ice, dove 
and bomber. To use E l iot's own cr it it ical  vocabulary, it is a 
matter of the presence or absence of an  objective correlat ive. 
In the wounded surgeon lyric there is no correlat ive to turn 
the urgent personal impulse or the Chr ist ian context into the 
viable public property that is a poem. 

Our only health is the disease 
lf we obey the dying nurse 
Whose constant care is not to please , 

We take the mess 
Pie it u d age, comprehend it,  but then have to crum­ 

p a nt  throw jt 
bizarre sur • away, unless we wish to be left with a real ist fable, As . there is an u '· ts with some metaphysical conceits 

concealed de :. . • 
ess of the j, esIre to shock, and the sheer nasti­ :. . last stanza se .. .. .  .  maginative c o e t. ,  5@ems, whi le  fa i l i ng  to provide an :. relat ive, to de f ;  nsm against t ' lel i v e r  one of those acts of terro­ 

.  1e secul . Practises. I ha.e '@zed publ ic which El iot sometimes 
ch '8 already .  0ruses of 7he p, given a minor e x a m p l e  from the 
{uy neutral acc~it["" another str ik ing example is the pain­ 
The cc g .,  of Celia. . o ck t a i l  Party 's martyrdom on an ant-h i l l  in 
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It can now be seen that Four Quartets is a major attempt 
to solve the problem of writing a Chrisit ian poem for a post­ 
Christian age, a poem which should not be narrowly devo­ 
tional ,  a rel igious poem in the restrictive sense, but which 
would bridge the yawning gulf between the poet's own sen­ 
sibi l ity and those politely alien questions in  the Woolfs' 
drawing-room. Ash Wednesday, i n  spite of its often teasing 
and deeply buried personal content, had been an unsatisfac­ 
tory compromise between the methods of post-symbolism 
and inherited l i turgical language .  E l iot brought to the pro­ 
blem the f ine cr it ical  intell igence he brought to all his poetry. 
In the essay ' Reli g ion and Literature',  wr itten about the time 
he was composing Burnt Norton ( 1 9 4 3 )  he says: 

For the great majority of people who love poetry, 'rel igious poetry' 

is a variety of minor poetry; the rel ig ious poet is not a poet who is 

treating the whole subject-matter of poetry in a rel igious 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. I  th ink 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 poetry?' he was to change h is  valuation of 

Herbert but not apparently of Hopk ins] 

. . .  I  am ready to adm i t  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 I 

have mentioned, wh ich is the product of a special rel ig ious awareness, 

which may exist without the general awareness which we expect of the 

major poet. In some poets , or in some of their work, th is general 

awareness may have ex isted; but the prel im inary steps which represent 

it may have been suppressed ,  and only the end-product presented. 

The a i m  which is I think  fulfil led i n  Burnt Norton and its 
successors, is to create a poem written in a rel ig ious sp irit 
wh ich is not divorced from the ma jor pass ions of men; none 
of what E l io t  c a l l s  the p re l im i n a r y  steps are suppressed :  in 
fact the whole stuff o f  the Quartets is a pa infull y  honest 
ascent through those steps of the l i v ing  fa llen consciousness. 
Even when the en d -p r o duct has been reached in the short 
intense lyrical passages I  have been loo k in g  at, the poet does 
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:. be m a d e  over to a denominational tho 

not allow his a" ', ~~national  sensibility, but still speaks even to a tenor ih ic h  ;  logy, Or [ jo n g  consciousness wh i ch  remains open · d i  idua l  /iv in from an i n i v Ie  3r ld. One more objection. If we ask te m p o r a r y  wol t.  to the c o nt el  _,  why then any  reference at a l l  to the 

the simple que"""" ,, sp i r i t,  and to the Blessed Virgin, the 
ifi to the Io! "  Cruc if i x ion ,  d iff icu lt  but  is a lso simple .  The d iv ine 

answer maY " ,  oem, not as the direct intervention of Presence enters e ' f h :. or the sacraments, but  as part o1 tl ie  con­ grace, as in prayer, . rld f the poet's consc iousness,  proved at th is  late sistent wor! O . 

Ch ti n c iv i l i zat ion upon our  psychologica l  and stage of a r i st 1 al  .  
•  ·  1  I  The rough work is handed in and no one historical p ul s e s .  

-  ,  3  any more can shout 'C rumpets' .  .  .  
Th is openness of the Quartets to general  experience is 

expressed by the re lat ion of each poem to the p o e t' s  visit to 

a particular place which is named in  the t i t le .  I n  Burnt Norton 

(1935) it is the garden of a house i n  G loucestersh i re which 
Eliot had v is ited. It is the deserted formal ga rden of a house 
now empty; there is a rose -ga rden ,  box hedges,  a n d  the dry 
empty bas in of a pool :  from the concrete bottom of the pool 
the autumn sun l i gh t  is ref lected .  I n  East Coker (1940) the 
poet is vis i t ing the v i l l age  in  Somerset where h i s  ancestors 
had lived and from where they had left in  the ear ly seven­ 
teenth century w ith the or ig i na l  wave of p i lg r ims to sett le in 
the Amer ican co lonies .  The Dry Salvages ( 1941) ,  as the 
poet's note tells us, are a g roup of three rocks-presumably 
les trois sauvages off the coast of Cape Ann, Massachu­ 
setts; as a landmark they are associated with El iot's holiday 
visits to the area, com ing as a boy with his parents from St. 

Louis. Little Gidding (1942) is the v i l l age  in Hunt ingdonshire 
where before Civi l  War N icho las  Ferrar founded a  contem­ 
plative community;  i t  is known that  George Herbert visited 
the house; C h a r l e s  I  d id so i n  1633 and there is a legend that 
he came again for a n ight after his defeat at Naseby in 1645; 
the community was broken up by Cromwell 's troops in 1647. 
Each of these visits provides the focal point of the poem in 
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which it occurs; it is an incident recal led from the past and 
blended with other memories: its present is never the present 
of the poem. Thus in Burnt Norton and East Coker 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 dayl ight 
Investing form with lucid stillness 
Turning shadow into transient beauty 
With slow rotation suggesting p e r m a n e n c e . . .  

.  . .  Only a flicker 
Over the strained t ime-r idden faces 
Distracted from distraction by distraction 
Fi l led with fancies and empty of meaning 
Tumid apathy with no concentration 
Men and bits of paper, whir led by the cold wind 

That blows before and after t ime ,  

W ind in and out of unwho lesome l ungs  
T ime before and t ime after. 

Eructation of unhea l thy sou ls 
Into the faded air ,  the torpid 
Driven on the wind that sweeps the g loomy h i l l s  of London ,  

Hampstead and Clerkenwel l ,  Campden and Putney 

Highgate, Pr imrose and Ludgate . 

We are told that when El iot first decided to add other s imilar 
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') a lso 
has an application to the lift at Gloucester Road stat ion where 
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 l ines 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 M i ss iss ipp i ,  the r iver that 
is a strong brown god, and the r iver on whose shores E l iot  
was born, as wel l  as of t h e  New Eng land  coast. There is 
less· London background in th i s  poem, but  i n  the fifth part 
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tell·,ng drugs, features of the press fortune- ' , {he references " ?' a d,  bring us back to the w o rl d ¢  
an the E d g e w a " ° 5 ' j ,  waste Land. title Gidding, e 

Madame Sosost° " _ remly established background %¢ h Quartets, as . 
last of th e'  ,  jn  the second section we have move 

the London bli";_ ,  r  Nicholas Ferrar's community from the ruined sh r i n e  o  
when you leave the rough road 

b h. d the pig-sty to the dull facade And turn el in 
And the tombstone. 

d h · n a London in flames: to other ruins and other eat s '  

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 soi l  
Gapes at the vanity of to i l ,  
Laughs without mirth .  

This is the death of earth. 

Water and fire succeed 
The town, the pasture and the weed. 
Water and fire deride 
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 Hunt ingdonshire and then in London? or are we in 
London and then an image of an ear l ier  visit to Ferrar's 
shrine and the snow-covered hedge-rows is imposed on 
our London consciousness? and if the latter where are we 
in the comprehensive f ina l  section of the poem where a l l  the 
threads of the four poems are gathered together'the sea's 
throat', 'The moment of the rose and the moment of the 
Yew-tree', 'the secluded chapel ' ,  as wel l  as the fiery rose and 
the tongues of f lame of the last episode? The first question 
may easily be answered in the negative. These are not poems 
of incident in which one episode succeeds another. The 
lyrics in the second and fourth sections and the meditations 
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on time and human l ife in the others draw on a com I of 

I I  .  p  ex 
moments and al lu s i o n s  that accumulates throughout the 
poem. It is not possible to tie them down to any particular 
historical moment, to the moment in the rose-garden of 
Burnt Norton, or the moment in the ru ined chapel in East 
Coker, or the a i r  ra id warden's patrol in Little Gidding, since 
all these associat ions are blended.  It  is however the case 
that the cross-currents of association become increasingly rich 
and comp lex in  the course of the four poems. For this same 
reason, that the poem does not have a simple I  ine of chrono­ 
log ical development ,  we are over-s implifying if we say, for 
instance, that a v is it at some t ime dur i ng winter to Ferrar's 
shrine at Little G idd ing is recollected in London during an air 
ra id. It is moments recollecred from the past that furnish the 
imag inative focal po ints for each poem ; there is no present 
action , and the most immed iate concrete touches in the 
poem, the faces in the tube or on the escalator, the boxes 
and drowned men f loat ing down the river, or the sounding of 
the a i r  raid s iren ,  are found on c loser inspection to be images 
in the m ind-in the case of the scene on the tube something 
recorded by an observer so detached i n  his own contempla­ 
tion as to seem l ike a v is itor from another world, looking on 
at a phantasmagor ia l ike El iot's favourite poet Dante guided 
by Vi rg i l  th rough hell and purgatory. The all-c lear has be­ 
come transformed into the myth of the return at dawn of a 
visitor from the wor ld of the dead :  

He left me with a kind of valedict ion,  

And faded with the blowing of the horn. 

So the method is distinct from that of the modern narrative 
or film wh ich uses the flashback techn ique .  For then the 
focal po int is always the present moment of the act ion . A 
character is in London and remembers his chi ldhood in 
another place, and a segment  of that earl i e r  experience is 
imposed upon the present. Now I do think that the popular­ 
ity and ava i lab ility of the flashback technique is a factor 
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:, the m e r g i n g  of points of t i m e  i n  the Quartets which makes Or f E l ie  +  

:  »d  ind appreciated by u s .  Ine o1 li o t' s  strongest easily graspec a' ,, d I i  
:,  f  the modern e l e m e n t  i n  art a nu  literature was perceptions o1 rks thi  ;  3l f - c o n s c i o u s n e s s .  H e  r e m a rk s  o n  th i s ,  quoting its intense se 

M · t a i n  in The Use of Poetry and the Use of Criti- Jacques a r r  '  .  
cism ( 1 9 3 3 ) ,  a n d  offers P i c a s s o  as a n  i n s t a n c e  of t h i s  self 

.  ness p r e s umably o n  a cco u n t  of t h e  ch a m e leon - l ike conscious! ' . .  
hoses of h i s  t echniqu e .  The id e a  of a n  almost metamorp 

painful burden of knowledge and se lf-knowledge is also 
prominent in El iot's poetry; the cr i t ica l  statement is echoed 
by a l ine in Gerontion: 

After such knowledge what forgiveness? 

Undo ubtedly at that leve l of s e ns ib i l ity wh i ch  E l i o t  shares  
with his co n t empor a r ie s  a n d  w i th us he m a y a ppear  as a 
typical ear ly twentieth ce n t u ry wr i t e r , isola t ed from action in 
the sur r ende r  to the in t erna l  co n s c io u s n e s s .  It  is n oteworthy 
how ma ny atte mpt s  i n  m ode r n  f i c t i o n  to render dec is ive, 
sometimes v iolen t  act io n ,  pr e s e n t  us wit h  persons who at the 
c ruc ia l  moment act as if i n  a dream  of past vel le i t ies and 
mechan i ca l  ext erna l  pres sur e s ;  characters  i n  the f ict ion of I r is 
Murdoch make love or str ike each other as if ordinary l i fe 
was someth ing they were o n ly part ly and lu d i c rous ly engaged 
in; in the c l imax of Les Chemins de la Liberte when Sartre's 
hero Ma th i e u  f i res on the G e r mans from the church-tower ,  
it is not so much a  free independent act ion as an  interna l  
reso lut ion of h i s  pr ob lems ,  as h is  invocat ion of names from 
the past reveals ( 'This for S o n i a ,  th i s  for Dan ie l ' ) .  I n  fact, to 
risk a general iza t i on ,  from t he great Romant ic  autobiographies 
onwards, works l ike  Wordsworth's The Prelude, or from the 
novel of the growth of a n  i n d iv idua l  wh ich  followed on such 
works, novels l ike  Copperfield, a nd The Mill on the Floss, and 
Portrait of the Artist as a Young Man, l i t e r a t u re  h a s  b e en as 
m u c h  or m o r e  i n t e r e s t e d  i n  t h e  i n t e g r i t y  of t h e  i n n e r  p e r s o n ­  a l i t y  a s  i n  th e  p r o je t  e ct i o n  of t h a t  p e r s o n a l i t y  i n  a c t i o n .  

I n  a  h i g h l y  gen e r a l  w a y  o n e  can s a y  t h a t  E l i ot  s h a r e s  in 
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this contemporary interest in introspection and what Matthew 
Arnold cal led 'the dia logue of the mind with itself'.' But for 
him, self-consciousness is a strategy and not an indulgence, 
and h is 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 la id  down in his earl ier criticism. In  'Tradition 
and the Ind iv idua l  Talent' ( 19 19 )  he had written: 'The pro­ 
gress of an artist is a cont inual  sacrifice, a cont inua l  extinc­ 
t ion of personality'. And the conclus ion of the essay touches 
at the l iterary level  on that commun icat ion of the living and 
the dead wh ich is a pr ime theme of the Quartets, perhaps the 
lead ing theme since to real ize this communication is both to 
escape from the bondage of one's own time and from the 
despa i r  of so l ips ism: 

. . .  very few know w h e n  there is an expression of s i g n i f i c a n t  e m o ­  
t i o n ,  emotion w h i c h  has its life i n  t h e  poem a n d  not i n  the history of 
the poet. The e m o t i o n  of art is i m p e r s o n a l.  And the poet cannot reach 
t h i s  i m p e r s o n a l i t y  w i t h o u t  surrendering himself wholly to the work to 
be d o n e .  And he i s  not likely to know what is to be d o n e  unless he 
lives in what is not merely t h e  present, but the present moment of the 
past, u n l e s s  he is c o n s c i o u s ,  not of what is dead, but of what is already 

l i v i n g .  

The l ife of prayer is on a d ifferent p lane to the l ife of art, 
but it exhibits certa in ana logies ,  the ch ief of them being an 
effectiveness of commun icat ion not ach ieved in the present 
l ife of the saint or the  artist for whom success is impersona l  
and t imeless:  

And w h a t  t h e  dead had no s p e e c h  for, when l i v i n g ,  
They c a n  tell you ,  b e i n g  d e a d :  the c o m m u n i c a t i o n  
Of the dead is t o n g u e d  w ith fir e  beyond the l a n g u a g e  of the 

l i v i n g .  
Here, the intersection of t h e  t i m e l e s s  moment 
ls E n g l a n d  a n d  nowhere,  Never a n d  always. 

The ment ion of 'the t ime less moment' recal ls a guid ing pre­ 
ocupation of the l iterature of our  epoch: among countless 
possib le examples we m ight  recall the 'ep iphanies'  of Joyce, 
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like the sight of the gir l  on the shore in the cl imact ic episode 
of A Portrait of the Artist as a Young Man. Char les Will iams 
whom Eliot knew and admired speaks in the first chapter of 
The Figure of Beatrice of the different c lasses of the romantie 
stupor or shock-passionate love, the v is ion  of the just city, 
and so on. Louis Macneice has a love poem beg inn ing  'Time 
was away and somewhere else' .  But  whereas these epiph­ 
anies do not go beyond the reve lat ion of the self to the se lf 

I  

in Eliot's epiphan ies the l anguage  of the dead affords g l imp­ 
ses of an impersonal order . 

The lyr ical moments of intu it ion a lso represent de l iverance 
from the bondage of t ime.  In  them is encounte red 

The point of intersection of the t imeless 
With t i m e . . .  

(The Dry Salvages) 

The or ig ina l  and supreme moment of th is  k ind that is both in 
time and out of time is the moment in  the rose-garden at the 
beginn ing of Burnt Norton. It is a moment that  is completely 
given, an exp e r i ence  of pure and dis interested joy, associated 
with the sun l ight  r is ing lotus- l ike from the cd ,]  ;  the song of the b ir d,  d  lry p o ol ,  with 
who as e oar ~ r , ,' ~ " " ; ""ob"o. t a o  airer 
What real ly happens, an d  _  'e, h idden in  the bushes. ' n w at does not h · mystery, for the poem says that the .  appen,  is left a 
is actual ly never opened. T, door into the rose-garden •  ere are myst · are spoken of only in the t h ir d  Ierous presences who 

r' person p lu ra l :  
:er� they were, d ign ified,  inv is ib le  

oving without pressure, o 
In the autumn heat, t,, ' ' O r  the dead leaves, 

The ' rough the v ibrant a i r  
e ment ion of ' : ' the r.  'our first world' rt e first gate' leads one to [ .  h i c h  is entered 'Through 

dignity t h  I nl  these : witl Adam and E ;  presences in  their  quiet second : ve in  Eden, th 3:  section of Bmnt AM¢ ' e first garden.  The second se :. 'orton, a s '  J  ections, stands bact ' I s  th e  manner of El iot's 
comment on t he  k after the [  ·.  ;  e  experience: lyr ica l  introduction to 
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Time past and time future 

Allow but a l itt le consciousness. 

To be conscious is not to be In t ime. 
But on ly  in t ime can the moment  in  tho rose-garden, 
The moment in  the arbour whoro the ra in  beat, 
The moment in  the draughty chu rch  at smokofall 
Be remembered; involved with past and future. 
On ly  through t ime t ime is conquered. 

I n  t h i s  p a s s a g e  t h e r e  is a d i s t i n c t i o n  b e t w e e n  t h e  moments of 
i n t u i t i o n  i n  t h e m s e l v e s  a n d  t h e  u n d e r s t a n d i n g  of t h e m  i n  the 
c o u r s e  of a l i f e t i m e ,  " t h a t  r e m e m b r a n c e  w h i c h  w i ll  involve 
t h e m  i n  a  s i g n i fi c a n t  p a t t e rn  w i t h  past a n d  f u t u r e .  H e r e  E li o t  
is ra d i c a ll y  d i ff e re n t  from t h e  r o m a n t i c  v i e w  of r e l i g i o u s  ex­ 
p e r i e n c e  as it i s  e x h i b i t e d  i n  S h e l l y  o r  t h e  e a r l y  Wordsworth 
w h e r e  t h e  e c s t a t i c  m o m e n t  i s  e v e r y t h i n g  a n d  afterwards 
there c a n  o n l y  b e  n o s t a l g i a  a n d  r e g r e t.  T h e  i n t u i t i v e  moments 
of j o y  i n  t h e  g a r d e n ,  i n  t h e  a r b o u r  a n d  t h e  d r a u g h t y  c h u r c h ,  
are h i n t s  of a l a r g e r  u n d e r s t a n d i n g  w h i c h  i s  m o re  f u l l y  r e a li ­  
zed i n  Little Gidding. 

These are only h ints and guesses, 
H ints  followed by guesses; and the rest 
Is prayer, observance ,  d i sc ip l ine ,  thought and act ion .  
The hint  ha lf  guessed ,  the gift ha lf  understood, is Incarnat ion .  

Here the imposs ib le un ion 
Of spheres of ex istence is actua l ,  
He re the past and future 
Are conquered ,  and reconci led .  

(The Dry Salvages) 

T h e  h i nts of ecstasy fa l l  into p la c e  w i t h i n  t h e  ter ms of the 
life of prayer and se l f -d isc ip l i n e,  a n d  t h e  d iscipli ned l ife is 
seen first, not in terms of den o m i n a t i o n a l  choice, but as a 
psychological  necessity i n  the effort to emerge from the 
vanity and deception of the t ime-bound wor ld .  So in  the 
discursive, expository sect ions the spec i f ica l ly  Chr ist ian refer­ 
ences are rare: we even have an  impo r t a n t  statement on the 
necessity of l iv ing as if there were no tomorrow assigned to 
Kr ishna, not to the l i l i es  of the f ie ld (The Dry Salvages, 124­ 
168 :  cf. especia l ly I I .  156-60;  cf. 'And a l l  is always now' 
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150) .  Christian references, often at a fail, 
Bumt Norton, d f« the L distant symbolic remove are reserve< " t lyrics in t 

t. ns which represent, to use l i o t' s  own word the fourth s e ct or  .  '  
d  t  Of his d isc ip l ined quest-the burial  of the dead end-pro uc . 

:. t Norton, the sacrament of the altar in East Coke; 
i n  Burnt ' . , 

I Prayer and the Angelus in The Dry Salvages the persona . . . . . , granting of absolut ion and the orda in ing of priests in Little 

Gidding." 
The statements which make up Four Quartets-the perso­ 

nal  ones, that is, not the lyr ics, wh ich like the best Romant ic 
or symbolist lyr ics seem to come from anywhere or nowhere, 
-reflect aspects of what the students of myst icism have 
called the Affirmative Way and the Negative Way. The label­ 
ling is convenient for what I  am trying here to describe. 
According to the way of aff irmat ion the poet organizes the 
timeless moments of revelat ion into a s ign if icant pattern, 
often l ikened to musical  harmony.  By the negative way the 
poet confronts the unredeemed exper ience of quot id ian l i fe 
as in the Underg round scenes and the subsequent comments 
on them: 

and every attempt 
ls a whol ly new start, and a different k ind of fa i lure 
Because one has on ly  learnt to get the better of words 
For the th ing  one no longer has to say, or the way in which 
One is no longer disposed to say it. And so each venture 
Is a new beginn ing,  a  raid on the  inart icu late 
With shabby equipment always deteriorating 
In the general mess of imprecis ion of fee l ing,  
Undisc ip l ined squads of emot ion .  

From these long loose l ines that approach colloquia l  speech, 
but have a monumenta l  pol ish which raises them above mere 
r . umination, one moves through the whole gamut to the in­ 
Cantation of the intensely wrought impersonal lyrics. It is as 
if one begins at an outer edge of banal i ty,  with the common 
language which the writer has to raise from banal ity and 
refurbish, to end at that st i l l  centre to which a l l  the ways, 
Personal revelation, ascetic discipl ine, and the sheer effort of 

. d  
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hinking through the problem of human time, • 
·At the stil l point of the turning world' (9,"""° pointed: 

'· »d  rnt Norton, 136) Into the secular izec world of the ordinary lang '' .  
d k uage of argu ment the sacrec m ak e s  no spectacular baroque de } :.  escent ah 

extra but appears as a rediscovery of what had t 
:  een lost-- ·We had the experience but missed the meani·  

..  :  n g' - a t  the point of intersection. 
Eliot learned his k ind of poetry from the French symba 

.  ·  0 i s t s  
and post-symbolists; from having Laforgue as a major inf\u. 
ence in his early poems he came increasingly to 3tu d  

'  ·  S  u  y  Mal larm~ and Val~ry, who demanded that the poem should 
possess a s ingu la r  artist ic purity, communicat ing on ly itself, 
a unique complex of emotions.  'A poem should not mean 
but b e' ,  is a phrase now becoming well-worn. Poetry is 
seen as aspir ing towards the condit ion of music. It is a 

curious fact that in the Quartets we have what is probably 
the most perfect symbol ist poem .  Eliot is able to solve the 
d ifficu lty never really by-passed by Mal la rm~ and others, the 
obst inately referent ial  character of the l anguage they wished 
to d isti l into an aesthetic essence. He does th is by using 
language to point to a rea l ity beyond language :  c lusters and 
correspondences of images,  rose and lotus, smoke and fire, 
the w i ld thyme unseen and the w inter sun l ight ,  reach out 
into s i lence, 

Only by the form, the pattern 
Can words or mu sic reach 
The s t i l l n e s s . . .  

The resu lt is a work which has the aesthet ic pur ity and imper­ 
sonality of symbolism, wh i le  at the same t ime express ing 
mean ings in relat i o n  to h u ma n  l i fe (not ,  I  th ink ,  purposes :  for 

:  I f ie ;h  w i l l ;  the the s t a n c e  a c h i e v e d  is a s u s p e n s i o n  of t h e  s el fi sl  " , ,  
I  .  .  .  d  'T a ch us to s i t  st il l  ,  esson p e t i t i o n e d  for i n  Ash Wednesday, e  
h  .  b  h  is a n d  is abou t .  as now b e e n  l e a r n e d ) :  a  w o r k  w h i c h  »otl I 

I . . . t h e  i m m e n s e l y  t h i n k  that d i f f i c u l t i e s  of i n t e r p r e t a t i o n  i n  
.  as they are Suggestive a n d  c o n c e n t r a t e d  l y r i c a l  sections, 
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h mmentators, may be removed, if we see explored by th e  col .; 
b I .  

t  voems with an anchor  of referent ia l  mean- them as s y mb ol s1  pt  •  

f  
·nstance R imbaud's  'o sa isons,  o chateaux' ing; whereas, tor II  ''  •  •  

dinary vocabu lary ,  tu rn ing  words into pure reconstructs or . . . . 
f ti.on and forming an incantat ion wh ich  invites counters o emo , .  .  .  

b I I  bound if we are w i ll in g  to abrogate our  alle-  us to e s p en t-  .  .  
:.  t  rd inary verbal  mean ings  and s igna l s ,  the words in  giance to or . . 

the Quartets which  reach into s i lence are a lso l i nked with the 
personal and common exper iences on which the poem is 
bu i lt.  We have incantatory power ,  but not the spe l l  at the 
expense of mean ing ;  and mean ing is a lso  susta ined by the 
recognition of the onward movement of h istory ,  persona l ,  
cultura l  and cosmic ,  that h istor ica l  deve lopment  wh ich  is real  
however much man 's  proper p lace may be e lsewhere :  'Not  
fare well, Bu t  fare forward, voyage rs ' .  

E l iot's late r  poetry is cons istent w ith h is  ear l ier ,  just  as it 
is a crude v iew of re l ig ious  conversion wh ich  sees it as a fresh 
start de nova. What  is expressed in Preludes as a ha rd ly  
connected fragment ,  a fancy cu r led round these images,  'The 
notion of some inf in i te ly  gent le ,  In f in ite ly  suffe r ing th ing' ,  is 
restated i n  a  d ifferent  key in  the f ina l  Chr ist ian v is ion of love 
and suffering interwoven in  Little Gidding, when 'the f i re and 
the rose are one' .  What is new is the accompl ishment  and 
supp leness of the language  and the four-stress verse ; th is  
language and verse is ab le  to respond, s imply and a lmost 
transparent ly , to the wr iter 's react ion to what he called i n  an 
essay 'the boredom, and the horror ,  and  the glory' of human  
l ife. The constant interchange of s i n g u l a r  and p lu ra l  first 
persons, of ' I'  and 'we ' in the stream of reflect ion ,  associate 
us with the poet in a common human i ty .  The art ist ic ded i ­  
cat ion of the symbo l ist poe t ,  is pa ra l le l  to and not really 
separable from the humi l i ty  of the man :  the effort that we 
have seen exhibited i n  t ry ing to exp la in  the act of prayer­ 
The s t r i v i ng'is now at last rea l ized in a reconci l iat ion of 

the self with t ime that is b o t h  m o r a l  a n d  m u s i c a l .  ' H u m i l i t y  
is e n d l e s s ' ,  a n d  the reward is 
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165 

The complete consort dancing together 
Every phrase and every sentence is an end and a b eg i nn i  
Every poem an epitaph. Ing, 

1 Cf . ' lam glad you l ike The Cloud of Unknowing , • .  There is no question 
in it of "favors" and rapturous feelings-It leaves 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 a l l  it is and has. And 

that is a l l  that we need worry a b o u t ' .  The Spiritual Letters of Dom John 
Chapman, O .  S. B . ,  second edition ( 1 9 5 4 )  pp. 1 4 9  -50. 

2 I n  this he is a late ex amp le of the Romantic  c ircu lar movement from 

innocence to experience, a n d  back to an 'organiz'd innocence':  ' I n  my 

end is my b e g i n n i n g ' .  Cf, ' I n  its instinctive and natural  stage, spiritual 

life wears the g arb  of inno c e n ce and s i m p l i c i t y  . . .  the sp iritual 

sunders itself to se lf-real izat ion .  But th i s  pos ition of severed life has 

in its turn to be suppressed . . .  and the sp ir it has by its own act to 
win its way to concord aga in '  (Hegel, Logic, quoted i n  M. H. Abrams, 
Natural Supernaturalism ( 1 9 7 1 )  p. 221) .  

a  Some critics however seem to find it too easy, from contemp lat ing the 
poem 's religious discover ies or disc losures transposed ,  as it were, to a 
point outside the poem, to systematize E l i ot's Chr ist ion v is ion .  Thus 
even the informat ive and sensitive Harry Blamires speaks of 'br ing ing 
together the dogmatic and the m y s t i c a l . . .  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 act ion of the w i l l ,  see Den i s Donaghue, 
Thieves of Fire ( 1 9 7 3 )  pp.  1 3 4 - 9 .  M r .  D o n a g h u e  sees the rose-garden 
in Burnt Norton as 'an area of feeling and r e l a t i o n s h i p' .  
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166 ger Shan. 
6 On ritual acts and sacramental references in the fourth , 

r. :.  Sect ions ¢  poems, see Graham Hough, 'Vision and Doctrine in Fo ' t h e  
Critical Quarterly ( 1973) .  uarte, 

, 

• On Eliot's belief that rel ig ious poetry might draw on 'th 
resources of the unpoet ica l ' ,  see h is  'Talk on Dante·e (�nexplored 
First Quarter, 1 9 5 1 . )  and cf. the discussion of this in j "" ° d e l p ;  
Fire and the Fountain: an Essay on Poetry ( 1955 ) , p .  2a,""""ess, m. 

the origin of this bel ief to Baudelaire and relates it ,,""herefer 
for poetic creation of the combinat ion of widely di,, ""portanc% 'gent materials 
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G. Singh 

EZRA P O U N D  AS A LETTER WRITER 

Is not my soul laid open i n  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 
Wil l iams, 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 edit ion of The Letters of Ezra Pound ( 1907-1941)  
publ ished in 1951 .  Another 90 letters written by Pound to 
Joyce have been publ ished in Pound/Joyce, edited by Forrest 
Read (1967), and there are numerous others ( especially those 
addressed to Pound's l i fe- long compan ion ,  Olga Rude) that 

have yet to see the l ight  of day. 
I n  1928 El iot 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 w ithout 
which no epistolary style can achieve that master l iness of 
wh ich E l iot talks : verba l  economy and p i th iness on the one 
hand,  and the interesting as we l l  as signif icant nature of 
what is expressed on the other. Pound 's own v iew of what 
constituted the efficacy of h is  prose style is re levant: 

Poetical prose?? He l l .  The great writ ing in  either p or p consists 
in  getting the SU BJ ECT matter onto paper with the fewest possible 
folderols and anti-macassars, When the matter isn 't  real, no amount of 
ornament will save it. 
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G. Sing+ 

While dealing with an extremely rich variety of themes 
Pound throughout maintains a conspicuous individuality 
style. In his introduction Mr Paige observes how Pound's 
idiosyncrasies of style and diction (such as 'the abbreviations 
the deliberate mis-spell ings, the capitalizations and the us% 
of slanted lines for most of his punctuat ion')  caused scarcely 
any bother when the letters were written , since 'one was too 
interested in what he was saying' .  Th i s  holds good even 
today. In fact, far from creating any bother or hindrance, 
these idiosyncras ies add to our  en joyment of the wit, irony 
and sarcasm underlying Pound 's letters-qualities in virtue of 
which he manages, paradoxically enough ,  to establish a kind 
of rapport with the reader which no amount of genial ity 
or affability of tone could have ach ieved .  H i s  earnest 
honesty and selflessness of purpose is such that he does 
not put off the reader even when h is att itude to the object 
of his irony, sarcasm or cr it icism is a bu I  ly ing one .  And 
when Pound dogmatises or is irreverent ly  iconoc last ic he 
does not sound flippant or self-comp lacent .  For underly ing 
it all is a l ife- long concern for the hea lth ,  progress and 
vitality of the arts in gene ra l  and for the art of poetry in par­ 
t icular-a concern wh ich inspires the cr itically percept ive and 
pregnant comments he has to offer i n  h is  letters no less than 
in his other prose wr it ings .  On hear ing that Har r iet Monroe 
had p lanned to retire and vis it her sister in Cheefoo, Pound 
writes to her remonstrat ing ly :  

168 

Having done your bit to provide a scrap of rudimentary ganglia amid 
the wholly bestial suet and pig fat, you can stop; but I as a responsible 
intellect do not propose (and have no r ight) 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 you r  friends whom it would 
be pleasanter to feed or spare than to shoot (27 December 1 9 3 1 ) .  

The sty le and substance of what he says invar iably conveys 
Pound 's sense of personal authority as a practit ioner or theo­ 
retician of verse as well as a reformer and a pedagogue, a 
cr it ic and a judge.  And this author ity itself derives from 
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Pound as Letter Writer 

sureness of perception and his conviction of being a , 
who deserved audience. 9 genius 

As early as 21 October 1908, he was, for instanc . 
i [ I i·  Ce rl  Will i  <  e, arguing with W il li a m  ·a rl o s  'l li a m s  to the effect that 

No art ever yet grew by looking into the eyes of the publ i  th 
·  .  c, rut/ less or otherwise. You can obliterate yourself and mirror God, y, ¢  

if .. ' atu re ,  or 

Humanity but ii  you try to mirror yourself in  the eyes of the publ ic, 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 und i luted with reverence', he was no less ruthless 
with himself than with others. On 21 May 1909, in another 
letter to Carlos Williams, he accuses himself of having 

sinned in nearly every possible way, even the ways I most condemn. 
I  have printed too much .  I  have been praised by the greatest l iv ing 
poet (Yeats). I  am ,  after e i ght years · hammer i ng against impenetrable 
adamant ,  become suddenly somewhat of a success. 

But if Pound's epistolary jeremiads represented the very 

opposite of 'the usual  editor ia l  suavity', they were neverthe­ 
less s ingu lar ly free from personal p ique or mal ice.  There was 
something nobly d isint erested and impersonal ab out them, 
motivated as t h e y  were by a sense of i d e a l i s m .  ' U n t i l  some 
o ne is honest', he t el ls  Harr iet Monroe ,  
we get noth ing clear. The good work is obscured ,  hidden in the 
bad. I  go about th is London hunting for the real. I  f ind paper after 
paper, person after person, mi ld ly  affirm ing the op i n ion 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 a l l  h i s  d o g m a t i c  s e l f - a s s u r a n c e ,  P o u n d  not o n l y  
respected d i ff e renc e  of o p i n i o n ,  b ut a ctua l ly  enc o ura g e d  it. 
'Of course we d o n ' t  a g r e e ' ,  he wrote to C a r l o s  Wi l l i a m s ,  'that 
w ould be too u n i n t e r est in g '  (21 O c t o b e r  1 9 0 8 ) .  And he told 
H a r r i e t  M o n r o e  that he h a s  a  r i g h t  to be severe even though 

for one man I  strike there are ten to strike back at me. I stand 
exposed. It hits me in my dinner invitations, i n  my weekends, I 
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G. Singh 

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

1912) .  

Of course, Pound was aware that the s ingular  bluntness of 
his expression offended-and sti l l  offends-some people. He 
meets this charge four-square: ' M y  prose is bad, but on ne 
peut pas pontifier and have style s imultaneously'  (March 
19 13) .  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, whi le  trying to persuade 
Harriet Monroe to publish El iot, he writes: 

He is the only American I know of who has made what I can cal l  
adequate preparation for writing. He has actually trained h imself  and 

modernized himself on his own. The rest of the promising young have 
done one or the other but never both (most of the swine have done 
neither). It is such a. comfort to meet a man and not have to tell h im 
to wash his face, wipe h is feet, and  remember the date ( 1 9 1 4 )  on the 
calendar (30 September 1 9 1 4 ) .  

But what Pound encouraged others to ach ieve was some­  
thing he had a l ready ach ieved h imself.  For the  most part  he 

practised f irst and preached afterwards .  Wh i le  refus i ng Amy 

Lowell perm ission to assoc iate h is  name with the an thology 

of lmag i st  poetry she was propos ing to compi le ,  Pound 
observed :  

The present machinery (of the lmag is t  school)  was la rge ly  or wholly 
my making. I  ordered 'the pub l ic '  ( i. e .  a  few hund re d  p eop le a nd a  
few reviewers) to take note of certa in poe ms. 

You offer to find a p u b l i s her ,  that  is ,  a bet t er p u b li s h e r ,  if l a b r o ­  
gate my pr ivileges ,  if I g iv e  way to ,  or s a d d l e myse l f  w it h ,  a  d a m ' d  
contentious, probably  incomp etent comm ittee .  If I tac it l y ,  t a c i t l y  to say 
the least of it, accept a certa in numbe r  of peop le a s  my c r i t i c a l  a n d  
creative equa l s ,  and  publ ish the accep tance .  

I  d o n ' t  see t h e  use, M o r e o v e r ,  I  s h o u l d  l i k e  t h e  n a m e  ' I m a g i s m e '  
to retain some sort of a me a n in g .  It stands ,  or I  s hou ld like it to stand 
for hard l i ght ,  clear edg e s .  I  cannot  tr ust  any  democ r a t i z e d  committee 
to m a i n t a i n  t h a t  s t a n dard, Some wi l l  be splay-footed and some senti­ 
mental 

Neither wi l l  I  waste time to argue with a committee (1 August 
1914) .  
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Jt is this i n d e p e n d e n c e  of taste, judgment d ,  

mat l i e s  b eh i n d  Pound's admiration ro, ~""", "?""eption 
h W B Y · I yn am Lewis 

(Blake, th a t  '.  ·.  .  I s  al w a y s  going on a b o u t! I f  ,  
has got B l a k e  scotched to a f i n i s h )  and G a ,_ ' le wi s  

u« lie r -B rzeska ('the best of t h e  y o u n g  sculptors a n d  the most pr ; romising') 
and b e h i n d  h i s  e n e r g e t i c  efforts to promote t h e i r  w o rk .  T  

•  'oI  ..  'he 
epistolary m e d i u m  was o n e  of P o u n d ' s  most effective means 
of p r o p a g a n d a ,  p e r s u a s i on and crusade on their behalf. And 
he was invariably bolstered in his crusade for the causes of 
others by his determinat ion 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 for Pound such 

a culture was not so much a matter of intolerance or snob­ 
bery, as the outcome of c r i t i c a l  d i scr i m inat ion and responsi­ 
bi l ity---Pound would say: 'My  pantheon is considerable, and 
I do not adm ire un til I have thought ;  that is  to say I do not 
admire unt i l  I  (have) tested. One has passing enthusiasms: 
one f inds i n  t ime last ing enthusiasms' (March 1915) .  And 
when ,  in the same year , he de scr ibed T.  S .  Eliot as 'qu ite 
intelligent', he added that ' inte l l igent' was an adjective that 
was se ldom i n  h i s mout h .  

But it is, above a l l ,  in h is ro le as an  inst igator  of modern 
poetry-the sort of poetry that he wanted to write himself 
and that he wanted others to wr ite-that Pound makes h is 
mark in  his letters .  I n  h i s  very fir s t  letter  to Will i am Carlos 
Williams (21 October 1908) Pound out l ines  h is  poetics as 
follows : 

To me the short so-ca l led dramatic lyric-at any rate the sort of 
thing I do-is the poetic part of a drama the rest of which (to me the 

:  J ' id  r  set in a prose part) is left to the reader's imaginat ion or i m pl i ee  O  

b  ·  t  rested in  at the short note. I catch the character I  happen to ie i n: el  

f  self-analysis, or moment he interests me, usually a moment o song, Id :. :. d th ;t  of the play wou sudden understanding or revelation. An th e  rest .n  hi 
: a s l  conceive 1m. 

bore me and presumably the reader. I pa int my man 
Et voila toutl 

ed it as 
As to the l anguage  of poetry, Pound conceiv 
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172 G. Singh 

'language charged with meaning' .  But at the same time he 

also believed that 'Poetry must be as well written as prose. 
Its language must be a fi n e language,  departing in  no way 

from speech save by a heightened intensity ( i .e .  simplicity)' .  
Opposing 'Tennysonianness of speech' as well as every 
'l iteraryism', 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 ,  wh i le adv i s ing Dr  W. H .  D .  
Rouse on his translations of the Iliad and the Odyssey Pound 
refers to Homer's 'raw cut of concrete rea l ity comb ined w ith 
the tremendous energy, the contact with the natural  force'. 
He contrasts Homer w ith Milton and Henry James ,  i n  so far 
as what he calls the Homeric rea l ity 'becomes mere pompous 
rhetoric in  M i lton ' ,  a nd 'the m iracle of Homer is that great 
poesy is everywhere latent and that the l iterary fin i sh is up 
to Henry James '  (April 1935 ) .  The absence of literary f in i sh 
in  Homer, or of un ity of surface, rem inds Pound of Dante .  ' I  

suspect', he writes to Rouse , 'ne ither Dante nor Homer had 

the k ind of bor ing "unity" of surface that we take to be 
characteristic of Pope, Rac ine ,  Corne ille' ,  thereby indirectly 
allud ing to, and to some extent just ify ing, the lack of such a 

'unity' i n  h is  own Cantos. Also whi le  defending the didac­ 
ticism of h is  own poetry, Pound invokes the example of 
Homer as well as of other poets: 

I am perhaps didactic; so i n  a  sense, or in different senses are 
Homer, Dante, Vi l lon,  and Omar, and Fitzgerald's trans. of Omar is the 
only good poem of Vict. era that has got beyond a fame 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 Ju ly  1922), 

So much for the reductive charge often la id against Pound 
that he was essentially an 'aesthete'[ 
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Pound as Letter Writer 173 

Among the Latin writers, as Pound wrote to Iris Barry, 

'Catullus, Propertius, Horace and Ovid are the people who 
matter. Catullus most. Mart ia l  somewhat. Propertius for 
beautiful cadence, though he uses only one metre. Horace 
you will not want for a long t ime.  I  doubt if he is of any 
use save to the Latin scholar . . .  V i rg i l  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 Go ld ing 's  translat ion of Ovid's Metamor­ 

phoses he writes to Sarah Perkins Cope (22 April1934) :  'being 
an institution of learn i ng yr. Eng .  prof .  will never have heard 
of it though it was good enough for Wm . Shakespear.  And any 
dept. of Eng l i sh is a farce w i thout it'. Pound told Harriet 
Monroe that he cons idered the writ ings of Confucius ,  and 
Ovid's Metamorphoses 'the only safe guides i n  religion',  but 
added :  'This doesn't repud iate "The G(oodly)  F(ere)" .  Christ 
can very well stand as an  heroic f igu re .  The hero need not 
be of wisdom all compounded.  Also he is not wholly to 
b lame for the re l ig ion that's been fo isted on to h im.  As well 
b l ame me for . . .  a l l  the bunk i n  vers l ib re ' .  And whi le re­ 
fusing to accept 'ANY monotheist ic  taboos whatsoever', he 
descr ibed the Metamorphoses as 'a sacred book, and the 
Hebrew scriptures the record of a barbar ian  tr ibe ,  fu l l  of evil' 
( 16  Ju ly  1922) .  

The two t roubadour  poets who impressed Pound most 
were Arnau t  Dan ie l  and Sa rdella .  I n  the latter he found the 
fusion of word, sound and  movement to be so s imp l e  that 
'one on ly understands h is  supe r io r i ty to other troubadou rs 
after hav ing stud ied Provencal  a n d  ha lf-forgotten it, and 
come back to twenty years l a ter '  ( 1 1  March 1937) .  Among 
Ita l ian poets it is Dante ,  Cava lcant i  and Leopard i  who 
mattered to h im most-'Leopardi spe lnd id ' ,  he wrote to I r is 
Barry , 'and the only autho r  s i nce Dante who need troub le 
you, but not essentia I  as a tool' (27 Ju ly  1 9 1 7 ) .  He groups 
Dante with Shakespea re ' and va r ious other exce l lent wr iters 
who have understood why a poet cannot neg lect eth ics, and 
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why an ethic which is  afraid of ana lyz ing the motives ¢ 

action is very poor sham' (24 May 1936) .  According « 

Pound, Dante's poetry embodied that sense which 'the pe_ 

testant world has lost''the sense of mental  and spiritual 
rottenness' (Apri l  1937)  which forms the corner-stone ¢ 

Pound's own poetry, especia l ly the Cantos. 

As lyr ic poets endowed with that qua l i ty  which captures 
the imaginat ion of the modern m ind ,  and which in  fact cons. 
titutes the essence of modernity Pound grouped Catul lus 
Vi l lon and Leopardi together .  Whi le d i smiss ing  Tagore's 
philosophy, he pointed out that it didn't offer much for a 
man 'who has 'felt the pangs'' or been pestered with 
Western Civi l izat ion.  I  don't mean quite that but he (Tagore) 
isn 't e ither V illon or Leopardi ,  and the modern demands just 
a dash of their  ins ight'  (22 Apr i l  1 9 1 3 ) .  

Among older Eng l i sh  poets it is Chauce r  and  Shakespeare 
whom Pound commends most, and Mi l ton and Wordsworth 
whom he most berates. 'And Eng l i sh  poetry????' he asks 
Ir is Barry, ' U g h .  Perhaps one shou ldn ' t  read it at a l l .  
C h a u c e r  h a s  i n  h i m  a l l  t h a t  h a s  ever g o t  i n t o  E n g l i s h .  And 
if you read Chauce r  you will  p ro b a b l y  ( a s  I  d i d  t h o u g h  there 
is no reason why you shou ld be the  s a m e k i n d  of i m b e c i l e )  
start wr it ing  a rcha ic  E n g l i sh ,  wh i c h  y o u  s h o u l d n ' t'  (27 J u l y  
1 9 1 6 ) .  I n  Shakespeare ,  on t he o t h e r  h a n d ,  P o u n d  adm i r e d  
his mastery over a variety  of i n t o n a t i o n s ,  v a r y i n g  sp e e d s  of 
u tt e rance and of sentence mo v e m e n t .  H e  q uoted a  l i n e  from 
Pericles: ' F a i t h ,  s h e  w o u l d  serve, ( p a u s e ) / a f t e r  a  l o n g  voyage 
at s e a '  a n d  c o m m e n t s :  ' T h e  c a d e n c e  is so w e l l - t a k e n  that 
even the a r c h a i s m  i n  the first word d o e s n ' t  d i m  the natural­  
ness of the sentence' (4 N o v e m b e r  1 9 3 7 ) .  However, Pound' s 
way of r e a d i n g  a n d  a d m i r i n g  S h a k e s p e a r e  was a l l  h i s  own, 
for it  went h a n d  i n  h a n d  with h i s  l o a t h i n g  of what he c a l l s  
all stage s t u f f ' .  ' I  t h i n k  t h e  r e a s o n  I  l o a t h e  a l l  s t a g e  stuff', 
he wrote to R ona ld D u n c a n ,  ' i s  th a t  it is s p l i t.  I  c a n  stand 
b a d  t h e a t r e  in t h e  t h e a t r e ,  b u t  w h e n  I  r e a d  S h x p r  I  d o n ' t  
t h i n k  of s t a g e ,  I  t h i n k  of p e o p l e .  A n y t h i n g  t h a t  asks t h e  reader 
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Pound as Letter Writer 

to think of effect or how it wd. be on stage distracts from 
reality of fact presented' ( 17  March 1938) .  

I n  his crit icism of Milton and Wordsworth-but especially 
of Mi lton-Pound, instead of judg ing Mi lton's poetry on its 
own merits, tends to judge it i n  the l ight of its relevance to 
modern poetry. I n  a  letter to Fel ix E. Schelling (8 Ju ly  1916)  
he points out how 'Mi l ton ru ined his work by not under­ 
standing that the gen ius  of Eng l i sh  is not the gen ius  of 
Latin, and that one can NOT write an  uninf lected language 
i n  the same way, us ing the same word-order that  serves 
in an inflected language ' .  As to Wordsworth P oun d 's  

j udgment is even more drastic and ,  so it appears ,  q u i t e  

unjustly so .  He not on ly  ca l l s  h i m 'a d u ll  sheep', but he 

regards h is achievement as infer ior to French prose. ' H e  

will  do you no good ' ,  he te l ls  I r is  Barry, ' tho u g h  he was 

better than some ,  and if there were no French prose and  

noth in g  worth reading  one  might learn  a l itt le  ab o u t  d e scr i p ­  

t ions of nature from his e n d l e s s  m a u n d e r i n g s '  (27 J u l y  1 9 1 6 ) .  

Among the V i c t o r i a n  poets, it was Rossetti,  Morris,  

Fitzgera ld,  S w i nb u rn e  and Browning  who interested Pound  

most a n d who c ons t ituted a s i gnificant infl u e nc e  on h is  own 
deve lopment as a poet and  a craftsm an .  ' If  you'll  read 
Yeats a n d  B row n i ng  a n d  F ran c i s  Thompson and S w i n b u rn e  
and  Rossetti',  P o u n d  wrote to W i l l i a m  C a r l o s  W i l l i ams  (21 
May  1909) ,  ' you ' l l  l e a rn  som e t h i n g  a b o u t  the  p rog ress of 

E n g .  poetry i n  the last centu r y .  And  if y o u ' ll  read Ma rga ret  

Sackv ille, R o sam u n d  W a t s o n ,  Ernest  Rh ys ,  J i m  G .  Fa i rfax, 
you 'll learn what  the peop le  of s e cond  ra nk  c a n do, and 
what damn good work it i s .  You  are out  of tou ch .  That's 
a l l ' .  

II  

But  i t  is Poun d ' s  letters to the  poets,  wr iters an d  art ists of 
h i s  own century that acqui re a p ecu l i a r  degree of incis i veness 
and relevance wh ich attest to h is  v i t a l  invo lvement in the 
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shaping of modern literature and i n  resuscitating, as he calls 
; ' he  dead art of poetry'. Although Pound never met 
it, 'th e  de d  ··t h  hi Hardy personally, he cor responde  wit' im and, at a time 
when Hardy's poetry was not in  vogue, wrote admiringly 
about it. I n  one of his repl ies to P o u n d' s  letters when Hardy 
s ug g e s t e d  changing the title of Homage to Propertius, Pound 
fo�nd · the suggestion both ' impract ica l  and  infinitely inva­ 
luable' and commented: 'don't know that T . H .  realized how 

much he was reveal ing of the gap between himself and the 
'90s. But he woke one to the extent of h is  own absorption 
in  subject as contrasted with aesthetes' preoccupation with 
"treatment'' (8 Ju ly  1922). A few years after Hardy' s death 
Pound wrote to W.H .D .  Rouse, say ing :  'Nobody has taught 
me anything about writ ing since Thomas Hardy died. More's 
the pity' (30 December 1934) .  And when i n  1936 Eugene 
O'Neil l  received the Nobel  Prize for l iterature, Pound, who 

considered O 'Ne i l l  as 'a post-Shavian derivative', noted: 
'Shaw himself a mere louse i n  compar ison with Hardy, Joyce 

or H .  James.  And Lewis and  O'Nei l l  less than G.B .S.  Have 
always thought poor old Upward shot himse l f  i n  discourage­ 
ment on reading of a w a r d  to S h a w .  Feeling of utter hope­ 
lessness i n  struggle f o r  v a l u e s '  ( D e c e m b e r  1936).  If Hardy 
fi g u re d  so h i g h  in P oun d 's esteem it is beca u s e  of certain 
q u a l it ie s  that no other con tem pora r y  w r ite r  possessed i n  the 
same d e gree .  In .  h is  note on  H ard y 's  Collected Poems 

P o u n d  observes: ' N o w  there is cl ar i t y .  There is the harvest 
of h a v ing  wr itt e n  20 nove l s  f i r s t'  ( A p r i l  1937) .  For Pound ,  
Hardy's poetry p r e s e n t e d  q u a l i t i e s  w h i c h  poets like Eliot 
were not capable of apprec iat ing .  ' M r  E l iot don't l ike it', 
Pound says apropos of Dunn ing ' s  poetry, and  adds: 'but then 
he don't see either Yeats or Hardy'  (February 1925) .  

Pound was a lso one of the ear l iest  cr i t ics to recognize 
D . H .  Lawrence's gen ius  as a prose wr i te r ,  even though he 
didn't I i k  :  

Ik e  him as a person.  'Detestable person', he tel ls 
Harr iet Monroe (March 1 9 1 3 ) ,  'but needs watching .  '  
think he learned the proper treatment of modern subjects 
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before l did. That was in some poems in The Eng. Re '  And 
in another letter to Harriet Monroe: 'Lawrence. " " V .  .  ·  ,  a s  you know, 
gives me no pleasure. Nevertheless we are luck 
h. 

I • . . · y to get 
i m . . .  recognize certain qualities of his work. If L 

· · were 
an editor I should probably accept his work w i t h ou t  di · .:. ur r e au li n g  
it. As a prose writer I  grant him f i rst place among the 
younger men' (23 September 1913) .  To have recognized 
Lawrence as a prose writer as ear ly  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 recogniz ing ,  and  making others 
recognize, the merit of E l iot or Joyce. 

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 h is  arrival i n  London i n  1908 he 
must have sent Yeats a copy of AA Lume Spento and got an 
encouraging reply from h im,  because i n  May 1909 Pound 
writes to Carlos Williams to say that he has been praised by 
the greatest living poet. And four years later, in  a  letter to 
Harr iet Monroe, he tel ls her  that  Ford Madox Ford and  Yeats 
'are the two men i n  London .  And Yeats is a l ready a sort of 
great dim f igure with its associat ions set i n  the past' ( 13  
August 1 9 1 3 ) .  Nevertheless Pound 's esteem of Yeats as a 
poet led h im to value Yeats's op in ion  as a cr i t ic .  Whi le 
admitting i n  a  letter to H .  L.  Mencken ( 1 7  March 1915 )  that 
there might be reasons  for an editor 's reluctance to pub l ish 
his poem 'The Tempe raments ' ,  Pound adds :  'St i l l ,  Yeats l ikes 
"The Temperaments". He says I  have achieved the true Greek 
(he should say Roman) epigram' .  S imi lar ly ,  when Amy Lowell 
-whose 'talents and temperament' Pound regarded as be ing 
always po l it ical rather than l iterary or art ist ic-suggested that 
he should contr ibute to a 'democratized anthology' ,  Pound 
made his agreement to do so cond i t iona l  on her inst itut ing 
'a yearly prize for poetry to be adjudged by Yeats, Hueffer and 
myself' (30 August 1917) .  I n  1913 he also agreed to be Yeats$  
secretary and went to l ive with h im  at Stone Cottage 1 
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Sussex. 'My stay in  Stone Cottage', he wrote to his moths 

i n  November 1 9 1 3 ,  
wit not be in the least profitable. 1 a" 9 ', " " e g g " y ;_ ' e a t s  wit 

t f the t ime and bore me to eatl with psyc ,ca research amuse me par' o : 
the rest. I regard the visit as a duty to posterity. 

At that t ime P o u n d  was so i m p r e s s e d  by Yeats's work that he 
could write to Amy L o w e 11 ( 2 3  M a r c h  1 9 1 4 ) : ' I  t h i n k  Lawrence 
a n d  Joyce a re  the two strongest prose writers a m o n g  les 
jeunes,  a n d  a l l  the rest a r e  a b o u t  played o u t .  And we c o u l d  
have a n y t h i n g  Yeats h a p p e n e d  to do . B u t  by 1 9 1 6 ,  as he 
wrote to I r i s  Barry,  he h a d  a l r e a d y  started b e i n g  somewhat 
impatient with what he c a l l s  ' s h a m  C e lt i c i s m  . . .  i m i t a t i o n s  
of im itations of Yeats, a n d  of t h e  sym b o l i s tes  ad infinitum. 

Soft mushy edges'. Yeats kept p r oduc i ng m ore a n d  more, but 
for Pound his later  outpu t  sho w ed a noticeable dec l ine .  ' I 
don't th ink Yeats's Silentia Lunae hangs together', Pound 
wrote to Joh n  Qu i n n  (4 J u n e  1 9 1 8 ) ,  
At least, I don't th ink it in  the same street with h is Memoirs as 
writ ing.  And I f ind Noh u n s a t i s f a c t o r y . . .  And I admit there are beautiful 
bits in it. But it's all too damn soft. Like Pater, F iona Macleod and 
James Matthew Barrie, not good enough .  

And w h e n  Yeats's Collected Poems appeared, Pou nd asked 
T.E .  Lawrence (Augus t  1 920) :  ' I s  Yeats any worse than  the 
last volume of Conrad's? As for idyl l ic  and romantic-thought 
they wereW.B.Y's part icu lar l i ne .  Howsomever ! '  Nevertheless, 
a co uple of years later , w h i l e  w r i t ing to Fel ix E. Schel l ing (8July 
1922) ,  Pound i nd i c a t ed h is l i terary debts and influences, 
inc luding Yeats among them: 'Considerable encouragement 
to tell peop le to go to h ell,  a nd to ma intain absolute intran­ 
s igeance, recd .  from M r .  W. B .  Yeats'. 

It is h igh l y  probab le t h a t  i n  h is open cr it ic ism of Poun d 's 
Cantos-a c r i t ic ism w h i c h  Pound thought mis led people more 
than anything else wr itten about  them-Yeats was to some 
extent prejudiced by Po u n d 's c r it ic ism of h im .  'God damn 
Yeats' bloody paragraph' ,  Pound writes, commenting on 
Yeats's assessment of the Cantos in A Packet for Ezra Pound, 
'Done more to prevent peop le reading Cantos for what is on 

F. 
:l, 
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the page than any other one smoke screen' (February 1939) .  
I n  the case of Joyce, too, Pound's early enthusiasm for 

A Portrait of the Artist as a Young Man and Ulysses subse­ 
quently gave way to reservations concerning Joyce's later 
work-reservat ions that brought about a certa in coolness in 
their  re lat ionsh ip .  On 1 8  February 1 9 1 5 ,  Pound wrote to H .  L.  

Mencken: 'The prose writer I  am really interested in is James 
Joyce . . .  The Egoist is us ing  a  long novel of h is  (A Portrait) 
as a s e r i a l .  It's damn well written' .  Pound's admirat ion, of 
course, was always t ied up with his d is interested zeal in 
promoting not on ly the cause of the part icu la r  writer, but of 
l i terature i n  general. Hence i n  1 9 1 6  he wrote 'a very strong 

letter re Joyce' to an American publ isher 'adv is ing h im to print 
the Joyce in  preference to my book-(This Generation, never 
publ ished)-if  h i s  cap i ta l  is l imited .  I  can ' t  go further than 
that'. I n  fact, as his letters to Joyce and to others on behalf 

of Joyce show-of which more later--Pound did go even fur­ 

ther. So that wh i l e  ind icat ing the sort of per iodical  he wanted 
to have a r ight to appear in ,  a  sort o f '  "official organ" (vile 
phrase)' ,  he observed :  'a p lace where I  and T .  S .  E l iot  can 

appea r  once a mon th  (or once an ' issue ' )  and where Joyce 
can appear when he l ikes, and where Wyndham. Lewis can 
appea r  if he comes back from the war '  (January 1 9 1 7 ) .  

The n inety letters that Pound wrote to Joyce between 

1 9 1 3  and 1937 (Pound/Joyce, edited by Forrest Read) 
contain the same degree of frankness ,  c r it ical  acumen and 
ins ight  as t h e  letters in Pa ige 's  ed i t ion .  But  somehow they 
are lack ing in  that b i t i ng  irony and sarcasm ,  verba l  and 
sty l istic, wh ich characte r i ze the former. And th is largely 
because i n  his letters to Joyce ,  Pound was more interested 
in adv i s ing h im on var ious prob lems and i n  pav ing the way 
for his recognit ion,  than in  d isp lay ing h i s  own wit, and 
cr it ica l  author ity.  In  other words, he was ,  as Horace Gregory 
sa id ,  act ing as 'the m in ister w ithout portfolio of the arts', 
rather than exerc is ing h is creat ive powers as a letter wr iter .  

Having exper ienced diff icult ies i n  gett ing h i s  own work 
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printed, Pound knew how to advise and caution Joyce, • 
have', he wrote to Joyce (17 Ju ly  19 18 ) ,  'as much Trouble as 
you do in getting printed-tho' I am much milder & fa, 

less indecent=au moins=je suis peut etre un peu plus 
phallique, mais mi interessent moins les excremens et leg 
feces humains  et des bestiaux'. I n  another letter ( 10 June 
19 19) ,  whi le call ing Joyce 'g lo i re et decor de la langue lrso­ 
Anglais' ,  he st ill points out certa in defects and l imitations in 
Ulysses, aff i rming among other things that 'Mass effect of 
any work depends on conv ict ion of author's sanity . . .  
Abnormal keeness of ins ight  O.K .  But obsessions arseore-ial, 
c loaca l , deist ,  aesthet ic as opposed to arsethetic, any  
obsess ion or t ic shd. be very carefully considered before 
being turned loose' .  

However, s ince 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 
Ulysses ,  and started fee l ing a certa in resentment against the 
latter . Far from effecting , as was claimed for it, a revolution of 
the word, Joyce's later work appeared to Pound-and both 
H .  G .  Wells and ,  later on ,  F .  R .  Leavis were to concu r  with 
him'as essent ia l ly a mosaic of nonsense sy l lab icat ion ' ,  'an 
aim less search for exaggeration' .  I n  the last of the Rome 
Radio ta lks on Joyce, Pound sums up what he thought of 
Joyce's strength and o r ig i na l i ty  as d isp layed in Ulysses and 
contrasts it with the 'a imless sea rch  for exaggeration' that 
characterises Finnegans Wake: 

Joyce hit h is  h igh  in Ulysses/There was st i l l  exuberance/In Finnegan 
he is hunt ing /he is exper imenting with a technique/bourgeois diversion/L 
havnt patience to wade through it /thank god I am not employed to 
estimate the amount of real metal in low grade ores/(no pun intended). 

11 1  

Together with Joyce, the writer Pound helped most was 
E l io t  to whom some of h is most st imulat ing letters are 
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addressed. When, despite his recommendation ot 'The Love 
Song of J .  Alfred Prufrock''the most interesting contribution 
I've had from an American', as he wrote (October 1914) 
Harriet Monroe rejected it, Pound wrote back indignantly; 
'No, most emphatically I  will not ask Eliot to write down to 
any audience whatsoever . . .  Neither will I send you El iot's 
address i n  order that he may be insulted' (9 November 1914) .  
In another letter (31 J a n u a ry  1 9 1 5 )  he met her objection more 

specifical ly:  
·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 to make it end on 

a note of triumph. 1  disl ike the paragraph about Hamlet, but it is an early 

and cherished bit and T. E.  won't give it up, and as it is the only portion 

of the poem that most readers wi l l  l ike at first reading, I don't see that 

it will do much harm .  
For the rest: a portrait satire on futil ity can't end by turning that 

quintessence of futil ity, Mr.  P .  into a reformed character breathing out 
fire and ozone .  

Apart from backing E l i o t ,  such comments a lso created the 
taste according to which h is  poetry cou ld  be appreciated, off­ 

ering, as they d id ,  what m ight  wel l  be regarded as a critical 
appraisa l  i n  a  nu tshe l l  of E l i ot's  ear ly poetry. I n  another letter 
(1 December 1 9 1 5 )  P o u n d  te l l s  Har r ie t  Monroe that he f inds 

'Prufrock' 'more i n d i v i d u a l  and  u n u s u a l  than the ' P o rt r a i t  of a 
Lady'! I  c h ose i t  of t he two as I  wanted h i s  f irst poem to be 
p u b l i shed  to be a  p o e m  t h a t  w o u l d  at  once d i fferen t i ate  h im 

from everyone e l s e ,  i n  t h e  p u b l i c  m i n d ' .  A n d  i n  a  letter to 
M a r g a r e t  C. A n d e r s o n  ( A u g u s t  1 9 1 7 )  h e  a d m i t s  t h a t  ' E l i o t  has 
thought of t h i n g s  I  h a d  not t h o u g h t  of, and I ' m damne d  if 

many of the others h a v e  d o n e  s o .  I n v e n t i v e ,  c r e a t i v e ,  or what 
not'.  I n  fact, t o g e t h e r  w i t h  h i s  h o n e s t y  a n d  g e n e r osi ty in  
prais ing E l iot ,  went P o u n d ' s  a lmost  pa te rna l  concern for h is  
career. When, for instance,  E l iot wrote a pamphlet Ezra Pound, 
His Metric and Poetry i n  1 9 1 8 ,  Pound  wrote to H .  L. Mencken 
(12 March 1 9 1 8 ) :  

No, I  d i d  not write it, E l iot wrote it, b u r  it would be extremely un­ 
wise for h i m ,  at t h i s  stage of his career, with the hope of sometime 
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getting paid by elder reviews, and published by the go 
b. h' h '  h ·  ·  Y, ane1 I general of not utterly b i t ch i n g  h i s  ch a n c e s  in various q u a r % , _ ,>  in  

have signed it. "Or him 

And in his very first letter to El iot, as it stands ; _ ,  
192  )  h . 1  a1ge's edition (24 December' 21) ,  wh il e  out to discuss s;; 

d · t ·  ·  t b d ·  th · : long and m o dif i c a t i o n s  to  be  m a de  i n  he  origina l  drat , 
Waste Land, Pound includes a doggerel 'Sage Homma· ,,"" 

si  the ·' f E I ;  +.  ich wittily epitomises th e  genesis of li o t' s  poem 
Sage Homme 

These are the poems of E l iot  
By the Uranian Muse begot; 
A Man thei r  Mother was, 
A Muse their  Sire .  
How did the printed Infancies result 
From Nupt ia ls  thus doubly diff icult2 
lf you must needs enquire 
Know di l igent  Reader 
That on each Occasion 
Ezra performed the caesarean Operation. 

lt was characteristic of Pound that he should have asserted his part in  the shap ing  of the f ina l  version of The Waste Lan 

only i n  a p e r s o n a l  letter to Eliot, wh i le  p r a i s i n g  openly what 
Struck h im as or ig ina l  i n  i t ,  a n d  d o i n g  h i s  utmost to p r o p a g a t e  Its merit-even 'dragg ing my own corpse by the heels to 
@rouse the blasted s p e c t a t o r s ' ,  as he wrote to H a r r i e t  Monroe 
(January 1 9 3 1 ) .  And when The Waste Land appeared in  the evised form, Pound ha i led i t  as a masterpiece-one of the most i m p o r t a n t  1 9  p a g e s  i n  E n g l i s h ' ,  - i n  a  p a m p h l e t  he sent 
to fr iends and fe l low writers asking  for s u b s c r i p t i o n s  ' in  order that T.  S .  E l i o t  may leave h i s  work i n  L l o y d ' s  B a n k  a n d  devote h is  who l e  t i m e  to l i t e r a t u r e '  ( M a r c h  1 9 2 2 ) .  

b u t  there were c e r t a i n  aspects of E l i o t ' s  l a t e r  c a r e e r  which d i d n ' t  interest P o u n d . ' P o s s u m ' s  r ep. for decorum and subt lety',  
he wrote to E. E.  Cummings  ( 10  November 1926) ,  was 
already something of a barr ier  between h im and El iot .  Another, 
and an even greater barr ier  was that constituted by E l i o t' s  Crit icism, as he wrote to John  Drummond ( 1 8  February 1932) :  
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l  dunno how you feel about Eliot's evil influence. Not that his crit, 
is bad but that he hasn't seen where it loads. What it loads TO, Attontion 

on lesser rather than greater. At a t ime whon there is 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 wi l l  can meet 
without worrying about creed and colour etc. 

Pound was even less enthusiast ic about El iot's plays. 'Waal' 
he wrote to James Laugh l in  (January  1936) ,  

I  heerd the Murder in the Cafedrawl 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 
wail in .  And Mr. Joyce the greatest forcemeat since Gertie. And wot iz 
bekum of Wyndham! 

My Krrize tham cawkney voyces I 

Apart from literary differences, there emerged, as time went 
on, even differences of personal ity and judgment between 
Pound and E l iot .  Once settled in  l i fe as part of the establ ish­ 
ment, Eliot drifted increasingly away from what Pound stood 
for. I n  a  letter to Henry Swabey (March 1936) Pound refers 
to 'the respectable Angl icans ,  Rogers, Andrewes (whom Eliot 
dare not disagree with)'. And whi le  expounding his p lan to 
F. V. Morley (February 1937) for the proposed book The New 

learning (which Faber and Faber were to br ing out) he asks: 

How much does Ez git  fer eggsposin h i z  i g g u r u n c e ?  I n  the brass­ 

covered ma n n e r ?  A n d  when  do y o u  wa nt the m anne r skrip  to g it to deh 
printers?? An how you g w i n e  ter keep deh P o s s u m  i n  h i s  f e e d b o x  when 

I b r in g s  i n  d e h  C h i n a s  a n d  b l a c k m e n ?  H e  won 't l aaak fer to see no 

C h i n a s  a n d  b l a c k m e n  i n  a  b u k k  a b o u t  K u l c h u r .  D a t  b e i n g  jess h i s  low­ 

down U n i t a r i a n  i g g u r u n c e .  

In  another letter to F. V .  More ly  (9 May 1937 )  Pound 
makes a banter ing comment about  E l iot :  ' I  got some reflex­ 
shuns on deh Possum, co's of co'se he's kulchurd az hel l .  
0 long about h is  ducksun to Sam Johnson 's  Vanity. Waal, 
naow I axs you is Sam Vanit ied?? '  But if Pound was cr i t ical  
of E l iot i n  h is letters to others, he was no less so i n  his 
letters to E l iot himself .  I n  a  letter to h im ( 14 December 1937)  
he inv ites El iot to write a p iece 'say ing just and plain wot 
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he fink a styge (notta stooge) playe orter be', and a4., d  't be long, as I know you re lazy. But also it n n e ea n1  g,  meed+, 
b in that keerful Criterese which so successfully Prot kk el clm i k,  ir  'tek kg  ou in the stinking and foggy cl m ik  ag in  th e  bareborei%,, �owever, you can say wot you l ike (not in epistolary, c a · · ·  they cdn't translate that wiffaht l os ink  somf ink,  b u t % « ," °  Eliz's and the Pos's Eng l i sh ) '  Pound even advise nu",' 
Duncan (August 1939) how to 'eschew Mr.E l iot 's  af%%. and artyficial l anguage' .  And yet he was always koe, interested in  E l iot the man and profoundly appreciative 
what his art represented at its best. Pound's critical esteem of Wyndham Lewis too went 4, 
some t ime at least, hand i n  hand with h i s  fr iendsh ip for a, 
collaboration with h im .  He cons idered h im a  great arts«_ 
in  a  letter to John Qu inn  (March 1 9 1 6 )  he even went so r%, 

as to affirm that Lewis has got 'so much  more in him t., 

Gaudier'-and at the same t ime a n  important  prose write and regarded Tarr as comparab le  to Ulysses i n  modernity a4 
originality. And when i n  a  letter to onald  Duncan (47 
March 1938) he recal led the achievement i n  art and l i t e r a t u r e  

of the early years of this century, he ment ioned Lewis, alone 
with Gaudier  and  h imself :  

l  come back to t h i n g s  effected, There were G a u d i e r  and Lewis, or 
Ice versa, plus me. There was before that my then recent headlines in 1909 - 19 10  plus a c lear  program of three points plus a s mal l  nucleus 
of actual poems ( H . D . ,  A l d i n g t o n ,  one of B i l l  W i l l i a m s  which were distinct from the stuff lo l l i ng about in 1 9 1 1  

Found's admi ra t ion  for Lewis, a n d  for that  matter Lewis's admiration for Pound,  d id  not cancel  the difference of opin ion 
between them, as one can  see from the i r  wr i t ings and letters. 
No one could be 'whol ly i n  sympathy''  with The Little 

heview', Pound wrote to Harr iet  Monroe ( 1  February 19 19 ) ,  any more than  I  cou ld  be whol ly  i n  sympathy with Lewis: 
'y only contention is that g e n i u s  ought  to exist, and that 
LL pub l icat ions shou ld  not exc lude i t ' .  And i n  a  letter to 

John Ouinn ( 19  J u n e  1920) he i nd i ca ted  the class to which lewis belonged: 'After Gaud ier ,  Lewis, Joyce, one wants 
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something a bit meaty to excite one'. Points of disagreement 
in fact enabled Pound, Lewis and others to attain to tho kind 
of freedom and individuality in their writings which Pound 
valued so much. 'If you are looking for people who agree 
with you! ! ! ! ' ,  he wrote to James Vogel (23 January 1929) 
'How the hell many points of agreement do you suppose 
there were between Joyce, W. Lewis, E l iot and yrs. truly in  
1917; or between Gaud ier  and Lewis i n  1913 ;  or between me 
and Yeats, etc.?' Pound's own re lat ionship with Lewis and 
others brings out his ·  complete dedicat ion to the princ i p l e  of 
a genuine and  intell igent d ifference of o p in i o n  between those 
whom he more or less re garded as h i s  peers. For i n s t a nce ,  
w h i l e  w a r n i n g  L i n c o l n  K i r s t e i n  ( M a y  1 9 3 1 )  of the d a n g e r  of 
confus ing  lyric impulse a n d  edito r ia l  f u n c t i o n ,  he observes 
that 
As lyricist you can WANT (and shd. want) whatever you damn 
please. Editorial function something very different. In that function 
one has to (at least) observe, admit  the capacit ies of people who like 

what one does NOT l ike .  
.  Life wd. have been ( in my case) much less interesting i-f I had 

waited t i l l  Joyce, Lewis, E l iot ,  D .H .  Lawrence, etc. complied with what 
my taste was in 1908 .  

O  HELL,  how shall I put it. My son, elucidate th ine own bloody 
damn po int of v iew by its contrast to others, not by trying to make the 
others confo rm .  

W ill ia m  Carlos W i l li a m s  too cam e - and q u it e  ear ly  in his 
career as a poe t - u n d e r  P o und 's  influenc e .  Between 1 9 0 8  and 
1930 P o u n d  wrote 1 7  letters to Will iams- letters whic h  indic ate 
the extent of P o u n d ' s  formative i n f l uen ce on h i m .  I n hrs 
first letter ( 2 1  October 1908) P o u n d  o u t l ines  the f u nda m ental 
tenets of his own poet ics, whi le  commen t ing at the same 
t ime on Will iams '  cr it icis m  of him: 

Good Lord! of course you don't have to like the stuff I write. l 
hope the time wi l l  never come when I get so fanat ical as to let a man s 
like or dislike for what I happen to 'poetare' interfere with an old 
friendsh ip or a new one • . .  

l  am damn glad to get some sincere crit icism anyhow . . .  
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But in another letter (21 May 1909) it is Pound who is cri 

cising Will iams' 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 i n  Gomorrah. There jg 

no town like London to make one feel the vanity of a l l  art except the 

h i g h e s t . . .  
He added in a postscript: 'And remember a man's real work 
is what he is going to do, not what is beh ind h im .  Avanti e 
coraggio! '  And when in December 1 9 1 3  Will iams sent his 
poem 'La Flor' , Pound found it 'good' and 'gracious' and 
added: 
Your vocabulary in  it is r ight .  Your syntax still strays occasionally 
from the simple order of speech .  .  .  I  t h i n k  'gracious' is the word 1 

should apply to it also as a cr i t ic .  It is d ign i f ied .  It has the a i r  of Urbino. 

I  don't know about your com ing over .  I  st ill th i n k  as always that in  the 

end your work w i l l  ho ld .  

Along with h is encouragement went Pound's crit ically 
frank exposure of what constituted the weakness in  Williams' 
poetry. 'The th ing  that saves your  work,' P o u n d  wrote to 

h im (November 1 9 1 7 ) ,  ' is opacity, and don ' t  you forget it. 
Opacity is NOT an Amer ican quality .  Fizz, swish, gabble of 
verbiage, these are echt Amer ikan isch' .  

IV 

Pound extended the he lp ,  encouragement  and criticism 
that he offered to poets and wr iters, a lso to translators. 
W . H . D  Rouse ,  the trans lator  of Homer,  and Laurence Binyon, 
the trans lator of Divina Commedia benefitted considerably 
from Pound 's  c r i t i c ism as expressed i n  h is  letters to them. 

Between 1934 and 1937 he wrote a dozen letters to Rouse, 
and between 1934 and 1938,  9  letters to B inyon.  I n  advising 
Rouse (30 December 1934) on h is  t rans lat ion of The Odyssey 

as to how to avo id doing what ,  accord ing to T. S. Eliot, 
Gi lbe rt  Mu rray had done-i .e . ,  erect 'between Eurip ides and 
the reader a barr ie r  more impassab le than the Greek 

language' as wel l  as how to achieve a translat ion that would 
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satisfy those who are 'too sensitive to read the tusher 
provided by "adorned" translations', Pound asked hi, a% 

all, to 'keep the drive of the narration' and at the same time 
to produce the 'raw cut of concrete reality' (Apri l  1935) .  And 
if Pound himself did not undertake the translation of The 

Odyssey, it was, as he pointed out, for three simple reasons: 
firstly, 'Am on a job (or perhaps two or three) that needs a l l  
the brains I've got'; secondly, 'Too god damn iggurunt of 
Greek'; and thirdly, 'When I do s i nk  into the Greek, what I 
dig up i s  too concentrat ive-I don 't see how to get unity 
of the whole'. And yet he kept 'nagg ing'  Rouse because a 
translation of The Odyssey seemed to him 'so enormous an 
undertak ing, .  and the requ i rements include all the poss ible. 
masteries of Eng l i sh '  (23 May 1935) .  ·  

Pound's cr it ic ism doesn't seem to have gone down very 
well w i th Rouse who comp la i ned t h a t  he was cursing h im 
for not making h i s  k ings ta lk l ike gangsters.  'No, '  Pound 
rep l ied in what is his last letter to Rouse included in the 
Pa ige edit ion (November 1937 ) ,  

I  am not cursing you fer not makin your k ings t a l k  l i k e  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 i n t o n a t i o n  and of sentence movement. The i n d i c a t i o n  of tone 
of voice and varying speeds of utterance.  In  that, Homer is never 
excelled by Flaubert or J a m e s  or any of 'em.  But it needs the technique 

of one or more l ife t imes.  

An indefat igable he lpe r  and campa igner  for causes other 
than h is  own ,  Pound had now and then a lso to th i nk  of 
himself .  ' I  do have to stop and earn my board now and 
aga in .  Malheureusement, '  he wr i tes to Ma rga ret  C. Anderson 
(January 1 9 1 8 ) .  And in another  letter to her (February 1918)  
he observes : ' I  do not want to s i nk who l ly into cr i t ic i sm to 
the utter stoppage of creat ion' .  A l though Pound  had a l ready 
ach ieved Mauberley Homage to Propertius, the first four  

•  (24 cantos and a number of shorter lyrics, he wrote to El i o t  
December 1 9 2 1 ) :  'Complimenti ,  you bitch.  I  am wracked by 
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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 out l ine'. 

However, Pound's concern with his own creative work 
never affected the help and advice he was always will ing 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 19 18 ) ,  'Most verse I merely 
slide off of (God I  do ye thank for this automatic self­ 
protection), BUT my he ld  eye goes forward very slowly, and 
I know how simple many things appear to me which people 
of supposed intelligence come to me to have exp la ined' .  
And if he praised something, h is praise was pointed and 
discr iminatory, and not based on am i ab le banal it ies .  'Defin i­  
teness of your del ineat ions', he te l ls  Ma r ianne Moore in an ­  
other letter (1 February 1919),  ' is del ic ious,  in all the austerity 
of that much abused term . Must go on with it, you must .  
Thank God you don't tend to -burb le or to produce "FOUR 

ep ics" in one vol. as per last ad .  of Amy' . 
But in  spite of the mant le of the teacher that Pound hab i­ 

tually donned in  h is letters, he was far from being ob l iv ious 
of h is own lacunas and l im i tat ions .  'The bounds of even my 
know ledge are not w ithout the ir limit', he tells I r is  Barry 
(27 Ju ly 1 9 16 ) .  However, this d idn ' t  prevent h im from trying 
to teach and st imulate others-'trying to provide', as Yeats 
remarked, 'a portab le subst itute for the Brit ish Museum' 
(22 Apri l  1934) .  When, in  November 1924, R .  P. Blackmur 
proposed that Pound shou ld  undertake some explicatory or 
interpretative 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 asce rta in ing it-Pound rep l ied: 
Adagiol Give me a little time, perhaps I may even manage a little 
cosmogony. The first impression of l ife is somewhat chaotic. Mind you, 
I can't at this stage guarantee to indicate the  curvatures of Euc-or non­ 
Euclidean space with a precision that wi l l  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 Austral ian sheep land. 
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as Letter Writer 

Along with his awareness of his own limitations went 
Pound's sense of creative integrity. ' I  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. I n  a  letter to Simon Guggenheim (24 February 
1925), while congratulating him on the terms of the 
Guggenheim Memorial Foundation, he voiced his concern 

that educationa l endowments should in  general tend 'to 
produce mediocre students and to stop the· good man just·  as 

soon as he starts'. In  support of his argument Pound quotes 

what his old professor, Schell ing, whom he tried to persuade 

to admit some men of literary ability, once wrote to h im: 

'the University is not here for the unusual  man' .  One of the 

factors that contributed to the s ituat ion of American univer­ 

sities-'flagrant cases of men of unusual  abil ity hampered, 

by f inancial stress, while hundreds of mediocrities swallowed 

up America's heavy endowments'---was the neglect of 

literature and the arts-'the best means of inter-commun ica­ 

t ion; the most condensed, the least likely to be va in  argu­ 

ment.' This neglect itself could ,  at least partly, be attributed 
to the Amer ican parody of German philology wh ich is 'often, 

most often, not a system of en l ightenment but a consp iracy 

to prevent the student from learning more than his teacher' . 

Concluding h is letter to Guggenhe im, Pound wrote; ' If  this 
note is harsh , set it down to my des ire for c lar ity; if 

disjointed, to a desire for brevity' . Some years later, in a 
letter to Linco ln K irste in (May 1931 ) ,  he returned to the 
subject of educationa l  endowments and of what is wrong 
w ith academ ic l ife :  

The endowments are sabotaged. Even when some vague and good 
natured mil l ionaire 'founds' something with al legedly cultural or creative 
intent, the endowment is handed over to academic eminences who are 
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f 
.  k in g  a  first class painter or writer as I shd. be as incapable ot p i cl ing  ;  

:,  d  rt on a copper mine. The one thing they are sure to making a soun repol . 
hate is the germ of or ig inal  capacity. 

h • a letter to Pound, Schelling accused him of And w h e n  i n  

being embittered, Pound answered back with a touch of 
humour and irony (April 1934): 
As for my being embittered, i t  won't wash; everybody who comes near 
me marvels at my good n a t u r e . .  .  

1  have never objected to any man's mediocrity, it is the idiotic fear 
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. I have documents stacked h igh ,  from men in most 
walks of l ife. Proved over and over aga in .  No intel lectul life in the 
univs. No truth in the press. Refusa l to look at fact. 

He concluded his letter by throwing down both a challenge 
and a practical suggest ion to Schelling:  
You ain't so old but what you ed. wake up.  And you are too respected 
and respectable for it to be any real risk. They can 't fire you now. Why 
the he l l  don't  you have a bit of real fun before you get tucked under? 

Damn it all ,  I  never did dis l ike you .  

One of the objectives Pound campa igned for i n  the early 
decades of this century was what he -  called the unGerman­ 
ization of American Univers it ies .  ' I  now see,' he wrote to 
Harriet  Monroe (29 November 1 9 1 7 ) ,  
that some professors have proc la imed it . NOT, of course, because they 

know what or why, but o n  'pathr iot ic '  grounds .  
However, that a lso shou ld be encouraged.  And the nature of 

philo logy, as a system of dehumanizat ion,  gone into. 

And in Apr i l  1929 ,  whi le acknowledging the receipt of a 

circular, Pound wrote to the A lumn i  Secretary of the Univer­ 
sty of Pennsy lvan ia :  'The matter of keeping up one more 
otiose inst itut i  :.  b on in a retrograde country seems to me to e 
the affa i r  of th ·i l l  ,  ..  ose stil bamboozled by mendicancy, rhetoric, 
and c i rcu lar  lett 

I le  Iers. ·  ·  •  All the U .  of P .  o r  y our god damn 
c ol le g e  or a n y  oth d j [ ]  
d f er go damn A mer ic a n  c o l le g e does or WI 

o tor a m a n  of letu :.  t h  it  
br  ik· Iers is to a s k  h i m  to go away w i th o u  

r e ak i n g  the s i l e n c e ' .  
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Pound as Letter Writer 

The literary and critical substance of Pound's epistolary 
reappraisals, rebuttals and recommendations both reflects 
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. I n  an early essay of his, ' I Gather the Limbs 
of Osiris' ,6 Pound observes that as an artist he dislikes 
writing prose. 'Writing prose is an  a  rt, but it is not my art'. 
But this was not so much the result of any inherent incapacity 
or temperamenta l  ineptitude on Pound 's part, as the corollary 
of h is be l ief, as he wrote to Binyon (30 August 1934), that 
'crit icism should consume itse lf and d isappear (as I th ink it 
mostly does i n  my ABC of Reading)'. And yet Pound's 
prose, especially in h is letters, creates, as Leavis said apropos 

of Hardy's poetry, a style out of stylelessness,7 because for 
all his conscious as well as unconscious Americanness ,  
Pound was, from the very outset, fully aware of the d ifference 
between American Engl ish and Brit ish Eng l ish ,  and he leaves 
us in no doubt as to where his preference lay. 'They, the 
American brood,' he wrote to Harr iet Monroe (Ma rch 19 13 ) ,  
'have ears l ike elephants and no sense of the Engl i sh lang­  
uage' .  As a n  adm irer of J oyce, D .  H .  Lawrence and  Ford 
Mado x  Ford, Pound not on l y  had  that sense in  abund ance,  
b ut he a lso  im press i ve ly  d isp layed  it in his own prose wr it­ 
i n gs in gene ra l  and in h is letters in pa rt icu la r .  It is not 
mere l y  control of prose style and  techn iq ue as such ,  but 
so methin g  e lse that accounts for Pound 's ep istolar y  mastery.  
What he sa id  a b out P ic asso 's art app lies as much to h is own 
prose and  poetry. ' It  i s  not merely knowled ge of techn iq ue ,  
or sk ill ,  it is intell i gence  and k n o w ledge of l ife ,  of the who le 
of it, beauty,  hell ,  sar c asm ,  every k ind  of whir lwind  of force 
a n d  e m o t i o n ' .  

To conc l ude ,  Pou nd's letters are an incomp a rab l y  v ita l and  
significant cont r i bution  to an a l ready  r ich ep isto l ary  tra d it ion 
in Eng l i sh that embraces Swift, Pope, Lady Wort ley Mota g ue ,  
the Earl  of Chesterf ie ld ,  G ray ,  Cowper, Byron ,  Shelley, Keats, 
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;  dc mn to Matthew Arnold and Clough. But both by 
Dickens, 1owr " ,£ • f virtue of their frankness and vivacity of tone as well as by 
; f the colloquial language sometimes used-'I have 

virtue 0' • 

d Y quiet classical remarks elsewhere , Pound tells ma e m . . , 
Mencken apropos of his letter to him (April 1915) ,  'but here 
I 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 
Arnold and Clough.  However, what is strikingly unique 
about Pound's letters is the utmost honesty and succ inctness 
with which he -dea ls with what he is talk ing about, expressing 
his po int of view and approving or rebutt ing that of others 
without mincing words . They show, to quote a phrase from 
Edmond de Goncourt, or rather Pound 's translat ion of it, 'the 
history of contemporary ethics- in-act ion'  ( I 'h istoi re morale 
contemporaine')." But apart from the l iterary and critical 
va lue of these letters, they have also an autobiograph ica l 
significance insofar as they present, in  however helter-skelter 
and impromptu a way, 'short histories of one's life' (9 March 
1916). I n  them Pound reveals, as nowhere else, a sense of 
supreme self-assurance and a firm belief in  h is own autho­ 
rity or in what he calls 'h i gh  and f ina l  Ezthority' (1  O March 
1937) .  I n  some of the letters o n e  m a y  detect-and Pound 
himself was the first to a d m i t  t h i s - a  ' l a c k  of precision and 
of glittering phrase' (27 S e p t e m b e r  1 9 1 6 ) -- b u t  on the whole 
they are s i n g u l a r l y  free from w h a t  he c a l l s  ' a i m a b l e  i n a n i t i e s'  
(January 1 9 1 9 ) .  P o u n d  may c o m p l a i n ,  as he did i n  a  letter 
to E. E. C u m m i n g s  ( J a n u a r y  1 9 3 5 ) -- a n d  not so much out of 
modesty, as from f ·d i  h  'my ' a  fa s t i di o u s  regard for the mot juste--that 

A 
ydpopul_ar stvle is rhetor ica l ,  just broad. Not very pointed'. 

nt yet i n  most te , A ld c o nt e x t s  and for most puposes his style 
[," "" " o ' h a v e  been more pointed, so that one can say of 
_" h a t  D  Johnson said of Milton,  that he seemed 'to 

ave een well a ., . . cquainted with h is own genius,  and to know 
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what it was that Nature had bestowed upon him more 

bountifully than upon others'. 

Department of Italian language and Literature 
The Queen's University of Belfast 

Belfast 

NOTES A N D  R E F E R E N C E S  

In  ' Isolated Superiority'  (a review of Personae: The Collected Poems of 
Ezra Pound), Dial, LXXXIV,I ( J a n u a r y  1928) .  

2  Quoted by D . D .  Paige in the Introduction to his  edition of The Letters 
of Ezra Pound ( 1907-194 I )  (London, 1 9 5 1 ) .  Unless otherwise i n d i ­  

cated, all the q u o t a t i o n s  come from this edition of Pound's letters. 
3 And some ten years later, he was to tell her again (27 March 1 9 3 1 ) :  

' B u t  anybody being a friend of anybody has nothing to do with literary 

criticism'.  
4 C f ,  F . R .  Leavis's views o n  this subject in h is  essay 'Joyce and 'the 

Revolution of the Word'' ' , Scrutiny, I I ,  3  ( 1933) .  Later included 
in For Continuity (Cambridge, 1933) .  

5 'French Accent', If This Be T r e a s o n . . . ,  edited by Olga Rudge (Siena, 
1948),  

6  Published in The New Age, 7 December 1 9 1 1 - 1 5  February 1912 .  Now 
in Selected Prose of Ezra Pound, edited by Wi l l i am Cookson (London, 
1973).  

'  'Hardy the Poet', Southern Review (June 1940) .  
'  In 'Meditatio', Egoist, I I I ,  3  ( 1 9 1 6 ) .  
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Edward H. Strauch 

MYSTICAL SYMBOL ISM 

IN  THE NAUSEA: AN EXPLICATION 

Anyone familiar with Jean  Pau l  Sartre's atheistic position 
will be confounded by the t it le of this expl icat ion .  However, 
if a mystic can be regarded as one who seeks h idden ,  secret 
or esoteric mean ings i n  human  exper ience,  the record of 
Sartre's hero in the novel The Nausea may be considered the 
'confession' of a mystic. Furthermore, if mysticism is the 
spir itual or real way by which men have h i s to r i ca l l y  sought  
to transcend the demands of reason,  t hen  Roquent in 's  story 
depicts a myst ical t ranscendence of ra t iona l ism .  Since Sartre's 
hero must g radua l l y  reject Cartes ian a n d  sc i ent i f ic ra t ioc i na ­  
t ion in o rde r  to atta in a v iab le  a n d  du rab le  t ruth ,  Roquen­  
t in's ex istentia l  preoccupat ion with symbols serves as the key 
to the myst ical  symbo l i sm of h i s  exper i ence .  

The present exp l ica t ion will ,  therefore ,  proceed i n  the 
follow ing manne r .  F i rst ,  Sartre's l iterary aff i n i t ies with French 
symbo l ists w ill  be examined .  Second,  beyond th is sensuous 
and synesthetic stage of symbol i sm ,  The Nausea will  be 
shown to manifest e ight  d is t inct  patterns of ex istent ia l  
symbo ls which reso lve themse lves into four spheres of s ign i ­  
ficance .  The th i rd pa rt  of the expl i cat ion w i l l  not only 
describe Sartre's affinit ies with Pasca l  and with Dante ,  but 
it will a lso show how E r ic Aue rbach's concept of Figura 
admirably i l l uminates  Sartre's mystica l  view of both peri­ 
pheral and central pe rsonages .  Fourth and last ,  the explicat ion 
will show how the characters and  s i tuat ions prophesy sym­ 
bolic des t in ies .  

Literary Affinit ies with French Symbol ism 

The Nausea is a symbol ic nove l  both by interna l  and 
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Symbolism in The Nausea 195 

external evidence. I n  the beginning of the novel 1 . , we earn 
that Roquentin,  the narrator ,  has  experienced an inexplicable 
anxiety due to some mysterious change in  the nature of 
things.  He senses a mutat ion i n  h imself  and in  the world 
around h im .  He reacts to coinc idences,  to th ings decaying 
and people dying,  to his own physical f rag i l i ty ,  to human 
suffer ing, to the Absurd ,  to the pseudo-purposes of bourgeo is 
l ife, to the contingency govern ing Existence, and f ina l ly ,  to 
the mean ing of a s imp le me lody.  By reco rd ing the incidents 
and phenomena,  the percept ions and transfo rmat ions,  he w ill 
seek to unde rstand the images of his metaphys ical  angu ish  
-his nausea .  Through the mat r ix of symbo ls and metamor­ 
phoses emerging out of Roquent in 's  search,  the reader will 
discover where the senseless ends and the meaningful  begins.  

This 'symbol ism wh ich seeks' is associated w ith the se lf­ 
expressive poets somet imes called symbol ists. Even if Sartre 
had not been d irect ly  inspi red by such poets as Baude la i re ,  
Verlaine, R imbaud ,  and Mal la rm~,  he shows eclectic aff in ities 
with them. Much  l ike Baude l a i re ,  Antoine Roquent in wan­  
ders through a 'forest of symbols ' ,  looking for correspon­ 
dences; the sp leen in  'Quand le C ie l  Bas et Lourd . . .'  is l ike 
Roquentin's nausea .  When Baude la i re  asks, 'what is a poet­ 
if not a translator, a decoder . . .  of the universal  ana logy?'',  
we recollect that Anto ine perceives an  under ly ing unity 
beneath the images ,  metaphors ,  and symbols of experience 
which express his We!tschmerz and int imate the sense of the 
world. A compend ium of correspondences,  the novel d ivu lges 
its dominant  meaning through the nausea .  

The novel ca l l s  to mind the Art Poetique i n  which Ver la ine 
would have the poet seek inspirat ion in  mus ic  ra ther  than 
scu lpture or pa int ing .  It may be a s i ngu l a r  coincidence, bu' 
Roquentin d isda ins  both scu lpture and pa int ing to ext 
mus ic .  In  fact, the jazz melody in  the caf~ becomes th° 
symbol of Roquentin's new, authent ic  way of l ife because 

h lady remains the even though its sounds decompose, th e  me! · 
same, young and f i rm, a witness without pity. The ,mus !C  
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has nothing in excess (de trop). It is (p. 246). It inspires him 

to create a work of art as durable and as absolute. More­ 

over, Verlaine's idea is 'Only the n u a n c e . . . ,  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 ' . "  I n  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 R imbaud in his Season in Hell, 1873. Van 
Tieghem tells us that the poet's inventions 'would have the 
monstrous power to change l i fe,  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 impl ied a reform of the sensibility, of 
vision. The Poet must become the Clairvoyant "by a long, 
immense and irrationa l  d isorder ing of all the senses"' .  What 
better definit ion of Roquentin's own obsession with the 
nausea? The approach of a crisis of nerves, the ha l luc ina­  
tory visions of R imbaud's Illuminations are Roquentin's own. 

F inally , Sartre's inte l lectua l  purpose seems to have s ign i ­  
ficant paral le ls to the poetic of Mal larm in his Divigations 
of 1896. Van Tieghem expla ins Mal lerm~'s poetics as follows: 
'Poetry must therefore be ne ithe r  descript ive nor narrat ive , 
but suggestive.' For Malla rme 'the object is only designated 
by an allus ive image ;  the subject-matter of the poem is an 
ldea, that is, an abstract, inte l lectual  or emotive notion.'° 
C lear ly, Sartre's nove l  p r ima r i ly expresses an abstract idea in 
the narrator's anxiety before man's existential situation. 
furthermore, The Nausea is l ike a poem in be ing unified by 
a dom inant mood.  

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

Norman Friedman reminds us in the Encyclopedia of Poetry 
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and Poetics that one may determine in three ways when an 
image is truly symbolic: 1 )  the connection between the image 
and thing symbolized may be made explicit; 2) it may be 
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.6 It is clear from Roquen­ 
tin's explicit statements and from his powerful reactions 
to images that they have a symbolic signif icance for h im.  
Moreover, the pressure of the relentless anxiety upon his 
whole being demands a symbolic interpretation of the s i g n s  
and symptoms of that angu i sh .  

Patterns of Existential Symbols 

An examination of the im a ges  and metaphors in  The Nausea 

discovers that R o q u e n t i n ' s  metaphysical ang u i sh  translates 
things,  places ,  persons,  situ a t i ons  and  events into symbols 
which measure the f o u r  d i m e n s i o n s  of existence. As clusters 
of schemata of meaning ,  they u lt imate l y  revea l existence to 
have four spheres of s i gnificance :  
1 )  Nothingness (le neant) versus P l enitu de (de trop); 2) The 
Fixed and  Immuta b le versus Change and  Meta m o rphosis ;  3) 
Appearance versus Real ity ;  and  4) Existence versus Essence .  
(To assist the reader to vis ua l ize these g roup ing s ,  he  is invited 
to refer to the schemata of sy m bols  g iven be l ow . )  

Eight Patterns of Existential Symbols 

Schemata of Symbols  

A. Nothingness ( I solat ion 
and  L onel iness )  
1 .  the stone 
2. street na mes  
3 .  the street lamp  
4 .  the torn b ill b o ard  sig n s  
5. the wall with o ut doors 

or w i n d o w s  

B. Plenitude (de trap) 

1 .  the k ing of hearts 
2 .  t h e  l ib ra ry  
3 .  t he m u seum and all its 

p a int ings 
4. t h e  chestnut tree and 

the root 
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6. the solitary sound of 
the siren on the wind 

7. the scream of Lucie In  
the night 

8. the Negress's voice and 
the song itself 

9. Bouvi l le iself next to 
the sea and in the 
middle of nature 

C. Fixed or Immutable 
1 .  the song and the record 
2. the king of hearts 
3. Boulevard Nai r  
4. Musee de Bouville 
5. Dictee 

E. Appearance 
1 .  the sea-its 

surface 

D. Change and Metamorpho­ 
sis (Decay, Decomposition, 
Death versus Creativity) 
1 .  the paper in street 

becomes a beast 
2. his face and flesh 

become vegetable, sub­ 
ape, a polyp 

3. rust in workshop and 
rotten boards 

4. bench like a dead 
donkey 

5. people dy ing 
6. ru ins  everywhere 
7.  Roquent in  stabbing h is 

hand 
8. the song causes his 

nausea to disappear 
9. hand and arm move as 

a majestic theme of 
mus ic 

1 0 .  the melody teaches h im 
to suffer i n  measure 

F. Reality 
mirror 1 .  its black real ity fu l l  of 

beasts 
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2. cities and pieces seem 

different 

3. days, months, and years 
seem orderly 

4. explanation of history, 
the world of 'facts' 

5. making love 
6. scientific explanat ions 
7. colours, flavours, odo­ 

urs, and definitions 
seem true 

8. a world of natural  order 
(cause and effect) 

G.  Existence 

1 .  at museum Roquent in  
sees self as stone, 
plant,  microbe 

2. world of th ings  and 

people, chestnut tree 

and root exist beyond 
exp lanat ions  

3. Roquent in senses self 
by organic sensations 

4. existence is the rea l i ­  
ties: the o rgan ic ,  the 
dying 

5 .  the swarming de trop 

of nature 
6.  absurdity of ex istence 

and a man in ex istence 
7 .  contingency is abso lute 

199 

2. they all resemble each 
other 

3. they are all the same 
4. the new cannot be 

exp la ined by the old, 
the effect by the cause 

5.  the Juices, mucous, the 
sme l l-the bio logical 
real ity 

6. re lated to root- 
funct ion does not 
expla in anything 

7. we cannot define with 
genre I differentiae 

(colours, etc. are never 
true) 

8. the wor ld is one of 
cont ingency 

H.  Essence 

1 .  jazz introduct ion = an 
inflexible order 

2. the fragile duree of the 
mus ic 

3. someth ing has happened 
4. l i ke  the melody one 

must suffer in measure 
5 .  the Neg ress  and Jew 

are saved 
6 .  to have moments of 

life as a l ife one recalls 
7. existence is the privi­ 

leged moment; some­ 
th ing  has need of h im 
to be born 

8. he is his thought  
9. self-transcendence = to 

make l ife essence 
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Schema A. The signs and symbols which depict No; 
ess gravitate around objects or sounds that express the ;s~ n . . . o lation of loneliness of al l  things in existence. Hence the stm 

Roquentin picked up and threw away because its dirty s 

f illed h im with a mi ld revuls ion.  The street names 'Black' an: 
'Fear' also evoke repuls ion.  The street lamp,  the torn bi l lbo%4 
signs, the wal l  without doors or windows also ca l l  forth _ 
sense of solitude or of no escape .  The solitary sound of the 
s iren brought w ith the wind ,  the agonized scream of Lucie in 
the night ,  the Negress's voice and the song itself 'Some of 
these days, You' l l  miss me, honey! '  a l l  bespeak a sense or 
loss or of bereavement. And the city of Bouville itself, next 
to the dark sea and in the m iddle of nature ,  even if more 
abstractly, portrays lonel iness .  Lost in existence, man recog­ 
nizes his finite fragility. As symbols of death, these things 
recall to man h is  nothingness. 

Schema B. The signs and symbo ls that d isp lay Plenitude 
are fewer than those which descr ibe man's existentia l isola­ 
t ion. The king of hearts represents so many gestures now 
d isappeared .  The l ibrary w ith its many books displays the 
mass of man's 'knowledge' .  The museum of paint ings reflects 
the bourgeoisie and their  host of projects and ambitions. The 
chestnut tree and its m ighty root sunk into the earth seems 
to Roquentin l ike the mind less ,  s u pe ra b u n d ant self-reproduc­ tion of nature.  

Schema C. I m a g e s  and symbols also exhibit the Fixed 
and Immutable. The song reveals its inf lexible  order which 
gives birth to the notes and destroys them, preventing them 
from existing for themselves. I n  the card playing,  the king of 
hearts follows a r igorous c ha i n  of events which is as irreversi­ 
ble as the song itself.  The Boulovard No i r  is as inhuman as a 
mineral or a tr iangle .  I n  the l ibrary there are the books 
describing the constant forms of the an ima l  species and the 
Conservation of energy in the universe. I n  the museum the 
Paintings are l ike a cla im to immortality by the same bourgeois 
who sought the guarantee of heaven through their re l i g i o n ,  
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Symbolism In The Nausea 

but Roquentin knows ironically there is only absolute death 
When Roquentin cannot pick up the piece of notebook paper 
entitled 'Dictee', he realizes he is not free, and the nausea 
attacks him. In all these symbols, then, are revealed the 
unalterable or irrevocable, and they chain Roquentin to his 
rock as if he were Prometheus. 

Schema D. I n  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 l iving beast to 
h im. When he looks at h is home ly face in the mirror, 
Roquentin sees in h is features something sub-human,  sub­ 
ape, something vegetable, something l ike a po lyp. Then aga in 
he not ices the sunl ight ,  l ike a judgment without indulgence ,  
br ightening the rust in a workshop and its rotten boards. 
Another t ime Roquent in not ices a bench wh ich seems a dead 
and swollen beast, a donkey, its legs in the a ir. And Roquent in 
detects people who are dying:  the cashier at the caf~ who is 
rotting inside, Lucie's husband who has tuberculosis, and 
Doctor Rog~ with his own fatal d isease .Then a l l  that Roquen­ 
t in remembers from h is  extensive travels over the wor ld is 
that the places he v is ited now seem ru ins just as h is memories 
have bee ome dead leaves , become words . Thus there are many 
signs and symbols of decay, decomposition ,  destruct ion, and 

death . 
Yet there are keys to creativ ity also , to metamorphos is in 

the direction of life, beauty, and mean ing .  The song the 
Negress sings causes Roquentin's nausea to disappear .  He 
feels his body st iffen and resist . The me lody shows h im the 
way to measure his angu ish just as, at last, it w i ll  lead h im 
to make of h is dissolving life a me lody-young, firm, and 
ab id ing.  

Schemata E and F. Other signs betoken Roquentin's 
apperception of Appearance versus Reality. The sea which 
appears as a mirror surface is in dark reality f i l led with 
beasts. Al l  the places and cit ies seem so different at first, 
but f inally, they all resemble one another .  Days, months, 
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and years seem an orderly procession, but they are a l l  the 
same-today as yesterday. 'Making love' is a euphemism, 
for Roquentin visual izes the juices, the mucous, the smell, 

the biological reality beneath it a l l.  History, pretending to 
be a world of fact, is not true, for the new cannot be 
explained by the old,  the effect by the cause.  Anything can 
happen anytime. And the root of the tree in  the publ ic 
garden makes h im rea l i z e  that fu n c t ion d oes not exp lain 
any t h i n g ;  h e n c e  th e  e x p l a n a t i on s  of science are useless .  
C o l o u r s ,  fl avo u r s ,  od o u r s ,  a n d  d e f i n i t ion s  seem true, but we 
can n o t  rea ll y  d e f i ne g e n r e s  by them, f or colours, od ours, 
f l a v o u r s  a r e  never t r u e .  F i n a l l y ,  t h e  w o r l d  of n a t u r a l  o r d e r  
wh i c h  seem s  governed by c a u s e  a n d  effect is an i l l us ion ,  for 
there is o n l y  ex i ste n ce .  

Schema G. O t h e r  c l u e s  p o i n t  to R o q u e n t i n ' s  i n s i g h t  
into Existence. At t h e  m u s e u m  h e  s e e s  h i m s e l f  as h a v i n g  
ex isted as a st o n e ,  a p la nt ,  a m i c r o b e -hen c e  a  part of the 
A l l.  H e  se n s e s  himself by a muted ,  o rgani c  sens at ion .  
Ex i ste nce  is a l l  those rea l i t i e s  he detected  benea th the 
appearan ce of th i n gs .  It is the org a n i c- d eter i o ratfng,  dy i ng. 
As the real ity of the root is beyond any account ing,  existence 
its e l f  is beyond a ll  k n ow l edge ,  beyond all ex p l anat io n s .  
Everything in  nature is an  excess, and he h imse lf  is de trop 

in  the  un ive rs e .  Ex isten c e  i s  absurd ,  abso lute ,  and cont in­ 
gent. And what  is ma n  in  s u ch a universe? Roquent in knows 
he is l ike the  ston e ,  the p la nt ,  the microbe  in the cosmos­ 
and  n oth i ng more. 

Schema H .  Othe r  in dex e s  a n d c l u es br ing Roquent in 
to discover the Essence i n  Ex i ste n ce .  The notes of the jazz 
introduction to the ' rag '  t ime melody are g iven birth by an 
inf lexible order which i n  turn destroys them without per­ 
mitt ing them to exist for themselves .  Roquent in must accept 
the moments of his l ife  j u s t  as  he doe s  the death of the 
mus ica l  n otes .  The m e l ody makes h i m real ize there is 
another k ind of happ iness in  the duree of the music .  Al­ 
though everything can break the f rag i le  music, nothing can 
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interrupt it, for the melody is a necessity. 
The music makes Roquentin real ize that something has 

taken place, ' I  knew it! . . .  something has happened', and his 
nausea dissipates and disappears:  he is in the music, his 
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 c l e a n  of the sin of existence. Roquentin 
then wants to see the moments of h is  life organize them­ 
selves as the past one recalls .  He wants to l ive in  the 
d i rection of h is  dest iny. Existence has become the privi­ 
leged situat ion which can be transformed, not into Anny's 
perfect moments ,  but into a mean ingfu l  l ife.  Roquent in  then 
comprehends that someth ing needs h im to be born. He 
knows he cannot stop th ink ing because he is h is  thought .  
He exists because he thinks, and he w i l l  justify his existence 
by th ink ing .  He w i l l  create a work of art wh ich wi l l  make 
men ashamed of ex isting mind less ly .  

This br ief review of ex istentia l  symbols d iscloses the 
experience Roquent in  has gone th rough .  If the images of 
nothingness as an absolute ca l l  forth his awareness of death, 
the isolat ion and lone l iness of things and places arouses his 
anxiety and compassion.  If plenitude makes him aware of the 
fact of nature 's superabundance ,  at the same t ime it fil ls him 
w ith nausea .  Although the th ings and p laces symboliz ing the 
fixed and immutable d ivu lge an adamantine order to ex istence, 
they reca l l  man's own pe r ishab le natu re .  I n  the symbols of 
change and metamorphosis, he fee ls horror of th ings  decay ing ,  
dy ing ,  and decomposing, and yet change and metamorphosis 
open the way to creat iv ity wh ich ,  in its t u r n ,  promises an 
ab id ing order .  I n  the items of appearance versus reality 
appearance seems sure and safe whereas rea l i ty revea ls the 
chaos beneath the appea rance of o rde rliness .  I n  the em­ 
blems of existence ,  Roquent in f inds  the cosmos itse lf is 
absurd and contingent with man lost in  that 'Al l ' .  Conse­ 
quent ly, the symbo ls of existence evoke anx iety .  Through 
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th ·nsignia of essence, Roquentin becomes determined to e I  h; di measure his suffering and to transform is lissolving life 

into a permanent purpose. As the music has a fragi le dura­ 
tion (duree), l ife itself is a pr iv i leged moment, but a moment 
only. To endure is to think.  To be worthy of l ife, one must 
seek out a thought-f i l led destiny .  
Figural Representation or the Quest of a Mystic 

Roquentin's search for the correspondences of an essen­ 
tial reality, revealed t h r o u gh the signs  an d  symbo ls of exi­  
stence, is c o m p a r a b l e  to the quest of the mystics. The 
connection of The Nausea to Pascal's Thoughts is that both 
depict the ex istent ial  s i t u a t i o n  of man .  What R o q u e n t i n  
describes is the fr i g h t e n i n g  gr i e f  and senselessness of men 's 
lives, of m e n ' s  a g o n i e s -as  a b s o l ute  and cont inua l  as the 
infinite spaces of P a s c a l.  What R o q u e n t i n  f e e l s  is how 
lone ly men are, each i g n o ra n t  of the othe r ,  each surrounded 
by an eterna l  sile nce of terr ify ing me aning lessness .  Both 
Pascal and Sartre depict man 's po s it i on in an ex istence 
unaware of h im and which man cannot ever real ly compre­ 
hend. Sartre's own artistic intent is to arouse the reader's 
nausea not only by bruta l ly expres s ing the relentlessness of 
Existence but also  by showing that hum a n l ife  is hell when 
lived mindlessly.  ( I n d e e d,  Sartre seems to note modes of 
hell in La Mort dans IAme, Les Mouches, Huis Clos, La 
Diable et le Bon Dieu, and L'Etre et le leant.) The inten­ 
t ion in The Nausea is s imi l a r  to ·  the Thoughts where P asca l  
represents an ex istence that  can  crush man  because man is 
the weakest creature in  nature, where m a n  himse l f  is a 
paradox, a ch imera ,  a  monster, a pr odigy, a worm-the g lory 
and the shame of the universe. For Pascal 's purpose is to 
show that without God human l ife ends as a cruel and 
absurd he ll.  

W h i l e  this archetypal theme unites Pascal and Sartre, the 
kinship between Sartre an d  D  .  .  .  n  ante  may not be so apparent .  
Yet the artistic intention of the medieval I ta l ian and the 
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twentieth century atheistic existentialist is remarkably similar. 
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 l ife revealed to medieval  man by God: to love man, 
to practise the commiserat ion of Christ, and to offer the 
mercy of Mary. What unites the ' Inferno'  and The Nausea 

is their main purpose:  to evoke a specif ic emotion-whether 
the dread of death, the horror of he l l ,  or the terror of fina l  
self-destruction. Thei r  secondary intention is to come to 
terms with existence and to point a way for man .  

T ime provides the u lt imate fo rm and mystical mean in g  of 

Sartre's symbol ic novel i n the same way th at t ime in re l ig ious 
l iterature un ites past,  present and fu ture through the repre­ 

sentation of figurae as  descr ibed by E r i ch Auerbach . 8  ' F i g u ra l  
interpretation . . .  estab l ishes  a connect ion between two 
events or pers ons i n  such a  way tha t  the f i rst s ignifies not 
only  itself but a lso the second ,  w h i l e  the second  involves and 
fulfils the first'." 

This des cr ipt ion c a l l s  to m i nd N orm a n F r iedman's point 
that a poem is 'symbol ic' when it resemb les la r g er  r itualistic 
patterns as purgat ion ,  scapegoat ing ,  a nd the art ist-archety pe. 
I n  this pattern the art i st is seen as  the hero a nd h is art as a 
sacrif ic ial r i tu a l.  H e d ies  to t h i s l i fe in or d er to be reborn in 
h i s  art as r e d e e m e r . !"  I t  i s  o b v i o u s  t h a t  R o q u e n t i n  b e c o m e s  

such an archety pe as h i s  d e c i s i on to lead  the a u t h e n t i c ,  c r e a ­  

tive l ife revea ls  t he ot he r  f i g u r e s  p ro g nos t i c at i n g  or requir ing  

his ap pearance if ex i stenc e  i s  not to rem a in  sen s e less .  

I n  his d isc uss ion of th e  Song of Roland, Auerbach remarks: 
This impressiveness of gestures and attitudes is  obviously the 

purpose of the t e c h n i q u e . . .  when it d iv ides the course of events into 

a mosaic of parcel led 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 of symbols or figures.l 
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Edward H. Strau 

The Nausea also is such a mosaic of gestures, symbols, and 
figures as I shal l  show in my examination of the figurae of 
the novel. 

The Nausea and Dante's ' Inferno' are comparable in t h e :  
.  ·  1eir 

dominant mood, the preoccupation with man's exisientia] 
position, in their sense of eternal  just ice and their  mode of 
presenting that justice. Dante's figures have the characteris­ 
tics of concrete historical real i ty at the same time that they 
are symbolic or al legorical  personif ications. The individual 
souls of the dead find their  proper punishment,  penance or 
reward. Hence the overwhelming real ism of Dante's beyond 
is due to the fact that the figure and his fu lf i lment are one 

I 

that the f igurae are histor ica l  events and phenomena at the 
same t i m e .  I n  S a rt r e ' s  The Nausea the f igures of Lucie,  of 
R o ll e b o n ,  th e  A u t o d idacte ,  the b o u r g eois ,  the cashier  at the 

caf~, t h e  d o c t o r  R o g ~ ,  t h e  s i m p l e t o n  M .  A c h i l l e ,  le bonhomme 
a la pelerine, t h e  y o u n g  co u p l e ,  Anny ,  the N e g re s s w ho s a n g  
the s o n g ,  t he J e w  w h o  c omposed it,  a n d  R o q u ent in h im s elf 
a r e  t r u e  fi g u ra e - p e o p l e  of everyd ay r e a l i t y  transfigured  by 

t h e  de st i n ie s  th e y  h a ve f u l f i ll ed or are to f u lfi l.  
A u e r b a ch ' s  d e s c r i p t i on of the d a m n e d  reinforces th e  

p a r a lle l  b e t w e en D a n t e  an d  S a r t r e :  ' . . .  they  a re  b u t  e x e m p l a  
of t he w i n n i n g  o r  l o s i n g  of e t e rn a l  b l i ss .  But the p a ssion s ,  
torments, an d  j o y s  have su rvived; they f i nd  express ion in  the 
s ituations ,  g e sture s ,  a nd utterances of the dead .13 When 
Auerbach descr ibes the inferno as 'the portrayal  of a collec­ 
tive punishment' ,' we v isua l i ze  Roquent in 's  journey through 
the n ausea i nto the r ea lm of tor tur e  wh ere merci less Existence 
damns men forever to a state of dy ing .  

Dante's theosoph ic  scheme of t h i n g s  is defined by Auer­ 
bach as fo l lo w s :  'The connect ion  between occurences is not 
regarded a s  p r i mar i ly  a  chro n o l o g ic a l  or  causa l  deve lop ment 
b ut as a one n e ss wi t h i n  the div i n e p l a n ,  of wh i ch a l l  occur­ 
ences are parts and  r e f l e c t i o n ' . "  Here in  l ies the important 
difference between Dante 's  medieva l  ex istent ia l i sm and 
Sartre's atheistic v is ion,  for in the universe of the nausea the18 
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Symbolism in The Nausea 207 

is no divine plan. Rather, the connection among things in 
The Nausea is a rime without reason, a cosmos without credo, 
an Existence without Exegesis. 

Nevertheless, the novel's spir itual unity is achieved through 
the kind of f igural representation to which I  have been a l lud­  
ing. All the characters in  The Nausea are figurae because 
they describe the conditions of existence a n d  of mortal 
humanity.  Some represent the senselessness of existence, 
others prophesy the coming of the saviour who w i ll  transform 
the contingency of existence and master the anguish of dying 
through the measured emotion, d u r a b l e  form and immortal 
m e a n i n g  of a work of art. 

The reason for h a v i n g  compared the fi g u ra l  wor ld of 
m e d i e v a l  l i terature to The Nausea was to u n d e r l i n e  the pre­ 
t e rn a t u ra l  powers i n b oth.  What me d ie v al  f i g u r a e  d i v u l g e  
is a  P r esence w i t hin rea l ity ,  an Essence s u s t a i n i n g  an d  
d irec t i n g  h u m a n  existence .  I n  the nov e l ,  t i m e is the m e d i u m  
t h r ou g h  w h i c h men ma y  convert existence into essence ,  a n d  
S a r t re ' s characters  become  f i g u r a l  rep resentat ions  of that  
possible  conv e rsion.  

The  fi gur a e seem to grou p  themse l v es into two types 
a rou n d  the f ou r  m a i n  ch a racters :  R o ll ebon ,  the A utodid a c te ,  
Anny, a n d  R o q u e n t i n .  E a r l y i n  the novel (p. 20) R o q u e n t i n  
r e c a l l s  w he n  he was e i g h t  years o l d the-re w a s an o l d  a u d i t o r  
who te rr if i e d  the c h i l d r e n  b e c a use the y  fe lt he w a s a l o n e  
a n d  b e c a u s e  they t h o u g h t  he must have t h e  i d e a s  of a c r a b .  
T h i s s o l i t a r y  type r e min d s one of R o q u e n t i n  w h o  h a s made 
the c h i l d r e n  s n i g g er  b e c a u se he h ad not s k i p ped the stone 
across the  water b u t  h a d  seemed  bewi l dered .  H e n c e t h e  
o l d  a u d i t o r  seems a spectre i mage of R o q uentin hi m self and  
what  he m i g h t  become i n  the eyes of others .  

Ano ther  e a r l y  fi g u re  is the c l e a n u p  wom a n L u c i e .  Work­ 
i ng where Roquentin lives, Luc ie  is  i n cap a b l e  of c onso l ing 
herself when she  thinks he r  h u s b an d  is dr i nk ing h imse lf  to 
de ath (p.  23). (Roquentin is s u r e the m a n  has tuberculosis . )  
She c a n not free he r s e lf from her angu ish  'she is t ied i n  a 
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knot' (p. 24). Hence Roquentin sees her imprisoned in 
situation. One night Roquentin happened to witness Lucie 

being abandoned by her lover. When Roquentin heard he 

scream in the dark, he ref used to help her in her sol it 
d I .  

ary 

tragedy (p. 45).  He wi l l  le cl i n e  to act aga in  to stop the 
man in her garden from exposing himself  or to prevent th 
Corsican from catch ing the Autodidacte mak ing a homn%. 
sexual pass at a boy in  the l ibrary .  

Another f igure is a 'vieux toque' who is on the verge of 
having a mental cr is is (p .  99) .  Treated with disda in by 

doctor Rog~, 'the o ld loon is a f igura l  representation of 
Roquentin himself in h is nausea and of the real psycho­ 
logical danger he runs with h is  metaphysical specu lat ions. 

There is a lso 'le bonhomme' wearing the large cape 
(p .  114) .  I n  front of a l ittle gi r l ,  the o ld fe l low 'exposes' 
himself sexual ly.  Roquent in  m i g h t  have prevented that if 
he had understood why the pervert was wear ing a cape. 
Only the g i rl's r unn ing  away breaks h is  fascinat ion w ith 
their l itt le drama.  Roquent in shouts at the man  iron ically 
'A great menace hangs over the c ity' to scare him .  The 
'bonhomme' is an outcast rem ind ing us of a l l  the others .  

There is a newspaper story about the l ittle g i r l  Luc ienne, 
who has been raped and k i l l ed ,  her flesh murdered. (She 
is the reason Roquent in  later stabs h is own hand-in a 
r itualistic gesture of comm iserat ion . )  As a f igura ,  she recalls 
our  physical fragi l i ty and clearly personifies mank ind as 
victim. 

The caf~ cashier,  rotting from a disease in  her abdomen, 
is a f igura of decomposition, of existence, and ultimate¥ 
of Roquentin's own death .  

H is notice of these people and the i r  human condition 
reflects his heightened awareness of l ife through the nausea. 
That these eventual ly point to Roquent in  is shown by t h °  
painting The Death of the Bachelor. The bachelor ,  lil 
Roquentin, had l ived for h imse lf .  No  one had come to cl0s° 
his dead eyes. The man had d ied utterly a lone .  It appea 
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that Roquentin foresees that this will be his own fate. 
These peripheral f igurae, then, all point to Roquentin's 

sense of isolation, h is lonel iness (the lonely notice the 
lonely), his unspoken anxiety-his nausea before existence 
which he shares with a l l  human beings aware of death. 

In  contrast to these solitary f igures, there are those men 
who l ive their usual  communal l ives. Roquentin notices all 
those who pass their t ime expla in ing themselves, recogniz­ 
ing happi ly they are of the same op in ion as others (p. 19) .  
Unlike the sufferers who suffer a lone ,  un l i ke  the dying who 
a lwalys d ie  a lone,  un l ike the artist who must create the 
melody alone, such men are what Roquentin must not 

become .  
At the caf~ Roquent in observes card players(cf. Cezanne's 

Card Players) who try to f i l l  t ime ,  but it is too vast to f i ll. 
And he notices a p l ay ing card k ing 'come from so far, pre­ 
pared by so many combinat ions,  by so many disappeared 
gestures . . .'  (p.  39) .  Here aga i n  is a figu ra l  representation, 
for not only wi l l  the figu res of Bouvil l e  d i sappear from his 
l ife but the ceaseless d i sappearance of the p layers' gestures 
reveals to h im 'the unb reakab le  cha in  of circumstances'.  He 
realizes he cannot  go back i n  h is own l ife .  The a im lessness 
of the ca rd-playing, l ike a l i fe without purpose ,  is a warn ing 
to h im-that the past is dead, that only the present and future 
count. He wi l l  have to dec ide to l ive ,  to fu l f i l  his destiny .  

Roquent in is annoyed by the statue of Gustave lmpetraz 
(pp. 45-46). The women admire the bronze figure, for he 
was of the 'beau monde', a gua rd i an who upheld the idea ls of 
the bourgeois ie and who wrote on tr ivia l  academ ic subjects. 
Here too is a f igure of what Roquent in  will determ ine not to 
be. 

Roquent in thinks of all the professionals of exper ience: 
the doctors, the priests, the magistrates ,  and the off icers who 
know man as if they had made h im (p. 99) .  They are the 
ones who have bapt ized their litt le obstinations with some 
proverbs, in  the name of experience ,  but they have never 
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really understood anything, because al l  the world's past 

cannot serve to explain anything (p. 101) .  The irony with 
which Roquentin treats them in his journal  shows that he will 
not use them as models, for such men believe they have 

figured out man, but man has in  Roquent in's eyes an infinite 
capacity to change and to create a new destiny. 

Moreover, doctor Rog~ h imself ,  who plays the role of the 
successful and exper ienced man, does so to masquerade the 
insupportable rea l ity of h is  own approaching death (p.  102) .  
Hence all such successfu l  men ,  sure of their  r ights and of 
the i r  duties, are f igurae of what the artist and th inke r  must 
not become. For this reason, Roquent in 's  words, 'so long, 
bastards!' (p .  1 3 5 ) .  

I n  gene ra l ,  Roquent in speaks of the bourgeo is sarcastic­ 
ally. H is  render ing of the i r  re l ig ious  habits ,  the i r  coups de 

chapeau (their  soc ia l  customs),  the i r  pretensions (e .g .  The 

Illustrated History of Mudville), the i r  monotonous monologues 
in the restaurants, the i r  sm i les,  the gou rmandises of the 
women, the i r  gossipy stories , the i r  hopes ,  the i r  hab i ts ,  the i r  
Sundays ,  etc. (pp .  63-81)  rem ind us of the lost gestures of 
the p lay ing ca rds .  

These same bou rgeo i s ,  with the i r  guarantee of heaven 
and eternity (the extreme unction), believe in  the world of 
order, in cause and effect, in the i r  power to legis late,  and in 
se lf-adu lat ion (their portra its in the museum) .  But  Roquent in 
rejects and r id icu les  the i r  wor ld .  The bourgeoisie become 
figurae of those lead ing art if ic ia l  l ives ,  of · those having super­ 
imposed an absurd order on existence, of squande r ing their 
lives in meaningless r itual .  They are the f igurae of the false 
purposes which the art ist and th inker  must avoid. 

It is M .  Fasque l le ,  manager  of the caf~ Mably, who repre­ 
sents the reason men g roup together .  Roquent in notices how 
after the caf~ empties M .  Fasque l le ,  a lone,  s l ips  into uncon­ 
sc iousness .  I n  fact , the c l iente le need others and exist on ly 
when with one another (p .  1 6 ) .  By contrast, Roquentin slips 
into consciousness when apart , and he exists on l y  when 
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Symbolism in The Nausea 

alone. So is it with the artist and thinker. So must Roquentin's 
life be in the future. 

Beyond these fringe figurae are the central charact 
d'd ers Rollebon, the A u t o di da c t e ,  Anny, and Roquentin. Roquentin's 

long-standing interest i n  the historical f igure of Rollebon 
bears part icular  attention for what it reveals about Roquentin. 
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 captiv ity 'w ithout appeal' (p. 24). 

This shows Roquent in's characteristic interest in a loner like 
himse lf ,  i n  one unjustly judged l ike the social outcast and the 
artist. After 1801 ,  RRol lebon inexpl icably changed.  The docu­ 
mentation on h im (letters, secret reports, police archives) 
lack f i rmness and cons istency as if they were not talking 
about the same person .  Th i s  s ituation parallels the change 
that takes p lace in Roquent in  because outwardly the trans­ 
formation cannot  be expla ined. Ro l lebon prefigures ,  but 
Roquentin w i l  I  become an art ist whereas Rollebon become 
a char latan .  

A further pa ra l le l  between the two is seen in the ir both 
being homely or ug ly (laid). However, Rol lebon used his 
charm to make conquests of the women at court whereas 
Roquent in sees h is own face as someth ing at the edge of the 
vegetable kingdom. This ins ight  into h is re lat ionship w ith 
other forms of existence is figural  in that it situates Roquentin 
as an existent. It  is interest ing to note that whi le  Rol lebon is 
a man cont inually d isgu is ing  h is motives and acts, oquentin 
seeks a motive to l ive by (pp .  135-36) .  However, when 
Roquentin f inds he can no longer  write about the h istor ica l  
figure, Rol lebon dies for h im.  Roquent in stops l iv ing with a 
fiction (p. 138) when he real izes Rol lebon had been his raison 

d'etre. Rol lebon pref igures what wil l  happen to Roquent, 
but the latter w i l l  free himself from the pr ison of existence 
and of h is old l ife by l iv ing for a true purpose-that of art. . 

The Autodidacte is a def in ite f igura .  He te l ls  Roquentio 
that if he were ever to travel he wou ld keep a journa l  of the 
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smallest traits of his character in order to retrace what he 
as and what he might become (p .  54).  He prefigures 

;oquentin who does keep a record of his metaphysical meta- 

morphosis. 
The Autodidacte would also have adventures happen to 

him-a series of accidents-in the hope of having 'lived' 
and found meaning.  Roquentin has had 'stories, events, 
incidents' really happen to h im .  He had imagined (like 
Anny) that at certain moments, as when he heard music in 
caf~s, his l ife could take on a rare and precious qual ity 
(p. 58) .  And he rea l izes all at once 'what summits wou ldn 't 
I  attain if my own life made the materia l for the melody' 
(p. 60). Hence the Autodidacte in h is naive way awakens 
Roquentin to a life purpose .  

Roquentin detects s igns of the Autodidacte's pederasty. 
That the 'self-taught' man's figural  representation foresha­ 
dows the fulf i lment of his destiny is shown in the fol lowing 
indications .  (The Autodictates 'love' for m a n  as a h u m a n i s t ,  
while ironica ll y  revea l ing  h is homosexua l ity ,  be l ies h is overt 
hatred of ind iv idua ls .  I n th is he is unli k e  Roque nt i n  who 
hates abstractions, but f e e l s  c o m p a s s i o n  for i n d i vi d u a l s ) .  

R o que ntin  c a n n ot prevent the Autodidacte from m a ki n g  a  
homosexua l pass at the boy in  the l ib ra r y  just as he c o u l d  
do nothin g  for Luc ie or  for the pervert i n  the  pub l ic  g ard en .  
O n e  may ask why. P r o b a b l y  R o q u e n t i n  f e l t  m a n  c a n n o t ­  
prevent a n y o n e  f r o m  f u l f i l l i n g  h i s  dest iny.I I n  a  sense a l l  the 
fig ure s in  the j ourn a l  are fated becau se they do not come to 
terms w ith ex istence . 

When R o q u e nt in d iscovers that the Aut o d i d a c t e  is reading 
h is way thro u gh the l ibrary  acc or d in g  to the a lphabet,  it 

becomes obv io us that or d er per se is a b s u r d .17  For R o q u e n ­  
tin 's own l a t er determ in ation to create a work of art w o u l d  
be r id ic u l o u s  if - unl ike the p seudo-orders of sc ience and of 
the b o u r g e o is ie - h e  d id not confront the a b s o l ute  absurd ity 
of ex istence. R o q u e nt in  does not want to be l i k e  the 
Autodidacte who ,  ha v in g  read  a ll  the books, asks 'And now?' 

212 
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Symbolism in The Nausea 213 

Roquentin will seek to create an order out of his existence. 
By uniting and varying his life, he will free himself from 
suffering and thereby free others from suffering.18 

Anny provides an example of the f igural in her seeking 
to realize 'perfect moments'. Such 'moments parfaits' had 
always been preceded by 'augur ies' .  Anny explained that 
the 'privileged situation' cou ld 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 fee ls she exists 
(in Roquentin's sense of the word). I n  the past Anny had 
tried to find those instants with pass ionate people who were 
carried away by hatred or love . Now she l ives surrounded 
by deceased passions (p. 204) · much as Roquentin lives 
surrounded by the 'defunct' world order of cause and effect, 
history, scientific law, and bourgeois purposes. Anny has­ 
found the-re are no more perfect moments . She has learned 
to live w ithout histr ionics (p. 202). Hence she is l ike 
Roquentin who has learned there are no adventures. They 
seem to have changed in the same sense .  

However, there is a bas ic difference .  When Anny des­ 
cribed the perfect moment as an except iona l  s ituat ion ,  wh ich 
you felt aroused to put in orde r ,  Roquentin adds ' l ike a work 
of art ' , and Anny rep l ies ,  'no, l ike a  duty' .  

Furthermore, Anny wants to see Roquent in and to know 
he exists una ltered so that she cou ld measure her own 
changes, assum ing in her vain way that he cou ld not change .  
Yet it is she who has not altered really, for she is still w ithout 
pity for fa i lures (p. 147 ) ,  she is stil l bourgeois in her philosophy 
of duty. And in g iv ing up her  search for perfect moments, 
she abdicates from seek ing to realize he r  l i fe .  It rema ins 
for Roquentin to fu lf i l  h is ex istence by choos ing freely his 
own des ti ny .  

In  the past Roquent in  had modeled h imse l f  on two French 
thinkers. He says that when he was twenty ' I  was a type 
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like Descartes' ( p .  84). Late in  the novel he asks • 
:, " t h i k i  »d'?' H  'where your dignity as a 'th m k m n g  reec Iere he clearly has 

ideal  of Pascal before h i m .  th 
Roquentin's story is the discovery that the past :  

:  1s dead 
and that he is free to choose h i s  own destiny. It beg% 
(under ' M o n d a y ,  J a n u a r y  29th, 1 9 3 2 ' )  when he notes + " 

:. s in his 
journal,  ' it is necessary to choose-either the change is · 

.  ..  •  In me or in the room, the city, in n a t u r e' .  This need to ch% 
emphasizes that he will  discover the change is in hi n ~ ~  

all Existence. In  short, nothing is immutable, all is um4. 

going ch a nge .  
This insight is reinforced when Roquentin observes that 

he is aware that a whole series of s m a l l  metamorphoses have 
taken p lace (p. 1 5 ) .  Later he reaff irms. 'Anything can take 
p lace , anything can happen '  (p.  1 1 1  ). Th i s .  is both a patri­ 
archal warn ing to heed the lesson of existence and a pro­ 
phecy of things to come .  All is ch a ng i ng, and in contrast 
to men who try to stop time and in contrast to science which 
seems to fix existence in  stable laws, Roquentin w ill be the 
first to work with t ime .  

When Roquentin says, ' I  don't think enough of historical 
research to waste my t ime 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 f igural tendency is verified 
when Roquent in remarks, 'The sense of adventure would be 
quite s imp ly, that of the irreversib ility of time ' (p. 84). 

The song, 'Some of these days, You' l l  miss me, honey' 
causes his nausea to disappear and h is body to harden; his 
arm (symbol of his existence) dances to the music (p. 38). 
Not on ly is the Jew who wrote the song a figura of 
Roquent in, the artist-to-be, but the song itself is a figura in 
the sense of being the fu l f i lment of a situation: either the 
composer or singer has lost a beloved and the song warns 
the beloved that she wi l l  miss him, or in Sartre's ironic sense, 
we will all m iss l ife one of these days when we have died. 

For Roquentin, adventure has meaning only by its death 

214  
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Symbolism in The Nausea 215 

He wishes ardently he could achieve the summit of the music 
with his own life (pp. 59-60). Here the motif is to become 
an artist and to create something durable out of his dying 
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 .  h is own 
cognizance of being a conscience which forgets itself (p .239).  
This is f igural :  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 to l iv ing the 
present and creating the future .  F inally ,  Roquentin real izes 

the music does not exist, it is. He wants to be pure ,  hard­ 
to compose precise and clean mus ic .  I n  h is  becoming an 
artist, the figura l  prediction is comp leted. He will become 
the melody-firm and young in his thought and through the 
beauty he creates-as his very l ife dissolves. 

Symbol ic  Destinies 

Sartre makes a pa rt icu la r  po int  in the novel to identify the 

instab i l i ty, the unce rta int ies ,  the doubts ,  the lawlessness and 
the contingency within the deceptive constancy and immuta­  

bil ity of /S-within what Western man has thought Ex istence 

is.  What Sartre demonstrates a rt ist ical ly and metaphysically 

is how a symbo l ic  truth emanates l ike a melody out of human 

angu ish .  Th is  is seen in the un fold ing of the ex istential 
situations of va r ious characte rs into symbolic destin ies .  

Anny's faith that the pr ivileged situat ion cou ld be made into 
the perfect moment shows Roquen t in  the direction he him­ 
self must take , for the pr iv i leged s ituat ion is l ife itself , and it 
is up to the ind iv idua l  not mere ly to suffer ,  but to create 
some k ind of perfect dest iny out of i t .  Th is  is what is meant 
by Sartre's dictum, 'Existence precedes Essence' .  This sym­ 
bol ic novel is such a transformat ion of ex istence into essence .  

To make this quest ion of symbo l i c  dest inies even c learer , 
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see how Roquentin finds himself in a situat%,, let uss ?Para, with a l l  the sufferers. Al l  of them are d o o m e d  to die. o,~ th r hand all the other characters are in contras to p on er  a,t  oqu. 
entin in the sense that they lead false l ives, that 4_ drift through purposeless existences, and that they are s, 
mane to their fel low men .  The truest figurae or pa ra lyse 
Boquent in are per iphera l  ones the Negress and the j%_ 
outcasts who create beauty out of the i r  suffering.  The am4, 
must move counter to a l l  who lead mindless,  insensig lives. 

oquentin's search ing psyche alternates between ;_, and determination, hope and desolation.  As a seeker,, explores the murky unknown of h imse lf  adrift i n  the 4 
Only when his l ife forces f ind their  purpose, does his %~, 

existence become transformed to take a mean ingfu l  direct%% Time shows h im its innate power, for i t  shows man ho to attain completion and perfect ion by revea l ing to h im (% 

Possibilities in freedom and in  se l f - rea l i zat ion .  Roquentun 
discerns that man a lone  can  fash ion h is  futu re ,  and by doim% 
$0, man d ist ingu ishes h imse lf  from existence.  Whi le man js fated as an existent to decay and d ie  l ike a l l  other Ivins things, he is free to realize his  own destiny. This is the 
Ult imate mean ing of the melody-it directs its own destiny, even though it d ies so the song may be born .  

Time also reveals m a n  is gu ided  toward an  end or shaped 
PY a purpose. Trad itiona l l y  th i s  p l ane  of t ime reveals the 
Plan of Providence. What Roquent in  has found is that, in Order to make any sense out of existence, it is not in work­ 
9 out pseudo-systems or i n  se l f -adu lat ion .  Rather, meaning Comes from measuring one's own p a i n  and in mitigating the an ' h :  9uish  in the world through a  work of art 

' I S  interesting to note how t ime does change Roquentin. Antoine confronts everyday rea l i t ies ,  the style in his OUrnal is correspondingly rea l ist ic .  When he considers the OIences and social  man,  h is  style is reminiscent of literary "aturalism. ( u ,'_ , en ti n  
8  descr ipt ion of men's agonies, Roque 
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is expressionistic, buf when he expresses his own metaphy­ 
sical suffering, he creates his true modality. 

In fact, the transformation of Antoine's vision of things is 
translated by his voice. The novel begins with the historian's 
tone, Roquentin sounding like a man dedicated to Cartesian 
rationalism. Gradually one hears a Pascal ian accent 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 
utterance changes to express his compass ion .  The voice of 
reason becomes a voice full  of emotion and mercy. Indeed, 
the impasssioned tone seems to echo voices out of the Bible .  

Or is it Danie's inf luence on Sartre? It is hard to ignore 
the striking affinities between them, for  both condemn and 
pardon, both damn and show mercy. If we look deeply 
enough, we cannot fail to see that The Nausea embod ies a 
Dantesque h ierarchy of va lues with seven leve ls of punish­ 

ment corresponding to the seven forms or degrees of 

existential transgress ion .  1 . )  The sins of the flesh are personi­ 

fied by the e x h i b i t i o n i s t ,  the Autodidacte, L u c i e ,  Francoise, 

and Anny. 2 . )  The im p u r ity  or suffer ing  of the flesh is 

typified by the caf~ c a s h i e r ,  L u c i e ' s  t u b e r c u l a r  h u s b a n d ,  a n d  

doctor Rog~. 3 . )  The s i n  of v i o l e n c e  is e x e m p l i f i e d  i n  doctor 

Rog~'s contemptuous treatment, of the old loom (toque), in 
the Corsican's smashing in the Autodidacte's nose, in the 
mutual massacre of the nazis and communists, and in  the 
murder of l ittle Lucienne .  4.) The sin of m ind lessness is 
represented in the card players, in  the simpleton, in M. 
Fasquelle without his c l ients;  in the aimless gestures, 
courtesies and act ivities of the bourgeo is ie ;  in the Autodi­ 
dacte's as inine, alphabetical  reading-his-way-through the 
library. 5.) The s ign of pride is impersonated  in men of 
experience like doctor Rog~; i n  the bourgeois self-adulation 
in their portraits and in  the i r  projects; i n  Anny who scorns 
failures. 6.) The sin of malice is in mis-us ing one's free wi l l  to 
harm others. Rollebon be longed to t h i s  c lass and th is is one 
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Edward H. Strauch 

reason he final ly sickens Roquentin.  7) At the deepest level, to 
lete the suffering of the f lesh,  there is the suffering of 

comp! 'id '· h ii l it  bo f  the mind. Cur iously the A u t o d i la c t e' s  u m l i t y  ef o r e  know!­ 
edge is akin to th is  k ind of excruc ia t ion ,  but it is, of course, 
Roquent in in the deepest p i t  who grieves for mankind ' s  
p u r p o s e l e s s  s u f f e r i n g  i n  t h e  h e l l  of e x i s t e n c e  a n d  who 
a c t u a l l y  sorrows for the l o s s  of h e a v e n  a n d  of G o d .  As D a n t e  
entered t h e  ' I n f e r n o '  to s u f f e r  for t h o s e  i n  h e l l  w h o  h a d  lost 
the way forever, so d o e s  R o q uent i n  j o u rn e y  among  the lost 
and l o n e l y ,  t h e  s u r e  a n d  the c y n ic a l ,  to f i nd h is mean in g .  

We now r e c o g n i z e  that  the i m p a s s i o ned tone .  of The 

Nausea is l i k e  t h e  p at r i a r c h a  I  a n d  p rophet ic v o i ces of the 
B i b l e .  I n  the O l d  T esta ment t h e d o m i n a nt  voice is that of 
Moses .  It was h e  w h o  re ad the s i g ns of nature (th e  on­  
c o m ing pes t i lence ,  t h e  s e a  tu rn ing  b loodred ,  etc . ) ;  it w a s  he 
who mo unted S ina i  to rec e ive  t h e  ten c o mm a nd m e nt s  and 
consulted his v i s ions  to know  the p rom i s e d  l a nd .  The 
patriarcha l  v ice s eeks to asce rta in  th e  t r u t h  of d a i l y  l ife ,  the 
abid ing laws , th e  reve lat i on of e t e rna l  ver ity, or  of the 
Presence of Go d  here a nd no w .  It  is the  patr iarchal  vo ice  
which predominates Pasca l's Thoughts and provides the 
vision of imp lacab le  just ice i n  Dan te ' s  ' I n fe rno '  where the 
des ign of dest iny is i mmu t a b l e .  I t  is  a l so  Roquent's vo ice 
speak ing out a ga i n s t  th e  w i l d e rn e ss  of Ex istence .  

By contrast, it is a voice of prophecy wh i c h  f i l l s  t h e  N e w  
T e s t a m e n t .  A l t h o u g h  r e m e m b e r e d  f o r  H i s  p a r a b l e s  a n d  h i s  
e v e r y d a y  w i s d o m ,  C h r i s t ' s  f o r e s e e i n g  H i s  o w n  d e a t h  a n d  
understand ing  the p u rpose  of H i s  l i f e  a r o u s e d  m e n ' s  awe. 
Thu s  d i d H i s  d a i l y  gestu res ,  w o r d s  a n d  a c t i o n s  b e com e  
s y m b o l i c  of a h i g h e r  d e s t i n y  a n d ,  i n  a  t r u e  f i g u r a l  s e n s e ,  t h e y  
p r o g n o s t i c a t e d  t h e  f u l f i l m e n t  of a p r o m i s e  f o r  a l l  w h o  w o u l d  
f o l l o w  H i s  w a y .  R o q u e n t i n ' s  v o i c e  s e e m s  to e c h o  t h a t  p r o ­  
m i s e  w h e n  it urg e s  u s  to · · o v e r c o m e  s u f f e r i n g  by c r e a t i n g  a 

future of o u r  o w n .  
T h e s e  a l tern ate  vo ices m o d u l a t e  the m e a n i n g  of t h e  

symb o ls  a n d  f i g u ra e  w h ich estab l i s h  m a n ' s  c o m m u n i o n  with 
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symbolism in The Nausea 
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the ultimate reality of things. If the patriarchal · · voice trans­ lates for us the brutal meaning of existence, the . . • representa­ 
tion of a single figura, capable of overcoming the bs rdi . a s u rr li t y  
of death, prophesies for others a future released from . S , . . f . present anguish. a r t res  v is ion o1 existence is a message of hope 
for the few who dare to real ize the mystical meaning f  t he :  

•  • ·  o1  1er symbolic dest in ies.  

Depratment of Anglo-Saxon Studies 

Mohammad V University 

Rabat 
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16 This inabil ity to prevent anyone from fulfilling his destin, is com. 
parable to the helplessness of those around Oedipus to stop him from 
bringing about his own doom. 

1 Indeed, the Autodidacte's use of the phrase 'A nous deux, Science 
Humaine, not only comical ly recalls astignac i n  Balzac's Pere Goriot 

and Flaubert's Bouvard et Pecuchet but is also an ironical figural com. 

ment. I 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 ironies 

express and evoke a contrapuntal pattern to the dominant melody of 
symbols I have explicated, 

18 By this ch i l d - l i k e  self-teaching the Autodidacte reminds us of 

Pascal's concept of ' n a t u r a l  ignorance' whereas Roquentin recalls 

the man of 'learned i g n o r a n c e ' ,  Put another way, t h e  Autodidacte 

is the naive m a n ,  Roquentin the nauseated man .  
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M. Yaseen 

AN ASPECT OF THE AMBASSADORS 

Apart from innovations in the technique of the novel, 
Henry James is also praised as the most distinguished 
among modern novelists for h i s  portrayal of human nature 
as it fai led or f lour ished in h igh ly organized society, distor­ 
ted, refined or subl imated by forms of civi l ization. James's 
subjects, 'the voiceless little tragedies of the soul ' ,  the d i lem­ 
mas of the super-ref ined, the intel lectual enthusiasms of 
young men, the abortive love of spinsters, are more relevant 
to modern l ife than the situations to be found in conven­ 
t ional  romances, real ist ic novels with exaggerated social b ias 
or propaganda novels of the Natura l ist school. 

In  the novels of the last phase, which Matthiessen ca l ls  
tha major phase, the social material remains almost the same 
as in James's ear l i e r  tales of ' international situation' ,  But 

they also demonstrate a considerable maturing of attitude 
atta ined by reflections and cogitat ions .  Of the three novels 
of the period under review, The Ambassadors enjoys the 
pr iv i lege of being the most popular among the l iterary elite 

as we l l  as lovers of the social novel. On the surface, it is 
also a novel of the ' internat ional  s ituation '  l ike the former 
novels of the same category but in reality it is a more comp­ 
lex and subt le study of trans-Atlantic socio-cultura l  l ife than 
The American, Roderick Hudson or even The Portrait of a 

Lady. I n  the ear l ier novels James is preoccup ied w ith 'the 
innocents abroad' .  The culture-hungry, but f inancia l ly well­ 

off Americans, fall an easy victim to the corrupt ions ,  mach i­ 
nations and ev i ls of the Europeans .  The Ambasscdors, 

like other nove ls of the last phase, presents studies of human 
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; h ie h  are universal.  For, inspite of Brooke's thesis 
situations "" , o f  J a m e s ' s  'expatriation' and Parrington's 

f the fatal m i s t al  .  
OT  'd ination' the novel holds the mirror to con­ 
charge of leracl ' • 

l · t  i n  such a way that J a m e s  s  observations 
temporary It e  d  the  ·is + l,  I  Th ; scend the l o c a l  an« th e  t r i v i al .  In  i  e  Ambas. inevitably tran: . ..  

h esence of a symbolic and poetic mode of vision 
sadors t e pr , , . ka b l e.  M a t t h i e s s e n' s  r e m a r k  that If we want to is u n m i s t al al  .  .,  .  

in d  f ig u r e  in his carpet, we must search for it pr imari ly 
fin a g! de ·  f  hi? f in the intricate a n d  f a s c i n a t i n g  le s i g n s  of i s  fi n a l  a n d  

·  hase? is more a p p l i c a b l e  to The Ambassadors t h a n  major pl . . 
to any other work of the l a s t  p e r i o d .  '  

The Ambassadors s h o u l d  be seen not o n l y  as t h e  c u l m i ­  
nation of H e n r y  J a m e s ' s  i d e a  o f  p e r f e c t i o n  i n  the art of 
no v e l - w r i t ing  b u t  a l s o  as a p r o f o u n d stu d y  of the imp a c t  of 
E u r o p e a n  c u l t u r e  o n  the ' u n i n i t i a t e d '  A m e r i c a n s  i n  a more 
sophisticated a n d  s u b t l e m a n n e r .  As is w e ll  known,  i n  the 
earlier novels of 'the i n t e rn a t i o n a l  sit u a t i o n '  J a m e s  has g i v e n  
pictures of the A m e r i ca n s i n  E u ro p e - i n  E n g l a n d ,  France 
or Ita ly a n d  t h e i r  e x p lo itatio n  by the  w i l y ,  t he t re a ch e ro u s  
and the ra p a c i o u s .  N o w  w i th h i s  ma t u r e r  m i n d  J a m e s  is 
studying the r e a c t i o n s  a n d  r e s p o n s e s  of p e r s o n s  steeped i n  
Amer ican c o n sc i o u s n e s s  i n  th e  g l a m o r o u s  w o r l d  o f  P a r i s .  
The protagon ist i n  The Ambassadors i s  s u p e r fi c i a ll y  C h a d  
N e wso m e  w h o ,  b e i n g  e n a m o u r e d  of t h e  e n t i c e m e n t s  o f  P a r i s ,  
had been n e g l e c t i n g  h i s  fa t h e r ' s  t ra d e .  B u t  a c t u a ll y  it is 
Lambert Strether, a t y p i c a l  p ro d u c t  of W o o l l e t t ,  s o m e w h a t  
un init iate d  but s e n s i t i v e ,  w h o  e n v i s i o n s  P a r i s  a n d  f o r g ets  h i s  
embassy i n  the wake of e n l i g h t e n m e n t ,  w h o  s h o u l d be regar­ 
ded as 'the ce ntra l  i n t e l l ig e nc e '  and chief 'reflector' of the 
novel. Instead of persuad ing Chad Newsome to return to Woollett, he is aski h ;  ,  .  mng m m  t o  stay on .  H i s  argument is s imple .  If Paris could d o s  h  .  

Id I 
o mucl to a m i d d l e - a ge d  man  l i k e  him, it coul almost  transfo youth l i k e  Chad.  rm a you ng,  s e n s i t i v e  a n d  i m p r e ss i o n a b l e  

lt is diff icult to du b  manners e  Iul The Ambassadors as a nove l  of unless  one r e de f i  e  m e s  th e  c o nno t a t i on of th i s genre 
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An Aspect of The Ambassadors 223 

of writing. The subject of the novel, though complex and 

multi-layered, is quite clear. We may say that Strether's 

adventure taken as a whole constitutes the subject-matter of 
the novel. But central to Strether's adventure is also a quest. 
In Paris he passes through several stages of mystification and 
enl ightenment, unti l  fina l ly  he reaches the heart of a situa­ 
tion which it was h i s  i n i t i a l  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 
especial ly typical themes of French f ict ion:  that of a woman 
ravaged by love for a man younger than herself who is 
gradua l ly  f ree ing himself from her.3 The French novelists 
have excelled in studies of the suffer ing of lovers and here 
James is trying to emulate them from a new ang le .  I n  a  sense 
Strether's story turns out to be a cu ltura l  history of late 
nineteenth century New Eng land township, Woollett, and the 
'Babylon'  of modern Europe,  Pa r is .4  

Let us ,  f i rst of all,  ana lyse the first two books of The 

Ambassadors to h igh l ight  the 'cu ltural' aspects of James's 
art. As is well-known, James la id  out the novel organically 
in twelve books, each of which cou ld  serve for a month 's 
instalment. H is  subject was we l l -f itted to such treatment 
since it consisted of Strether 's g radua l  i n i t ia t ion into a wo r ld 
of new values,  and  a  ser ies of small c l imaxes  could there­ 
fore best express Strether's successive discover ies. 

The opening bok at Chester, where Strether, arr iv ing 
from Liverpool to meet h is friend Wayma rsh ,  encounters first 
Mar ia  Gostrey, is really a prologue that suggests the theme 
of Europe. 'Without pomp or circumstance ,  certa in ly as her 
or ig ina l  address to h im,  equally with h is  own responses, had 
been, he would have sketched to h imself ,  his impress ion of 
her as: 'Well ,  she's more thoroughly c iv i l i sed . . ' ' '  The 
second book beg ins i n  London.  Strether is a l ready started 
on h is  eager growth through fresh imp ress ions .  Du r ing his 
conversation with Mar i a  he exp l a ins h is miss ion .  Strether 
must have his in it ia l  taste of Pa r is ,  that  'vast b r ight  Baby lon ' :  
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h d dined with h im at his hotel, face to face over a 
Miss Gostrey 1a 

h. h the l ighted candles had rose-coloured s h a d e s . . .  small table on wI c r  .  .  .  

b  t  the theatre even to the Opera in Boston, with Mrs 
He had een to ' 

than once act ing as her on ly escort; but there had Newsome, more . . 
I .  1  nfronted d inner  no pink l itt le  confronted dinner, no been no li t tl e  col ' . .  

pink l ights, no whiff of vague sweetness as a p r e l i m i n a r y . . .  There was 

much the same difference in h i s  impress ion of the noticed state of h is 
·  n whose dress was 'cut down ' ,  in respect to shou lde rs and c o m p a n t o. ,  

bosom, in a manner quite other than Mrs Newsome's,  and  who wore 
round her throat a broad red ve lvet band w ith an  ant i que 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) .  

The contrast in  dress and manners goes further .  It is a 
revelation of the un in i t i a ted New Eng l ander.  He remembers 
his remark once to. Mrs Newsome that  she looked,  with her 
ruff and other matters, l i ke  Queen E l iza _beth .  The present 
situation obl iges h im to compare h is  compan ion  M iss  Gostrey 
with Mary Stuart. H i s  cur iosity and  bafflement know no 
bounds when he encounters more surpr ises i n  'do ing '  London.  
By and by he tells M iss  Gostrey about Mrs  New-some, her 
son in Paris, and h is own miss ion .  

James gives us beaut i fu l  impress ions of Paris as it 

enamoured Strether .  He  had been wa i t i ng  for letters from 
Mrs Newsome and discover ing Pa r i s  in  the meant ime:  

In the garden of Tui ler ies he had lingered, on two or three spots to 
look; it was as if the wonderful  Par is s p r in g  h a d stayed h i m  as he 
roamed, The prompt Pa r is  m o rn i n g  s t r u c k  its ch e e rf u l  not e s - i n  a  soft 
breeze and  a spr ink led sme l l ,  in the l i gh t  flit, o ver  the ga r d e n  fl o o r ,  of 
bare headed g i r l s  . . .  

I n  the Luxembourg G a r d e n s  h e  p u l l e d  u p ;  h e r e  at last h e  f o u n d  h i s  
nook, an d here, o n  a p e n n y  c h a i r  f r o m  w h i c h  t e r r a c e s ,  a l l e y s ,  vistas, 
f o u n t a i n s ,  l i t t l e  trees i n  green t u b s ,  l i t t l e  w o m e n  i n  w h i t e  caps and 
shr i l l  l ittle g i r ls  at p lay a l l  sunn i ly  'composed'  together ,  he passed an 
ho ur in wh ich the cup of h is impress ions se e med truly to overflow 
( I ,  pp. 69-70) .  

The background serves as a pro logue to the human drama 
of which Strether was an observer and in which he was later 
a part ic ipant. 
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Aspect of The Ambassadors 

There were as many as four letters for him from Mrs 

Newsome and none of them short. He read the letters succes­ 
sively and slowly. And yet it was the difference of being 
just where he was and as he was that formed the escape. 
He felt the seeds of his ear l ier visit to Europe sprouting 
again .  But his conscience had been forbidding h im the 
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: ' T h e  green covers at home comprised, 
by the law of their  purpose, no  tribute to letters; it was of 
a mere rich kernel of econom ics, po l it ics, ethics, ( I ,  p. 77) .  
The eth ica l -cum -ut i litar ian bias of such books produced a 
k ind of revolt in h is heart .  Was he to renounce all amuse­ 
ment for the sake of author ity? Pe rhaps he had no a lterna­ 
tive . Paris had bew itched h im beyond redemption :  

It hung before h i m . . .  t h e  vast b r i g h t  B a b y l o n ,  l i k e  some h u g e  

i r i d e s c e n t  object, a j e w e l  b r i l l i a n t  a n d  h a r d ,  i n  w h i c h  parts were not to 

be d i s c r i m i n a t e d  n o r  d i ff e r e n c e s  comfortably marked. It t i n k l e d  a n d  

trembled a n d  melted together, a n d  w h a t  seemed a l l  surface one 

m o m e n t  seemed a l l  depth t h e  next { I ,  p. 7 9 ) .  

Strether fe lt  as if Par is mocked h is Woo l lett consciousness 
by throw ing its lovely ba its-'Dost thou th ink because thou 
art v i rtuous, there sha lt  be no more cakes and a le?'  He 
thanked God that he was not engaged to Mrs Newsome 
by any prom ise. That wou ld  have t ied h is hands.  He was 
free to move and educate h imself in Pa r is .  

From the art istic po i nt  of view even the f irst two books 
alone are suffic ient to br ing into focus the po la r  opposit ion 
between the cu l tura l  ethos of New England (Woollett) and 
French (Paris) l i fe .  However, a br ief reference to the rema in ­  
ing books is necessary to complete the series of impressions 
which cause Strether's moral  and aesthet ic metamorphosis. 

Though Chad has been ment ioned casually before, it is 
only at the end of the thi rd book tha t  he appears w i th a 
dramatic entrance into the back of Maria's and Strether's box 
at the Comedie. I n  book fou r  Strether feels h is way into 
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friendship with Mrs Newsome's son and in the f i fth;_ 
introduced to Madame de Vionnet. Among t h e  sophist~~ 
Parisians Strether f inds h imself  a real ly 'majestic aborigin 
and the more he comes to know about Paris ian way of [; 

h .  1  
.  .  l e  the more he deplores is lost opportunit ies ,  H i s  advice 

l ittle B i lham 'to l ive' sums up his fi n a l  en l ightenment. 0 

The next two books (books six and seven) concentrate on 
Strether's develop ing re lat ionsh ip wi th  Madame de Vionnet 
from the first call on her to h i s  reject ion of Woollet and 
taking her out to l unch .  Before the end of th is  book his 
position and Chad ' s  are reversed .  Chad is w i l l i ng  to go home 
and it is Strether who now u rges h i m  to stay on .  

Such conduct b r ings swift ret r ibu t ion with the arr iva l ,  in 
book eight ,  of the new ambassad_or, Mrs Newsome's formid­ 
ab le daughter ,  Sarah Pocock,· who has been sent to take 
over the dut ies of the waver ing Strether .  The cr i t ica l  point 
in book n ine is the announcemen t  that  Madame  de Vionnet's 
daughter is  to be marr ied and th is  leaves Strether with the 
grow ing awareness that it must be Madame  de Vionnet her­ 
self to whom Chad is somehow bound .  The tenth book 
moves rap id ly to S a ra h  be ing  outraged at Strether's betrayal 
and to her u l t imatum that her  ento rage is leav ing Par is .  The 
eleventh book r ises to the most effective c l imax  of all­ 
Strether's g l impse of Chad and Madame  de V ionnet together 
on the r iver and h is long de layed  pe rcept ion of the i r  rea l 
re lat ionship .  I n  the conc l ud i ng  book James g ives us h is 
impressions of the f ina l  inte rv iew between Strether and 
Madame de V ionnet .  

The Ambassadors not on l y  reveals facets of the typ ically 
Amer ican cultura l  life as cont rasted with the European but  it 

a lso highlights the d i lemma and p red icament  of i nd iv idua ls 
in certa in s ituat ions wh ich add ph i losoph ica l  d imens ions to 
the novel. Math iessen po ints out that  the challenge 'to l ive' 
had solely preoccupied James's m ind  at the age of fifty-f ive. 
H is immense e laborat ion of the challenge  tells how much 
it meant to h im .  It becomes in  fact the qu intessent ia l  expres­ 
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sion of a dominant theme that runs throughout James's 
work from Roderick Hudson to The Portrait of a Lady. In  
The Ambassadors Strether introduces into his version of the 
theme a h igh ly  complex image, which serves to reveal his 
Puritan heritage. It is the image of life as a t in-mould into 
which 'the helpless je l ly '  of one's consciousness is poured 
by 'the great cook'. I n  this way Strether symbolises the 
illus ion of free wi ll.  The form of the ind iv idua l  conscious­ 
ness has been predeterm ined and limited, not by the Puritan's 
God, but by every force i n  the ind iv idua l ' s  background and 
env i ronment. Yet Strether insists that  we make the most 
of l ife by en joying ou r  illus i on .  Strether had missed h is 
ear l ier opportunity and is  perplexed with h is  new predica­ 
ment i n  the l i ght  of h i s  d iscover ies .  Madame de Vionnet has 
lived her l i fe and enjoyed he r  i ll u s ions .  Bu t  at the end of the 
novel she appea rs to be a ghost  of he r  former se l f :  
She was older for h im ton ight ,  v is ib ly  less exempt from the touch 
of time; but she was a s  much as ever the finest and subtlest creature, 
the happiest appar i t ion ,  it had been g iven h im ,  in  a l l  h i s  years, to meet; 
and yet he cou ld  see her then as vu lgar ly  troub led ,  in very truth as a 
maid-servant crying for her young man (II ,  p, 256) .  

Thus The Ambassadors, apart from s h o w i n g  the moral 
d i lemma and i nne r  confl ict  of the central characters, a lso 
throws light on James's own cond i t i on ing .  Some of h is  
b iographers and c r itcs,  i n c l u d i n g  Math iessen and Leon Ede l ,  
seem to suggest that Strether  was a projection of the nove l ist 
himself .6  L ike Strether ,  James  too had h i s  d isappo intment  
i n  youth but  i n  the seren i ty  of m i dd l e  age he came to appre­ 
c iate the va lue  of 'see ing '  and  ' ref lect ing '  wh ich  in  turn 
made h im the art ist and seer par excellence. 

As is  obvious to any  reade r  of The Ambassadors, what 
Strether sees is what James  saw-the Europe  of the tour ist .  
But James ,  be ing more perceptive and endowed w ith a 

keener sens ib i l i ty ,  conceived of see ing i n  a  m u l t i p l e  sense ,  
as an act of the i nward even more than  of ' the outward eye ' .  
As he observed i n  the  Preface to The Ambassadors, 'art 
dea ls w ith what we see ,  it must f irst cont r ibute flu l -handed 
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that ingredient; it plucks its m a t e ri a l . . .  in the gar 
life--which material elsewhere grown is stale and uneata_. 
But what dist inguished h im from French naturalists ~ 
English aesthetes a l ike was that he never forgot the f d 

Urthe, kind of seeing, the transcendent passage to the world be;~ 
appearances and beyond the senses. 

In order to present the history of h igh ly refine4 
(,t· . , . and perceptive characters fi ne  consciences' in  Conrad's wos 

and s imultaneously to unfold the history of various civil j;a. 
tions, James employs metaphorical  devices i n  The Ambas. 

sadors in  a  very subtle and suggestive manner .  The use ¢ 

historical ana logies-like those between Queen El izabet 
and Mrs Newsome, Mary Stuart and Mar ia  Gostrey, Cleo .. 
patra and Madame de V ionnet- is very reveal ing. Strether 
envisions the French countess most fully as Cleopatra i n  the 
follow ing manne r :  
Her head, extremely fair and exquis itely festal, was l ike a happy 
fancy, a notion of the antique, on an old precious metal, some silver 
coin of the Renaissance.  . .  He could have compared her to a goddess 
still partly engaged in  a  morning cloud, or to a sea-nymph waist-high 
in the summer surge ( I ,  p. 238-39).  

If Madame de Vionnet is  l ike Cleopatra, various and multi­ 
fold, Mrs Newsome and her ambassador daughter  are, l ike 
Queen E l izabeth ,  re lat ive ly s imp l e  and,  above a l l ,  co ld .  

The emp loyment of the boat image recurrently serves to 
del ineate Strether's movement from act ion and Amer ica to 
observat ion and Eu rope .  The balcony scenes have their  own 
art ist ic just if icat ion in  conveying to us certain aspects of 
European culture wh ich rema i n  so puzzling to the Americans. 
James a lso makes use of gardens and parks as setting for 
some very s ign i f icant  scenes. W ill iam M .  Gibson observes 
that the four ma jo r  ga rden scenes in  The Ambassadors, (in 
Books I ,  1 1 ,  V  and XI)  const i tute c ruc ia l  stages in  Strether's 
eat ing of the fruit of the tree; and h i s  en r ichment  in  know­ 
ledge of the world, of good and evi l '. 

It has been ma in ta ined ear l ie r  that  The Ambassadors is a 
very complex work of art with a l l  sorts of aesthetic, phi loso­ 

l  '  
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An Aspect of The Ambassadors 229 

phical, social and ethical implications. The social aspect of 

the novel with its superb real ism and cultural overtones is 

really characteristic of James at his best. True, the social 

material in this as in  other novels of 'the international 

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 

(Engl ish l ife as depicted in  the London scenes) and the 

aristocracies of France (Madame de Vionnet in  Paris) .  The 

Americans as painted here (Mrs Newsome and her daughter) 

are generally shown as r ich,  un in i t iated,  rough and cold .  
Strether himself does not succeed in  shedd ing h is  Woollett 

complexes altogether; Chad Newsome after h is  in it iat ion i n ­  

to Par is l i fe decides to go back to America to assume charge 

of h is  ancestral trade. The English life is depicted not so 

much in  terms of persons as i n  terms of art and culture 
(theatres, parks, avenues and gal ler ies etc . ) .  The Engl ish 
nat iona l  character remained an inexhaust ib le source of 
wonder, perplexity, amusement and de l ight  to James.  But 
in  The Ambassadors he focuses h is full attention on Paris 

and French cu lture, part icula r ly of the upper classes. Strether's 
'Babylon'  could boast of its 'Cleopatra' and the beauty and 
glamour of its parks, gardens, theatres , art-galleries, museums ,  
sa lon and a l l  other paraphernal ia  of 'civ i l i sed l i fe ' .  It is not 

for nothing that he feels l ike an abor ig ina l  i n  this enr ivon­ 
ment and his country fo lk are me re ly rough ,  uncultured, 
money-minded and cold persons.  I n  James's treatment of 
the cu l tura l  aspects of Amer ican and F rench l ife we adm ire 
the way in  wh ich he makes it serve the doub le  purpose of a 
radica l criticism of soc iety at the turn of the century and of 
a more general 'c r i t ic i sm of l ife '  i n  the Arno ldian sense. 
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1 ' M r .  Henry James's Later Work' North America, CLXXVI 46 
F.. Mathiessen, Henry James : The Major Phase (N%\-_",  Preface, p. XV. 1963 

3 D.W. Jefferson, Henry James (London, 1960),  pp, 80;¢ 
' F. O.  Mathiessen appl ies the term 'cultural history' _ 

.- .  oha  He  5bs  all  tho«, novels of the last ph a s e ,  le  observes :  'Aesthetic critey,, too tably becomes socal criticism, since the act of p e r ; "" · ·  ine. 
f . · 1 ·  on extend through the wot pf at to its mi l i e u .  t o  scrutinizing J am e s , ~~ " ,  

novels I have tried al s o  to w r it e  an essay in cultural h t ¢ , "  
cit., Preface, p. XIV). (op, 

The Ambassadors (London, 1923), Vol. I, pp, 8-9. All u%. 

ations are from this text. 
" op. cit.,, pp. 27 ff. 

Preface to The Ambassadors, reprinted in The Ar R.P. B l a c k m u r  ( N e w  York, 1962), p. 312.  

"  Wil l iam Gibson, 'Metaphor in the Plot of The Ambassadors', reprint%4 
in Henry James, Modern Judgment Series, edited by Tony Ta%~~, 
(London, 1968) ,  p. 313 .  
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A. A. Ansari 

MEASURE FOR MEASURE AND THE 

MASKS OF DEATH 

Though doubtless cast in a comic form and ultimately 
following the trail of a reconci l ing and harmoniz ing process 
Measure for Measure is enwrapped in the shadow of death 
from beginning to end.  Moments of suspense and intense 
agony, when the action hangs in a precarious balance, are 
far too numerous to be ignored,  and these considerably 
neutralize the comic overtones of the play. The sustained 
and ingen ious manipu lat ion of the conventional stock-in-trade 
of comedy-the disguises,  the substitutions, the impersona­ 
tion, the bed-trick, the secret tryst of the lovers-is done with 
the specif ic purpose of trapping Angelo in his own toi ls of 
idea l ism. This k ind of botch ing up of some sort of happy 
end ing looks a l ittle unconv i nc i ng,  even clumsy,  insp ite of 
its manifest intent ion .  The p lay has been aptly des ignated 
as a 'dark' comedy because in it the comic action is a l l  a long 
threatened by a subterranean force l ikely to exp lode any 
moment. The cr ime committed by C laud i o  and Ju l ietta is 
what in i t iates the act ion,  and Angelo-to whom the reins of 
government are entrusted by the Duke in  order to see ' I f  
power change purpose,  what  our  seemers be' ( I ,  i i i ,  54)- is 
bent upon b r ing ing the rusty and neglected law into speedy 
operat ion.  This may a lso be regarded as a calculated experi­ 
ment in  testing Ange lo in the art of governance and the 
dispensation of just ice .  We cannot  he lp fee l i ng that the 
death-penalty-una l terab le and i r revocab le as it is- is  there 
as a ma l ignan t  presence th roughout ,  and the implic i t ,  om inous 
foreshadow ing of it is made by C l aud i o  h imse l f  thus .  

Our  natures do pursue, 
Like rats that rain down their proper bane, 
A thirsty evil ;  and when we dr ink,  we die.  ( I ,  i i ,  120 -22) 
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232 A. A. Ansari 

Here the analogy with the rats who are unsuspecting 
discoverers of their 'bane' (which is yet proper to them) 
evokes a sense of discomfort as also a fee l ing of nausea.  
The pursuit of license, leading to sharpening of sexual 
appetite whose gratification eventuates in death, is what is 
being suggested here, and th is  awareness dawns upon 
Claudio even at a very ear ly stage. He is keenly alive to 
the sense of guiltiness as well as to the fatal consequences 
of surrender to sexual temptat ion.  And Angelo, the 
demi-god, declares peremptorily and in no uncertain terms: 

See that Claudio 

Be executed by nine tomorrow morning;  

Ering him his confessor, let h im be prepar'd, 

For that's the utmost of h is pi lgr image. ( I I ,  i ,  33-36) 

I n  some of the early comedies of Shakespeare ,  as a lso in 
the great tragedies, the ma in  action is para l le led with one in  
a lower key, and that accentuates a n d  h igh l ights  the former. 
It is  used both for purposes of clar if ication and reinforce­ 
ment. The City in Measure for Measure has  a  symbolic 
status and in it the traff ick ing i n  sex is done w ith gusto, 
openly and blatantly, and Mistress Overdone and her bawd, 
Pompey, are ch iefly engrossed in it. Hence the fact of her 
being unde r  a  c loud at the moment is not only under­ 
standable but is a l so meant to e l ic i t  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, I am cus tom -shrunk '  ( I ,  i i ,  7 5 -  7 7 ) .  The smutty 
jokes and sexua l  innuendos  exchanged between Elbow and 
Froth, i n  fact the whole Pompey-Elbow-Froth complex of 
commun icat ion and the ba rbed ,  cyn ica l  comments made by 
Lucio upon th is preoccupat ion with sex in  the underworld, 
arrests one's attention a l l  at once .  The restraint-l iberty 
dia lect ic i n  the play is  ne i ther  s imp le  nor pat ient of an easy 
reso lut ion .  I t  may b e  tentat ive ly ident if ied a s  a n  opposit ion 
between the sat isfact ion of t h e  phys i ca l  appet ites and the 
imposit ion of the dominee r ing  law. It would  be on ly fair  to 

. 
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conceive of these divergent claims of the flesh and the law 
not so much in terms of a conflict as a copresence of 
ineradicable elements in a necessary whole. After all, 
passion or sexual appetite is embedded in human nature and 
cannot be uprooted at will. To put too strong a curb on 
natural and inherent vital ity is bound to lead to devitaliza­ 
tion. At the same time law as the restraining force is 
needed both for safegua rd ing against excesses of b l ind self­ 
indu lgence and for mainta in ing the human organ ism and the 
body-po l it ic in a state of equ i l ib r ium.  But  if the law is 
enforced with ruthless severity, that is, not for moderating 
but ext irpat ing passion it m ight be deflected from its legit i­  
mate purpose. Hence the danger is that both an unqual i f ied 
reverence for law and the practice of a hedonistic ethics is 
like ly to lead to pervers ions and ult imately to psycholog ical 
imbalances.  Both or iginate from an att i t u d e  to l i f e  t h a t  is not 
suffic iently  grounded in ex per ie n ce ,  b u t  is b ased  u p o n  a n  
arid abstract ionism .  And  t h e  o n l y  a lte rn at i v e  on e  c a n  
propose and work out tentative l y  is to rec o g n i z e ,  in t h e  g i ven  
situation ,  the leg i t imac y  of the sexua l  i m pu lse s  as w e ll  as the 
s o b e r i n g  a n d  m o d e r a t i n g  f u n c t i o n  of r e a s o n .  I n  o t h e r  words 
this may  be done i n  the interest  of th e  to ta l i ty of h u m a n  
experience that may, otherw ise,  be f a l s i f i e d .  B u t  th i s  is to 
ant ic i p ate .  

The V iennese society, as projected in  Measure for Measure, 

is one in wh ich cor r u pt ion ' boils an d  bu b b l e s '  a n d it is rotten 
to its very cor e .  H e re  law  as an org an of d i s c i p l i n e  a n d a n  
effective inst r ument  for en s u r i n g  the sta b i li t y  a n d  w h o l e ­  
someness of the  soc ia l  or der  has been kept in abeyance. In  
reply to t he first Gent leman 's  remark, 'Thou art always 
figur ing d iseases in me ; bu t  thou  art f u l l  of error; I am sound', 
Lucio's retort: 'Nay, not, as one wou ld  say, healthy: but so 
sound as t h ings  that are  hollow ;  thy bones are hollow; 
imp ie ty h a s  made a  feast of thee '  ( I ,  i i ,  49-53), demonstrate 
unm istakab ly that s in a n d  co r ru p t ion are preying upon the 
energ ies of the  s oc ial stru c t ure .  An unrestra ined  ind u lgence 
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in sexual appetites leads not only to physical decay but ulti­ 

t 
ly to the death of the spir it .  The shadow of death seems 

m at er  h i h  Mi·  O to be hovering over the society i n  wh i cl  listress verdone 
carries on her brisk trade i n  flesh unashamedly,  and 
for Pompey and Elbow bawdy talk  is t h e i r  f a m ili a r  id iom.  
Froth is not only engaged in frivolit ies but appears to be 
utterly dehumanized and continues moving helplessly like a 

lurid figure in  a  bizarre world wh ich stands on the brink of 
destruction. The images of venereal d iseases t hat  serve as 

current coin for Elbow, Pompey an d  Luc io are an  index 
of the ir pattern of responses. I t  is a wor ld tha t  has been 
emptied of spir i tua l  va lues-one wh i ch  is hol low, degenerate 
and d iseased and in wh ich the l i v ing flame of l i fe is about 
to be ext inguished. It is a bestia l  world in which wallowing 
in flesh is the on ly engagement  that keeps one  go ing ,  and 
hence it looks as ff the spi r i t  of man  has a l ready suffered 
extinction. I n  a  breathless, an imated flow of words in  which 
each, l ike a seasoned chess-player tr i e s  to o u t - m a n o e u v r e  
t h e  other, I s a b e l l a  offers u s  a n  e s c h a t o l o g i c a l  v i s i o n  t h a t  is 
i n t e n d e d  to d i s l o d g e  A n g e l o  f r o m  h i s  p o s i t i o n  of o b d u r a c y :  

Alas, a las!  
Why, a l l  the sou ls  that were, were forfeit once, 
And He  that might the vantage best have took 
Found out the remedy.  How would 
If H e,  h i ;h :.  you e 

,  wn ct  is the top of judgement,  should 
But judge you as you are? O, th ink on that 
And mercy then wi l l  breathe within your [ Like man new made.  Ir  lips, 

H e r e  th o u g h  it · t ( I I ,  i i ,  72-80) 
I1  Is th e  c o m p l e x  C r  :  m e t a p h o r  t h a t  h a s  b  re a t i o n - D e a t h - R e s u r r e c t i o n  e e n  p r e s s e d  in t  yet the a c c e n t  f a l l s  o n  th .  Int o  th e  s e r v i c e  of r h e t o r i c  

if the severity of D i v i n e  e  1 � e v 1 t a b i l i t y  of u tter a n n i h i l a t i o n  
mi t i g a t e d  b y  c o m p a s s " " h a d  n o t  b e e n  t o n e d  d o w n  a n d  
t  :h '  n g e l o '  f o u ch e d  by t h i s  i m p l i c i t  a l ye  ,  s  ti n e r  f e e l i n g s  a r e  b e i n g  of th h Iu s i o n  to G r a ce  ··  th 

e  u m a n  s i t u a t i o n .  I t  i s  b  e  i n  th e  l a r g e r  c o n t e x t  
p e r d i ti o n  a n d  a l s o  t h a t  er ~ " P ok i n g  t h e  i m a g e  of e t e r n a l  
I s a b e l l a  h o p e s  to move 4 ,, , "  ecstasy of r e d e m p t i o n  t h a t  9 el o  to t h e  

gesture of forgiveness. 
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She makes the best of her r h e t o r i ca l  opulence in seeking the 
support of the central Christian myth for bringing about a 
change of heart i n  Angelo. And even when this fails to 
elicit any response from him she of necessity narrows down 
her frame of reference, changes her strategy and urges upon 
Angelo to make an honest self-scrutiny: 

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 is his, 
Let it not sound a thought upon your tongue 
Against my brother's l ife. ( I I ,  i i ,  137-42) 

The area of discourse has now been brought down from the 
universal to the part icular and this entai ls a greater intensity 
of concentration. Isabel la  is rea l ly  concerned with the shat­ 
tering of Angelo's image of himself as 'a man of stricture 
and firm abstinence' (o r  of inh ib ited sexuality),  as one who 
is a victim of se l f-de lusion and takes a false pride i n  h is self­ 
repress ion. She proceeds on a certa in  hypothesis :  in case 
Angelo d iscovers in himself a 'natural guilt iness' l ike that of 
C laud io-a propensity towards the flesh as obstinate and 
insistent as that of her brother and tending towards the same 
kind of sin-the death-sentence passed against h im must be 
revoked forthw ith . Isabella proposes very adroitly to place 
a mirror before Angelo but the latter-an embodiment of 
ice-cold pr ide and se lf-regard ing Pur i tan ica l  virtues- is not 
wil l ing to subject himself to any kind of self- introspection. 

Neither of the two techn iques of mak ing Ange lo evoke 
the terrifying vis ion o f  death before the mind 's  eye registers 
any impact upon h im and leads to any k ind of soften­ 
ing on his part . Later, realizing that Isabella was e ither 
not follow ing the dr ift of h is argument or del iberate ly 
s ide-track ing the issue Ange lo proposes to her the surrender 
of the 'treasures' of her body to h im as a price for C laud io's 
redempt ion .  Th is g ives her a v iolent ,  emot iona l  jolt ,  for she 
could ha rd ly expect such infamy from a person who pr ided 
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himself on his moral integrity and his apparent tr iumph oy 

the entanglements of the felsh. Her ind ignant  refusa ; 
consent to such an ignominy makes her v isual ize death thus: 

were I under the terms of death, 
Th' impression of keen whips l '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 I ,  iv, 100-104)  

This is even more opulent in  phrasing than Cleopatra's 'The 
stroke of death is as a lover's p inch ,  which hurts, and is 
desired' and betrays a degree of erotic tension. Th is  is what 
Leavis, in an unforgettable phrase, calls 'sensual ity of martyr­ 
dom.'2 Such a concretely sensuous image of death , coming 
from the l ips of one who very often produces the ·  impress ion 
of frosty coldness and who wished 'a more strict restra int, 
Upon the sisters stood, the votarists of Sa int  Clare ' ,  ( l , iv,4-5) 
may appear a l itt le incongruous .  But it wells up from the 
fu l lness of a heart  worked up to the highest p itch of inten­ 
sity, the unappeasab l e  ind ignat i on of protest . 

Persisting in the same b laze of anger  and wh i le  rebuff ing 
Ange lo 's threat of subjecting Claud io to ' l i n g '  r ing sufferance , '  
Isabella assumes ,  uncr i t ically ,  and depend ing b l ind ly  on her 
brother 's response , that he would rather embrace a b loody 
death than reconc i le h imse lf to her  sister stooping to any k ind 
of ignominy: 

Though he hath fa l l 'n  by prompture of the blood, 
Yet hath he in  h im 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 
I o  such abhorr'd pol lut ion.  
Then, Isabel l ive chaste, and brother, die: 
More than our brother is our chastity. ( I I ,  iv, 177 -84) 

This betrays a naive opt imum of fa ith in Claudio 's  impulse 
for se lf-sacrifice as she had earlier made a comm itment of 
self-restra int in regard to herself wh i le  offering 'to wear the 
impression of keen whips as rubies' if she 'were under the 
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terms of death.' Isabella formulates the issue in terms of an 

opposition between the ideal of honour on the one hand and 
the loss of chastity on the other. And the ideal of honour as 

upheld by Claudio would stimulate h im to risk his own life 

in order to enable Isabella to preserve the 'treasures' of her 

body. Life on Angelo's terms is sure to be spurned and 

rejected by Claudio.  The passage reflects a h igh ly  ideal ized 

picture of her own self and a correspondingly specious 

assumption on Isabella's part that C laud io would have no 

terrors of death and would therefore slacken his ho Id on the 

allur ing pageant of l ife without any inner  compunct ion.  Her 

valuation of the d i lemma i n  which both of them are involved 

is made in terms of her bloated sense of self-r ighteousness 

and her r ight to subdue everything else to it. Hence ' I sabella 's  

attempt to place the ind iv idua l  spir it above a l l  other 

demands, in re ly ing sole ly upon her sp i r i tua l  strength' ."  With 
th is is also l ink ed up her gross and p it iab le ignorance of the 

intr icacies of human nature ,  the subtle and varry ing  motiva­ 
tions of behaviour and hence her misplaced coksureness 

a b o u t  C l a u d i o' s  order of preferences.  It  is  no less obvious 
that Isa bella looks upon death with contemptuous detach­  
ment b e c a use its immediate prospect does not cleave to her 

bones as i n t i m a t e l y  as is the case with C l a u d i o .  
The crisis in I s abella's soul ,  seeming ly  resolved up to this 

point,  is followed by the Duke 's sp eech addressed to C l a ud io  

with the express intention of cheer ing  h im up. Lying at the 

heart of the p l ay as it does ,  it is worth a g l a n c e :  

Reason thus with l ife: 

If I do lose thee, I  do lose a th ing 

That none but fools would keep . . .  

Merely, thou art Death's fool;  

For h im thou labour'st by thy flight to shun,  

And yet run'st toward h im st i l l  . ,  

Thou'rt by no means va l ian t ;  

For thou dost fear the soft and tender fork 

Of a poor worm . , . 
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For, like an ass whose back with ingots bours 
Thou bear'st thy heavy r iches but a journey 
A d Death unloads thee . .  

nc  th; What's yet in tl is 
That bears the name of l ife? Yot i n  t h i s  [ if% 
Lie hid moe thousand deaths; yet death we foe, 
That makes these odds a l l  even. ( I l l ,  i, 6.4 

In  this hortatory speech contempt for death is induce4 ~ 
ciaoio through a loath ing for ife. Here the c1ass%i,, 
Christian motifs and overtones are fused together for croak~ 
a composite picture of death .  The strategy a ims at ma, 

:  ·i n g  Claudio feel so repel led by the prospect of l iving that he r, 
persuade himself to accept the death-sentence as the [a 
inadequate of the two alternatives .  T h e  e l e m e n t s  comps,, 
t h i s  oration reverberate across t h e  a g e s  to the tradition of 
Medieval d r a m a  and the e n t i r e  p a s s a g e  h a s  the f e e l e r _  
gnomic utterance. Life, with a l l  its pomp and glory, a l l  js 

d e l u s i v e  joys a n d  part ial s e c u r i t i e s ,  a l l  its s h a m s ,  pretensions 
a n d  a l l u r e m e n t s ,  eventuates i n  death.  D e a t h  is v i s u a l i z e d  as 
a Moral ity play figure, the more man tries to shun it an 
keep it at a r m ' s  l e n g t h  the more d a n g e r o u s l y  he r u n s  into jt 
and the fear of it is instinctive a n d  h a i r - r a i s i n g .  It  als 
u n l o a d s  m a n  of t h e  b u r d e n  of h i s  worldly acquisitions and 
takes him to the last stage of h is  p i lgr image.  Al l  the hopes 
and ideals that sustain man turn out to be mere i l lusions, for 
al l  of them involve contrar iet ies. Life is not a seamless yam 
but a complex pattern of events of real i ty involving and reflecting baff l ing incons istenc ies .  Man 's  l i fe may best be 
summed up as an  af ter -d inner's s leep that makes him look at 
the enigma of being th rough a  distorted lens and induces in 
him forgetfulness of the world of Eternity.  The best of man's 
Sojourn in this world is sleep, and sleep in a way is a figur­ 
rative form of death that man  may own and succumb himself 
to. Death is also the great level ler and it is through death 
that we are apt to overlook not on ly the social  distinctions 
Put also the bitter memories and cont inuous frustrations of a 
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Measure for Measure and the Masks of Death 

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 unreal it ies, 
strung together in  a  t ime-succession.4 The oration, coming 
from the Duke in the guise of the Fr i a r  a n d  a i m e d  at p r o ­  
v i d i n g  s o l a c e  a n d  comfort to C l a u d i o ,  is b o u n d  to be form­ 
a l i z e d  a n d  s e n t e n t i o u s .  It h a s  t h e  c o m p a c t n e s s  a n d  c o g e n c y ,  
t h e  s u a v i t y  a n d  l e v e l  t o n e s ,  t h o u g h  not u n m i x e d  w i t h  the 
s e n s e  of t h e  p o n t i f i c a l ,  of a n  o r a t i o n  d e l i v e r e d  from the 
p u l p i t .  It  i s  fr amed by careful phras es a n d  ne at l y  and deft ly 
arranged  aphor istic per iods .  It has  all  t h e  v ir t u es of a class ­  
ical  piece of composition-stabi l ity and po ise, co ld and 
statuesque formality, balanced but d e tac h abl e  units  of 

meaning l ea d ing on to a grand f ina le  or c lama ct ic propo s i­ 

tion .  It truly reflects the tone of vo ice and civi l ized temper 
of the speaker .  

Isabella ,  unlike C l au d io ,  is capa b le of l ook ing on death 
with detachment .  Bu t  in the passage that co ncludes  Act II 

Sc. iv, referred to ea r l ier ,  ow i ng to being high -st r u ng ,  the 
timbre of her vo ice seems to crack. Her speech v ibrates 
with emotion that is on l y s len der ly rooted in  exper ience, and 
she takes l itt le cognizance of what it may l a n d  her into .  

Later, whi l e intend ing to communicate to h im the f ina l i ty  
and irrevocabil ity of his death-sentence she makes an arched ,  

oblique allus ion to it thus :  

Lord Angelo, having affairs to heaven, 

Intends you for his swift ambassador, 

Where you shall be an everlasting le iger .  

The very economy of the statement betrays on undercurrent 
of irony and it is  a lso a piece of a rtfu l  dodg ing on the part 
of I sabella .  At best she co ncedes that fear  is the chief com­ 

ponent in the experience of death;  otherwise it seems to be 

devoid both of excruciating pa in  and the sense of ult imate 

ext inct io n .  That way ma n  reacts in the same m a n n e r  as the 
beetle he treads upon and,  inferent ia l ly ,  should be no more 

( I l l ,  i, 56-58) 
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h it: liable to feel p a i n  th a n  

The sense of death is most in apprehension; 
And the poor beetle that we tread upon 
In corporal sufferance finds a pang as great 
As when a giant dies. ( I l l ,  i, 77 -90 

Claudio, for the t ime being at any rate, strongly resent 
e  ,  {8 a n y  attempt aimed at bracing h im  up and offers us an identeay 

sensuous image of death as was done by Isabe l la  earl ier. 
Think you I can a resolution fetch 
From flowery tenderness? If I must die, 
I  will encounter darkness as a bride 
And hug it in mine arms. ( I I I ,  i ,  81-84)  

The iron of endurance seems to be t ink l ing in his nerves and 
the sensuous charm of death is at the same time as irresisti­ 
ble for h im as it was for Antony: 

But I  w i ll  be 
A bridegroom in  my death,  and r un  i n to ' t  
As to a lover's bed.  ( IV ,  xiv, 9 9 - 1 0 1 )  

But un l i ke  Antony who, in a moment  of utter  despair, does 
prove his word, Claud io 's  is a c lean  contrary movement, and 
Shakespeare 's a lchemy of gen i u s  is brought  home to us in 
the subt le portraya l  of the resurgence of l ife in the face of 
the ghastly impendence of death .  

For somet ime after I sabella had acqua inted h im with the 
'salt waves fresh in love' rush ing from Angelo and the 
obnoxious proposa l  put forward by h im in all  audacity for 
h is redemption, Claud io is of the same mind as Isabella. It 
looks as if her ear l ier  t r iumphant dec laration, 'Then Isabella 
live chaste,  and brother d ie',  h a d  not o n ly  been forced out 
of the depths of her be ing b u t  was a ls o  an expected, though 
naive ant ic ipat ion ,  of C l aud i o ' s  react ion to the matter. Even later, to lsa le l la 's  

Th is n i g h t ' s  t h e  t i m e  
That I s h o u l d  do what I  abhor to name; 
Or else t h o u  diest tomorrow ( I H I ,  i, 1 0 0 - 1 0 2 )  

Claudio's prompt rejoinder i s :  'Thou s h a l t  not do it'. What 
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is more central to the issue is the fact that in his reassurances 

to Isabella,  C l a u d i o  h a d  r e a l l y  been talking of death more or 
less as a mere abstraction, an airy hypothesis, and as such 
it could be evaded a n d  p u t  by. Two crucial  points in 
Isabella's address to C l a u d i o ,  however, come to hold him 
in t h e i r  f irm g r i p .  O n e  is the possibly contingent nature of 
the sentence of d e a t h ,  a n d  the other is the reiteration, with 
some degree of fi n a li t y ,  of the h o u r  of the approach of his 
execution a n d  A n g e l o ' s  peremptory c o m m a n d  that C l a u d i o  
s h o u l d  be prepared for it. The p h ra s e  'your death tomorrow' 
that had been s o u n d i n g  with a n  o m i n o u s  r i n g  now acquires 
an added p o i g n a n c y  a n d  seems to e m a n a t e  from some 

I  

obscure r e g i o n  beyond the frontiers of consciousness.  H e  
appears to be startled out of h is  stupor  and  wishes to 
c o n t in u e  c l i n g i n g  to the last  straw of hope in  the midst of 
the grey despair  overshadowing h is predicament: 

Isabel. Be ready, C laudio,  for your death tomorrow. 
Cla. Yes.-Has he affections in  him, 

That thus can make him bite the law by th'nose 
When he would force it?-Sure, it is no s in ;  
Or of the deadly seven it is the least. ( i i i ,  i ,  1 0 6 - 1 1 0 )  

The primitive, an ima l  horror of death assumes a l l  at once a 
visible, tacti le presence for h im;  it  stands out before h im 
beckoning h im towards total ann ih i l a t ion ,  and C laud io  is 
unnerved. I n  other words, death which,  i n  sp ite of being 
ubiquitous, is something vague and unrecognizab le ,  becomes 

I · · t If and drains for the moment part of his pe rsonal ,  i n t ima te  sel 
off al l  his energy. The sense of awe and of bewilderment, 

:  :  ti makes h im modulate springing from his part icular s i tua t i on ,  
h is fam i l iar  id iom of speech wh ich  is conveyed to us th us: 

Ay, but to die, and go we know not where; 
To l ie in cold obstruction, and to rol; 

This sensible warm motion to become 
A kneaded clod; and the del ighted sp i r it  
To bath in  fiery floods, or to reside 
In thri l l ing region of thick r ibb'd ice; 

:. , · h iewless winds To be impr i son'd  in  tl ie  vl 
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« restless violence round about And blown """ , 4  or to be worse than worst The pendent wor ., jh t w l e s s  and incertain t h o u gh t  Of those that vie' 
hoe howling, 'tis too horr ible.  Imag! ,, gt  and most loathed wordly life The wearies\ . .: 

Ch
e penury and imprisonment 

That age, a ' . Can lay on nature, is a paradise 
To what we fear of death.  ( I I I ,  i, 1 1 7 - 3 1 )  

fu l  t ida l  sweep of th is passage,  caus ing a  breach The power in what separates the mundane from the preternatural, is 

overwhelming. It is the fear  of the unknown, the perilous 
leap in the dark as far as futurity is concerned,  that is being 
underscored here. The opposit ion between the icy coldness 
of death, with the sure process of u l t imate decay of which 
it represents a c l imax,  and the warm, pa lpab le  motion of the 
l iving body, is at the heart of the passage .  The indeter­ 
minate, contrary movements of the 'del ighted spir it'-spirit 
set free from the bondage of the body- its travers ing 
through dark, misty and frozen regions or abysms of space 
is something which it is terr ifying to contemp late .  The 
passage helps us recall viv id ly Hamlet's 'd read of someth ing 
after death, The undiscover 'd country from whose bourn No 
trave l ler returns ' ,  and  the fearfu l  dreams that vex and poison 
one 's serenity and idea l ism.  It  is ,  however, signif icant to 
note that whereas the Duke 's specu lat ion about death is 
bu i l t  up round general i t ies-general it ies  that are yet a part 
of the fabric of common exper ience-Claud io's speech 
offers us a cr ta l i:  :.  .')  by  r y st all i z a t i o n  of the deepest anguish (Angst 

y which the human psyche is invaded.  The latter is 

also more luminous and focal ized and is forced out ol 
immeasurable depths of fee l i ng .  The Duke seems to have 
a genius for offering th di ..  »d 

h 
9 e i s t i l l a t ion  of experience stretche over th e  ages. 0y : • the Du ke  "  )De is a lso justif ied in  holding that whereas 

ul :e  merely foci ;h C l a u d io 'e  uses on the condemnation of deat0 
i o' s  unconscious · d  .:,  t  f  insecurity, the minc spins round the feel ing 9 

,  e  sense of un ·  's ultimate jc cann iness  that  hovers over ma0 
ounrey. It may be added that it  is as m u c h  the feat 
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t death and extinction as the intensity of Claudio's plea fo 
f the re-assertion of the protoplasm out of the w b ..s 

l if e ,  .  .  oml ot 
Aarkness that arrest our attention i n  a  moment of instant 

C
eption The factity of the Dasein, however imperf 

per' " 'ect or 
;adequate, i s  to be preferred to something that is sh r o u de d  
�  mystery and l ies beyond our range of comprehension. e 

Looked at from the stance of Barnardine,  a convicted 
malefactor, death is robbed both of the elemant of fear and 
the touch of mystery about i t .  For h im i t  is not only denuded 
of significance, it not on ly  becomes a c ipher  but something 
that does not deserve to be attended to ser iously. It is 
neither the whore  to be whipped by the beadle nor the 

lover whose embrace is both seductive and fatal nor the 
inscrutable presence that can on no account be exorcized. 
Barnard ine not on ly  looks down upon it as the Duke would 
have Claud io do ,  he i s  just ind ifferent to it and is not to be 
cowed down by its g ruesomeness .  The Provost, a gentle and 
humane sou l  as we l l  as  an objective and clear-eyed observer, 
sums up his att i tude towards i t  adm irab ly  and succ inct ly thus : 
'A man that  app rehends death no more d readful ly  but as a 
drunken s leep; care less ,  reckless, and fea r less of what's past, 
present, or to come: i nsens ib le of morta l i ty ,  and desperate ly 
mortal.' ( IV , i i , 140-43)  He  is sub ject ne i the r  to human  categor ies 
and sensat ions nor to t ime-success ion but drags on his exis­ 
tence in his own empty un ive rse .  The Provost further en l igh­  
tens the Duke in  d isgu ise i n  th is  way :  'He hath evermore had 
the l iberty of the pr ison:  g ive h im  leave to escape from hence, 
he would not. Drunk  many t imes a day,  if not many days 
ent ire ly drunk.  We have very oft awaked h im ,  as if to carry 
him to e x e c u t i o n ,  a n d  s h o w e d  h i m  a  s e e m i n g  warrant for it; 
it hath not moved h i m  at a l l . '  ( I V , i i , 1 4 5 - 5 1 )  Whatever the 
psychological  i n h i b i t i o n s  t h a t  govern B a r n a r d i n e ' s  conduct 
Death itse lf bec o m e s  d e g ra d e d  w hen it is confronted with a 

man of his m o u l d  a n d  t e m p e r .  H e  is n e i t h e r  overwhelmed by 
. : bt l d  impenetrable Its gruesomeness nor i n t r i g u ed by i t s  s ub tl e  a nt  .  .  
mystery. He just wants to pass it by because its intrusion I n  
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his own world is likely to dislocate the even tenour of life he 
had been pursuing so consistently for ages. It is neither worthy 
of being scrutinized closely nor does it tease us out of 
thought. It is something utterly futi le and paltry and hence 
does not pose any threat to the impercipience to which 
Barnardine has been so shamelessly and irretrievably reduced. 
How would Death look when juxtaposed with an 'unregene­ 
rate life-force'5 like Barnard ine? 

Angelo 's evocat ion of death comes a lmost towards the 
end of the play and is no less revea l ing. The w i ly soph ist 
of the earlier scenes, who had tr ied to bund le  up Isabella in 
legalistic qu ibb l i ngs ,  not on ly  meets d iscomf iture at her 
hands but is also completely foi led by the super ior strategy 
of the Duke.  Ult imate ly he not on l y  achieves a degree of 
self-purgation but a lso comes to the rea l izat ion that good 
and evil are so inextr icably mixed up in the pattern of l iv ing 
that they can ne i ther  be treated in  total iso lat ion nor  ex­ 
p la ined away in terms of a simpl ist ic so lu t ion .  He admits 
the fact of h is  be i ng  'und i scernib le '-de luded by h i s  own 
fa lse idea l ism-and b rought to bay at long last , recognizes 
death as the on ly and proper meed he cou l d  expect for all 
h is doings :  

Then, good pr ince,  
No longer session hold upon my shame, 
But let my tr ia l  be mine own confession. 
Immediate sentence, then ,  and sequent death 
Is a l l  the grace I beg. (V, i .  368-72) 

Further prompted by the impu l se  for se l f -surrender he speaks 
with genu i ne fu lness of heart thus :  

I  am sorry that such  sorrow I procure,  
And so deep sticks it in  my penitent heart 
That I crave death more w i l l i ng l y  than mercy; 
·Tis my deserving, and I  do entreat it, (V, i ,  472-75) 

Mercy it is that Ange lo  had most doggedly and perversely 
denied to Claud io,  and insisted that the death-sentence 
cou ld in no way be revoked . But  now death is the coveted 
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prize he is most eager to obtain as a little earlier the inflic­ 

tion of 'sequent death' constituted for him the gift of 

grace that could be bestowed on him by the Duke. The 
process of traversing through the inferno of pain and misery 

may be said to have brought h im not only an unerring 
perception but also a new wisdom and a new humil ity. We 

might as well hold that Angelo comes to develop an acute 

sense of absolute lonel iness of being without communication, 

and this continues haunting h im in  the last scene of the 

play. Death is an ineluctable fact in Measure for Measure, 

and the dramatization of the various attitudes towards it 

goes to show that there is also a tragic focus to the play in 

the sense of our c l ing ing to durat ion as such.  The Duke 

speaks of death with disdain and also treats it as a phantom. 

Claudio's act of romanticizing, under lsabel l 's moral infection, 

soon transforms death into an object of fear and Angelo's 

inward agony, betrayed by an appeal for mercy, modulates 

itself into a death wish. As an objective fact of existence 

Death does not fit into Barnardine's pattern of an imal  l iv ing. 

But neither Claudio's nihi l ist ic horror nor Angelo's death wish 

nor Barnardine's impercipience constitutes the whole of truth. 

All these masks of Death are ,  however, relatively inconse­ 

quential ,  for as Karl Jaspers puts it beautifully: 'What death ·  

destroys is phenomenal ;  It is not Be ing itself' .  
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Maqbool Hasan Khan 

SHAKESPEARE'S SELF-REVELATION: 
A Critical Theme in the Nineteenth Century 

How does one approach the Shakespeare criticism of the 

past? I n  a  way the problem may be reduced to one of the 
proper adjustment of tone, of trying to achieve a rather pre­ 
carious balance between sympathy that may sometimes have 
to be deliberately induced and the almost inevitable touch of 

ironic detachment, a critical shrugging of the shoulders to 
ward off possible involvement in problems that are no longer 
seen to be problems and approaches to the subject that are 
no longer regarded as val id or even relevant. Not that the 
difficulty arises whi le dealing only with the trivialities of 
minor criticism. True, no doubt, that the recent publication of 
extensive selections from the earlier cr it ic ism of Shakespeare 
has highl ighted the problem for the ordinary student of 
Shakespeare in  a  way that a concentration on Jonson 's Folio 
poem or Dryden's Essay or Rowe's Life had never done. It is 
interesting to see that gene rally the more extended treatments 
of the subject, especially those that go beyond I iterary 
criticism to trace the course of the movement of the general 
apprec iation of Shakespeare, have to strugg le hard in order 
to strike the right note .2 A preoccupation w ith the chief land­ 
marks only , w ith critica l ins ight  at its h istorically most 
untrammel led, poses few prob lems .  It is poss ib le to read 
Jonson's poem without be ing especially aware of the Renais­ 
sance concern w ith the ant inom ies 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 cr it ical freedom and rest ra int .  Dryden 
and, to a greater extent, Johnson approached important 
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he imaginativo vision of Shakespeare by takj% 
tacats","[ ermon experiential reality enshrine i n «i , a  
recourse je no doubt o c c a s i o n a l l y  transcended; m% lays. Dogma Is t,  ;  t.  •  '  re 
p! " p rever, it is persuaded into y i e l d i n g  its last iota generally, owe ' r t,  I  h i  :  le v a n c e  and val idity.  In is notes more than j% of critical r el e'  .  .  

f  Johnson .  speaks with the authority of general the P r e1 a c e ,  .  
er·ience b e h i n d  h i m .  The case of Coleridge however human expt . 

:. tona l ;  he was too profoundly engaged i n  th inking out is excep t  .  
problems for himself to have fol lowed, or himself devised, a 
framework of general ly accepted dogma.  The semblance of a 
peculiarly nineteenth century r ing i n  h is  voice can perhaps 
better be explained with reference to t he fact of a certain 
vulgarisation of h is  insights as t h e  century deve loped some 
of its most cher ished Shake spe a r i a n  themes .  Co ler idge seems 
closer to the present age ,  espec ially to the cr it ical  modes 
or ig inating in the 'th irt ies , t h a n  do most of the other Romantic 
cr itics . The po int , however, t hat  is be ing sought to be made 
here re lates not so much to the un i ver s a l  e lements in the best 
Shakespearian criticism of the past as to the rather obtrusive 
frameworks and theoretical  ed ifices that evoke l itt le sympa­ 
thetic response in. the contemporary reader now. 

Notab le among suc h  cr it ica l  perspectives of the past is the 
one that insists on deriv ing the mora l  s ignificance of Shakes­ 
peare's work from its supposed reflection of h is  creat ive se lf. 
I n a  w ider context of ideas ,  as m a y  briefly be seen later,  such 
a n  approach is part of a n  intellect u a l  m o v e m e n t  that, starting 
a t  the end of t h e  e i g h t e e n t h  c e n t u r y ,  h a s  not yet exhausted 
itself, I n  its rather n a i v e  e q u a t i o n  of l i f e  a n d  art. however, as 
also in its over · [ f ;  r - s i m pl if i e d  a p p r o a c h  to t h e  c r i t i c a l  problems 
attending upon t h e  s t u d y  of S h a k e s p e a r e ,  t h e  n i n e t e e n th 
century se a rch  for ethical s ignif icance i n  terms of biography­ 
In the crit ical :. .  
diffj y •  wtings of Dowden and others--presents cult i es  to the d general dr y ,  m o de r n  reader that may not relate to the 

t t  of this cr i t . .:.  vd  often :. . t c r s m  so much as to its overt, an misconceived. : Shakes ' a ims and intent ions.  The approach to 
Peare through h is  'biography', the main plank of 
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Edward Dowden's magnum opus, Shakespeare, His M jmn 4  
s  .  d  b  ,  IS ,n 

and Art, continuec to e favoured by important critics till the 
publication in 1907, in the once popular English Me 5;  

.  f  W  I  en o Letters series, ot /al t e r  Raleigh's' interesting mon . . ograp on 
Shakespeare. I t  is important to mainta in the distinction bet­ 
ween approaching Shakespeare's work through his ' l ife'-a 
contribut ion to crit icism proper, whatever its ult imate value­ 
and seek ing to construct biographies by a selective marshal l in 
of 'ev idence' from the plays. It was the latter approach tha� 
ult imate ly degenerated into unb r idled indulgence in pure 
fantasy and was respons ib le for the less fortunate among the 
romant icised b iograph ies of Shakespeare.  Frank Harr is and 
romanticists l ike him ,  however ,  have l itt le c l a im  on the atten­ 
tion of someone that was main ly  preoccupied with the 
aesthetic criticism of the plays; the concern with the per­ 
sonalist stance is ,  on the other hand ,  real ly just if ied on the 
g round that it had come to be adopted by serious cr it icism 
as means of approach ing what it supposed to be the rea l crea­ 
tive centre of Shakespeare 's art. Dowden and Ra l e igh cannot 
be d ism issed as ins i gnif icant cr it ics .  R a l e i g h ,  the later of the 
two, wrote mono g ra phs on three major E n g l ish poets 
and t h o u g h ,  l i k e  S i r  Arthur Q u i l l e r - C o u c h - h i s  famous 
counterpart at C ambr i d g e -h is interest in l iterature smacked 
somewhat of the i dea l  of the accomplished gent leman ,  he 
a lways wrote with taste and enthus iasm .  H is book on M i lton 
( in  the same ser ies as the one  on Shakespeare) is something 
of a la n d ma r k  in  the h istory of M il t o n appreciat ion .  Certa in ly 
he did not possess (no r  d id  Dowden)  the k ind of penetra­ 
t ingly ana lytical  or p rof o u n d l y  synthes ising intellect that had 
g iven to Bradley's Shakespearian Tragedy its unerr ing grasp 
of an essent ially speculat ive subject, but he d id br ing to bear 
on Shakespeare 's plays an unmistaka b ly ass im i lative mind, 
rooted fi r m ly as it was i n an exper ient ia l  enjoyment of 
l iterature , and it is with some just ificat ion that a recent 
reference work on Shakespeare ca l l s  h i s  book as 'sti! I a ��o� 
general introduction' .  Edward Dowden, whose ma in  crit ica 
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260 Maqbool Hasan m,, 

Sh kespeare was published exactly In the "1iddf work on 1a le of 
d harf of the nineteenth century and Which the secon¢ , . was, 

Prestige rn the past notwithstanding a its immense h  wory 

f Youthful enthusiasm than mature judgment (th more o1 , s 
k as written at the age of thirty two),  may regitknater book we t t i  \y, ly 

be regarded as the most r e p r e s e nt at i v e  ictorian critic 6¢ 

Shakespeare. Bradley may, incidental ly, have to be deni% 
that distinction, and that too not merely for the technioay 
reason that Shakespearian Tragedy missed the Victorian a 

by a narrow margin but a lso for the more important reason 
that in a pecul iar ,  negative way, and through a remarkable 
continu ity of debate, he belongs more with the twentieth 
than the nineteenth century cr it ical  ethos. Bradley does cer 
ta inly share with Dowden some of his Victorian preoccupa­ 
tions; moral concerns and a· mild or pronounced agnostic 
orientat ion of thought tend to assimilate Shakespeare to 
George Eliot as much in the Shakespearian Tragedy as they 
do in the Mind and Art. Brad ley, however, stands in direct 
relat ionship more to Shakespeare's work and to critics l ike 
Johnson and Coler idge than to h is own age.  I t  is Dowden 
who no doubt needs a histor ica l  perspective, and that mainly 
because he chose (at least in his  major work) to write on 
Shakespeare from the pe rsona l ist standpoint ,  a  cr it ica l  stance 
that then appeared more or less va l i d .  It  may, therefore, be 
worthwh i le to see where the ma i n  s ign i f icance of  the app­ 
roach was supposed to l ie ,  what the rea l  dr ift of such 
cr iticism was, and how it may be assimilated into the ma in 
patterns of twentieth century Shakespea r ian crit icism. 

Wr it ing of Shakespeare 's self-reve lat ion as a cr itical debate 
�: the n ineteenth century is ,  therefore, ma in ly to write about 

ward Dowden and h is f irm conviction that the mystery of 
Shakespeare's work could be eas i ly  unravel led if we approa­ ched it as 'fragme ¢ , ot :. vents ot a great confess ion' .  He was n 

indeed the first to have bel ieved that l i t e r a t u r e  was a form of s e l f - r e v e l a t i o n,  ,  
.  '  e x p e r i e n c e  f i l t e r e d  t h r o u g h  a  t e m p e r a m e nt .  The i d e a - i n  t h e  r ,, di 

orm i n  w h i c h  it c a m e  to be r a d i c a l l y  lis° 
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tinguished from the rhetorical notion of the individuality of 
style (' le style est l '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 or ig in main ly in the replacement, at the end of the 
eighteenth century, of externally determined canons of 
criticism by inner, psychological criteria. The disintegration 
of formalist c lassicism was accompanied by the growth of a 
certain introspective self-consciousness and l inking of thought 
with experience and personality. This was a change of a 
radical nature and certainly one beyond the scope of litera­ 
ture or l iterary appreciation. It is possible, ironically enough,  
to trace the or ig in of this change, one that dealt the death 
blow to the neo-classical conception of literary culture as 
sharing i n  the common fund of given experience, to the 
c ircumstances surround ing the b irth of neo-c lass ic ism itself. 
Humanism was the direct source of the literary creed that 

stressed so much the v irtues of genera l isat ion 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 context that Wordsworth's Prelude acquires 

such a tremendous s ignif icance 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 
po l ite cu lture drew to a c lose .  It is the counterpart in Eng land 
of Goethe's creative endeavours that had r ightly appeared as 
'fragments of a great confession. Herder stressed the imp l i ­  
cations of t h e  personal factor both for l iterary creation and 
criticism w h e n  he h a d  suggested (in 1 7 7 8 )  that as a work of 
art was the impression of a living human s o u l ,  the b i o g r a p h y  
of an author was b o u n d  to be the best commentary on his 

work. Some of the most important aesthetic d i s t i n c t i o n s  
p opu lar i sed  by the German cr it ics at the tu rn of the century , 
the distinctions between 'naive' and 'sentimental', ' real '  and 
' ideal', 'objective' and 'subjective', were main ly formulated 
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mt k in g  out the implications of the insight rega; while w o rk i ng  .:,  Th id Ing record of experience. Ie lea of personal; literature as a [ ;o ,  ty, 
h t'city achieved through iving and experiencin of a u th e nu  :  f  E  '9, 

d the creative genius o urope throughout th haunter :he ,, 1e ; th century and became, at th e  same time, the l ivin nineteen . : 'g 
;  .i» 5l¢  of the interpretation of l iteratu re for critics who pr inc iple ;  :,  .  f  

wished to move out of the gener ic cr iter ia  of a dead for. 
ma l ism . 

The study of the biographical approach in its application 
to the work of Shakespeare wou ld  require one to look for 
peculiar emphases and ramifications w ithin the general 
framework of the personalist stance. Though the discussion 
of the question of Shakespeare 's se lf-revelat ion was already 
about a hundred years o ld ,  no one e lse before Dowden had 
given it so much salience as to make it the centra l  issue : 
The attempt (says Dowden in his Preface) made in this volume to con­ 

nect the study of Shakespeare's work with an enquiry after the persona­ 

lity of the writer, and to observe, in its several stages the growth of 

. his intellect and character from youth to full maturity, distinguishes the 

work from the greater number of preceding criticisms of Shakespeare, 

The cla im was no doubt just ified and for reasons that may 
not now be regarded as very complimentary to Dowden's 
own cr itical acumen in choos ing to fee l  confident where 
others before h im had remained tentative and hesitant. It 
is possible that some of h is confidence he might have owed 
to e lements in the contemporary critical ethos, to intellectua l 
tendencies with a pecu l iar ly Victor ian character. Dowden 
remains the exemplar per se of the b iograph ica l  approach to 
Shakespeare, an approach that dominated the crit ical scene 
as an accepted orthodoxy for many decades. Moreover, 
though he conti »d ., , st nue to write on Shakespeare t i l l  almos the end of his t career and many of h is  later writ ings are no 

WY of a high order but also mark the beginnings of fresh 
Ines of i nqu i ry, "  he hi 

P
os·r 6 • ' never thought it necesary to change is 

t o n'  with regard t the . be k It w ou l d,  the  to  e  main stance in  his ear l iest 0 0 .  
uI  ,  th e r e f o r e,  be f 1s proper to keep Dowden in the focu 
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while writing on Shakespeare's self-revelation. 

The scantiness of biographical detail and the dramatic 

mode of Shakespeare's writings have generally tended to 

lead those who seek self-revelation in Shakespeare to fall 

back upon their own intuitive and subjective apprehension 
of his personality. The l ine 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 a lone.  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 of the biographer's 

preconceptions, had already created the first of the innu­ 

merable ' images' of Shakespeare that went a long way 

to influence, albeit ind irectly, the criticism of the p lays . 

With the advent of Romantic ism the attempt con­ 

sciously to fuse subjective conceptions of Shakespeare's per­ 

sonal i ty with an appreciation of his works became an 

important preoccupation with critics and commentators . 

Dowden's case is, however, d ifferent and rather paradox ica l :  

for h im the connection 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 h i s  work was part of the objective, 

detached and  systemat ic study of l iterature. The late V icto­ 

r ians had a pass ionate fa i th in  the scientific method and 

Dowden ,  notwithstanding h is  l ibe ra I ,  humanistic upbr ing ing ,  

was enough of a positiv isit not to approach literature as an 

object the study of which required the intel lectual discipline 

of a scientist. Cr i t ic ism was for Dowden, as for others in 

that age, the pursu i t  of truth ,  and a pursuit that had its 

ana logue in the work of an anatom ist or a botanist . Dowden 

no doubt occasionl ly speaks of a l i t e r a r y  work in terms of 
its o r g a n i c  u n i t y - a  C o l e r i d g i a n  c o n c e p t - b u t  the i d e a  under­ 
goes a s u b t le s h ift of connotation in that Dowden's use 
reminds us more of a botanist's approach to a plant than of 
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254 Maqbool Hasan Kha, 
. 1 a n  ism of t r a n s c e n d e n t  s i g n i f i c a n c e  t h a t  a  lite a vital org . rary 
k . for C o l e r i d g e .  I t  was, therefore, n e i t h e r  as a se . wor! I S  .  .  •  .  ·nti­ 

l .  t  n o r  a  subjective i m p r e s s i o n i s t  t h a t  h e  s o u g h t  m e n t ai l s  .  to 
connect the study of S h a k e s p e a r e  w i t h  a n  e n q u i r y  after hjs 

n a l i t y ·  it w a s  o n  t h e  c o n t r a r y ,  a l m o s t  as a scientist persol • ·, a s  
someone w o r k i n g  u n d e r  t h e  s h a d o w  of t h e  e v o l u t i o n a r y  
'myth' a b o u t  the origin of t h i n g s  t h a t  he looked for the 
o r i g i n  of S h a k e s p e a r e' s  work i n  h i s  m i n d .  T h e  e x t r a o r d i n a r y  
success of t h e  Mind and Art s p e a k s  v o l u m e s  as to t h e  con­ 
temporaneity a n d  i m m e d i a c y  of its c r i t i c a l  i d i o m .  

Dowden's m a i n  ' h y p o t h e s e s' ,  to u s e  h i s  o w n  favourite 
word, are focused o n  t h e  q u e s t i o n  of s e l f - r e v e l a t i o n .  He 

assumes t h a t  not o n l y  is there a l i n k  between a n  a u t h o r' s  
work a n d  h i s  m i n d ,  b u t  a l s o  t h a t  c r i t i c i s m  w o u l d  a c q u i r e  
s i g n i f i c a n c e  i n  p r o p o r t i o n  to its s u c c e s s  i n  u n r a v e ll i n g  the 
m a n  b ehind t h e  wo rk. H i s  s e c o n d  a s sumpt i o n  is  that the 
complete works of a n  a u t h o r  w o u ld a lso  be fo u n d  to reveal 
the wr iter's m i n d  i n  a  p e c u l i a r  way-not as a  d isco n n ected 
colloc at ion  of aspects, b u t  as a n  org a n i s m m a n ifest ing a 
process of gr o wth .  Th u s ,  i n terest ingly, h e  sets out to study 
Shakespeare's work not on ly as 'fragments  of a great con­ 
fess ion '-howeve r  i nd i rect-but a l so trace in  them 'the 
growth of a po et's  m i n d ' .  I n  a l l  th is Dow d e n  was not, of 
course, be i ng very o r i g i n a l :  the entire we ig h t  of cr it ica l  
trad it ion  d u r i n g the preceding hundred years, from Herder, 
through  Sc h ille r ,  Goethe, the Sch lege l s ,  Wordsworth, Cole­ 
r idge , Keb l e ,  Carly l e ,  a nd Newman,  had been i n  favour  of 
the view of ar t  as se l f - revela t i on.  Co le r idge ,  indeed ,  among 
the English  cr it ics had fo rmu lated a view that was far more 
subtle and complex tak ing fu l l  account of the 'distancing 
achieved in a work of art despite the un ique  and personal 
nature of its v is ion .  Lacking suff ic ient force of contrast, 
however, his views, too, had merged into the more straight­ 
forward person l i  th +,  ~.  n al i s t  th e o r i e s  of l i terary art .  

There is l ittle doubt that in  h is  Victor ian enthusiasm fol 

the personality of Shakespeare, for rescuing Shakespear° 
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Shakespeare's Self-Revelation 255 

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 l i ab le  to succumb to excessive thought 

and passion-for believing that Shakespeare could ,  and did,  

in fact abide our question, Dowden did not underestimate 

crit ical difficult ies,  nor d id he ignore the fact that some of 

the most inf luent ia l  op in ion before h im had insisted on app­ 

roaching Shakespeare as an impersonal poet, opin ion that 

otherwise regarded literature as self-expression. Dowden 

was undoubtedly aware of the hazard in attempting 'to pass 

through the creations of a great dramat ic poet to the mind 
I  

of the creator' (Preface , p. x i i i ) .  Richard S impson, reviewing 
the Mind and Art in The Academy, recognized th is when he 

pointed out: 
Professor Dowden's subject is one ful l  of diff icult ies, and  incapable 
of strict demonstration. Mr  Ha l l iwe l l  exhorts us a l l  to avoid the temp­ 
tation of endeavouring to decipher Shakespeare's inner  life and charac­ 
ter through the media of h is  works. According to previous bias, so 
will the reader's assent to the conclusions of this book. 

Know ing fu l ly the dangers and p itfalls of the approach he 

had adopted Dowden st i l l  bel ieved that 'a product of mind 

so large and manifold as the w r i t ings of Shakespeare cannot 

fa i l  in some measure to reveal its o r ig in and cause '  (Mind 

and Art, p. x i i i ) .  The most inf luent ial cr it ic of the century 
had, apparent ly , thought otherwise. Coler idge had th rough­  
out la id great stress on the protean qual ity of Shakespeare, 

h is impersonal ity at the s imp le  dramatic level. In this he 

had been close to Schiller who had categorised Shakespeare 
with Homer as 'naive'lacking in the e lement of self-con­ 

sciousness so characteristic of 'modern' l i terature .  Schiller 's 
conception of Shakespeare in terms of a depersonalised ,  
immanent deity was echoed by Coler idge when he remarked :  
'Shakespeare is the Spinozist ic deity--an omnipresent creati­ 
veness, Mi lton is the deity of presc ience . . . .  Shakespeare's 
poetry is character less ;  that is, it does not reflect the individua l  
Shakespeare' .8 Shakespea re, Coler idge ins isted ,  possessed 
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the quality of total self-immersion, a quality which he sk, 
with Chaucer, but in a totally different way: 

The sympathy of the poet with the subjects of his poetry is particujey 
remarkable in Shakespeare and Chaucer, but what the first effects by: 
t  ng act of imaginat ion and mental metamorphosis, the last d 

st r or  '» jb  k i d I  i.  hoes without any effort, merely by the i nb o r n  «inc  ly  joyousness of his nature 
How well we seem to know Chaucer!  How absolutely noth ing do y 

know of Shakespearel 

Apart from this genera l  character isat ion, Coleridge had 
specifically disavowed the possibility, at the psychological 
level, of ident ifying Shakespeare with any of the dramats 
personae. 'Shakespeare darts h imself  forth, and passes into 
all the forms of human  character  and  pass ion.  .  .  .  Shakes­ 

peare becomes a l l  th ings,  yet for ever rema in ing himself.1o 
I n  Venus and Adonis, Coler idge found the 'second sure pro­ 
mise of gen ius '  wh ich consisted in ' the  cho ice  of the subject 
remote from the private interests, c i rcumstances,  and feel ings 
of the poet h imse lf' .  

Notw i thstanding all these ,  a n d  many other, comments 
on Shakespeare's impersona l i ty ,  it may pe rhaps not be exactly 
true to suggest ,  as M .  H .  Abra ms does,12 that Coler idge was, 
l ike some modern crit ics such  as Sto l l  a n d  K ittredge, exclu­ 
s ive ly concerned w ith Shakespea re the artist. The subjectivity 
which he attributed to Shakespeare was, no doubt, not the 
subjectiv ity of the poet, but 'a subjectivity of the Persona, 
or dramat ic character'. Nevertheless, as C. J. Sisson 
points out, there are hints of a subjectivist approach in 
Co ler idge. In  the fourth of h is 'Lectures on  Shakespeare 
and Mi lton ' ,  he intended to cons ider  Shakespeare 's plays 
'as they seem naturally to flow from the progress and 
the order of h is m ind '  .15 No doubt, 'the progress and order 
of his mind '  is in terms of art ist ic growth and maturity, but 
the suggest ions elsewhere do certa in ly acquire a vaguely 
biographica l  s ign i f icance.  I n  h is arrangement of the plays 
a ccord ing  to 'epochs', the group compr is ing the tragedies 
Is preceded by the comment: 'the period of  beauty is now 
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Shakespeare's Self-Revelation 257 

passed by, and the period of . . .  ['terribleness'] and grandeur 

[succeeds]' .16 In  the same group Troi/us and Cressida, too, 

is preceded by a comment that has a faint ly 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 

feel ing that some of these characters stand in  a  special 

relationship to their creator. The brief reference to Coler idge, 

however, was intended only to show that Dowden's attempt 

in the Mind and Art was not without a context of crit ical 

discussion, and  that, apart from critics l ike A. W. Schlegel 

who had taken a subjectivist view of Shakespeare, even 

Coleridge's crit icism could have provided Dowden, if he 

needed it, possible grounds for discovering self-revelation 

in Shakespeare .  
Dowden's main concern was not b iographica l  but cr it ical 

though it is not always possible to d ist inguish between the 

two. This is perhaps as it shou ld be . One may indeed be 

persuaded to discover in the fact not only the ma in  s ign i ­  
ficance of the approach but a lso its most important point 

of contact with some of the common tendenc ies in  the 

Shakespeare cr it ic ism of the present century. The blurr ing 

of the dist inct ion between biography and crit ic ism-whether 

the critic's a im is to probe the depths of the creative self 
of Shakespeare for its own sake or to discover the m ind in  

the works as constituting its ethical core- is indicative of 

the fact that the two are perceived to be or ig ina t ing i n  the 
unity of l ived experience .  What Dowden was out to discover 

in Shakespeare was the essential meaning that the latter 's 
experiencing se lf had been able to forge out of l ife .  That 
Dowden had considerable diff icu lty in  locat ing that mean ing 
can be seen from his letters . He was in search of a 'concep­ 
tion of the man Shakespeare ' ,  he tells us i n  one of h is 
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7 and he found it  in an  essay by David Masson 1% letters, . 
the well-known biographer of M i l ton .  Masson helped 
D den in locat ing the core of Shakespeare's spiritu 1 ow . . I d h a quest: a taut ba lanc ing of the empi r ical  a n«  th e  metaphysical, 
or rather the apprehension of the beyond through a ful y  
real izat ion of the mundane .  Masson thought that, bel ieving 
a l l  human existence to be an i l l u s i o n ,  Shakespeare had achie 
ved a profoundly metaphysica l  d imens ion through the very 

concreteness and real i ty of h i s  presentat ion of the actual 
wor ld. An important conc l us ion that can  now be drawn 
is that when Dowden set out to connect Shakespeare's 
personality with h is work, he d id  not probably mean to 
ident ify the dramat ist w ith any of h i s  characters on the 
simple ,  psychologica l  level of f ict iona l  ' recognit ion'Dickens 
himself in  the cha racter of Dav id  Copperf i e ld,  for examp le­ 
not 'persona l ity' ,  pe rhaps ,  at the psycho log i ca l  leve l  at a l l ;  
what he hoped to d iscover in  the unity of comp lete works, 
was the un iqueness ,  the· 'personal ity' of a cons istent v is ion.  
Masson d id in fact prov ide h i m  with what he had been 
looking for-a 'concept ion of the man Shakespeare ' .  

Dowden does no doubt  try to arr ive at a concept ion of 
Shakespeare 's persona l ity in  the mo re normal  sense of the 
word a lso .  He contrasts two popu la r  ' images '  of Shakes­ 
peare-that of the cheerful, se lf-possessed ,  and prudent 
man, the 'burgher-from-Stratford', and the one that had been 
popu la r ised by the F rench author ,  Ta i ne,  of Shakespeare 
as ' impetuous in h is  t ranspo rts ,  d isorde r ly i n  h is  conduct ,  
heed less of consc ience ,  bu t  sens i t ive to every touch of plea­ 
sure, a man of inord inate ,  extravagant gen i us '  (Mind and Art, 
p. 3 1 ) .  From these two extreme views of Shakespeare's 
personal i ty,  Dowden evolves a concept ion that, apart from 
its great psycho log ica l  interest as postu lat ing an inner 
confl ict, a lso acqu i re strong eth ica l  overtones-it becomes, 
so to say, a Vic tor ian  ana l ogue  of the P i l g r im 's  Progress, 
overcom ing i n  th is  case the daemons of excess ive thought 
and pass ion,  and moving on to the he ights  of redemptivist 
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vision. The 'positivist' in Shakespeare is juxtaposed with 

that which is represented by the composition of Othello and 

King Lear. The 'positivism' is no doubt discovered in  the 

fact of the few known business transactions at Stratford; 

the other aspect of h is  personal ity is only inferred from the 

composition of plays like Othello and King Lear. By a remar­ 

kable logical legerdemain, Dowden transforms the objective 

manifestations of 'the inf in ite of pass ion and the infinite of 

meditation' in characters l ike Hamlet  and Othello into the 

deeper components of Shakespeare's sp i r i tua l  personality. 

That the argument is c i rcu la r ,  a  v i rtua l  cul de sac, is never 

noticed by the bel iever in  Shakespeare's self-revelat ion.  

The chief among the cr it ica l  consequences of the b iogra­ 

phical method is the sa l ience g iven to certa in plays and 

characters, and ,  at the same t ime ,  the undervaluat ion of 

certain others .  Titus Andronicus, for ex amp le ,  is not gene­ 

ra l ly regarded as among the 'great' p lays of Shakespeare ,  
and the consensus of sch o la r ly o p i n i o n  at that t ime was 

sceptical about  the authent ic i ty of the play. One ,  however, 

suspects that  Dowden may have been encouraged i n  his 
gross un d er v a luat ion  of the play by h is  preconcept ions about 

the b i o g ra p h i ca l  scheme ,  by h i s  be l ief that the play was 
written at a t ime w hen Shakespeare had not as yet l inked 

his soul  to the 'graver realit ies' of l ife .  The b iog raphica l  

predisposit ion a l so leads Dowden to accord a more rad ic a l  
position to Romeo and Juliet and  Hamlet than wou ld g ene ­  

rally be w a r ra n t e d .  Dowden does th is  i n  terms of what 

w o u l d  now be c a ll e d  themat ic or mo ra l  concern, tho u gh 

there is  a l s o  present a ce rta in  e lement  of f i c t i o n a l  identi­  
f ication.  Dowden misses many  of the dimens i ons  of the 
history plays by l i m i t i n g  the i r  scope to the 'wor ld of the 
practicable' .  H i s  c r iticism of the last plays, too, has been 
vititod by the e lement  of sent imenta l i ty  introduced by his 
con ept ion of Shakespeare 's  supposed 'o ld '  age.  

Shakespeare, His Mind and Art was pub l i shed i n  1875 ,  
and immediate ly it became a great success.  It  was followed, 

\  
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rs later by the l i tt l e  book Dowden wrot two yeal ' :. :. e in 

t re Pr imer series, and i t  was this that conta. ' Lite ratu!  ·,  UIned @ :, hical pattern of Shakespeare's growth jn r  biograpl Its mo%s 

t 11 .158
d form. I t  no doubt led to much sentiment. " 

crystal .:  Illy and 
+ 30pular acceptance was certa in ly the sourceof a its p .: bt :. [ .  9ood deal of cr it ical  confus ion,  ut its i m pl i c i t  recognition 
Shakespeare's a r t i s t i c  growth i n  experiential  terms was:: 
achievement of a h igh  order. Dowden was perhaps t 

first to have embarked on a systematic critical study 0� 
Shakespeare's plays in  a chronolog ica l  order. He had been 
helped in  this by the work of scholars from Malone to Fumi 

val l  and Fleay, but it was h is  own sense of the inner signifi­ 
cance of the plays in  terms of the i r  g rowing mora l  vis ion that 

had really enab l ed h im  to d iscern in them the i r  pattern of 
growth. Coler idge had wished to study the p lays in a 'phy­ 

s iologica l  and patho logical',  and not a chronolog ica l ,  order, 
but th is may not be taken as a total disavowa l  of the chrono­ 
logica l  study. The rea l  reason why he had turned away from 
making much of the chronologica l  order of the plays was 

that contemporary scholarsh ip had made ava i lable to h i m  a  

sequence that wou ld have led  o n ly to ab sur d i t ies ;  it is diffi­ 
cu lt to be l ieve that any  o ne c o u l d  have worked out a pattern 
of sp ir itua l  grow t h  i n  Shakesp e a r e  on t h e  basis of a chrono­ 
l o g i c a l  order t h a t  a s s i g n e d  The Winter's Tale to the middle, 
a n d  Twelfth Night to t h e latest, yea r s  of Shakespeare's 
c a r e e r . " D o w d e n ' s  own c h r o n o l o g i c a l  a r r a n g e m e n t  i n  Shakes-° 
peare P · · , rimer a i m s  at a c o m p r e h e n s i v e  v i e w  of S h a k e s p e a r e  s 
development ,  and ,  as p o in ted  o u t  by S i r  E d m u n d  Cham- 
bers 20 t I . , tak e s  a c c o u n t  o f  g e n e r a l  i n t e l l e c t u a l  and literal¥ 
factors. He b :  · f '  ·  goes eyond external evidence and 'sc ient ir l C  
tests, and f inds 3  f. : 

ls j u s t if i ca t ions  for h is  own chronological  arran° 
gements in a cr it ic  J  •  'A we d  't i c al  and intu i t ive sense of development ? 

e lo not need a th in te  ermometer to inform us of decided change° 
emperature i n  th ·jfj tests tc e 1o atmosphere, so we need no sc ien t il l O  

o m ak e  us aw; th :. , , lost to Ha 4_ 'are th a t ,  in  passing from Love's  Labour° 
amlet ,  and f 

from Hamlet to The Tempest, we pas$ 
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from youth to manhood, and again from a manhood of trial 

and sorrow to the riper manhood of attainment and of calm' 

(Shakespeare Primer, p. 37).  It may be possible to see that 

in this, as in much else, the reference to growth in literal, 

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 va lue .  

It  would be interesting, and not entirely uninstructive for 

the history of Shakespeare crit icism, to make a survey of the 

articles on Shakespeare in the successive editions of Ency­ 

clopaedia Britannica beginning in the middle of the eighteenth 

century. It may not contribute much to our  knowledge of 

the genesis and growth of bardolatory, but it would not fail 

to illuminate the history of the rise and fall of orthodoxies in 

Shakespeare cr it icism and scholarship.  It is not surpr is ing,  

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 l ife and the development of h is  

gen ius  in terms that are remarkab ly c lose to Dowden's, whom 
it mentions by name. The 'pattern' ,  thus , had already be­ 

come part of the established view of Shakespea re 's genius,  

and was to rema in so for many years to come .  Need less to 

say, the ear l ier  editions have hardly a trace of the develop­ 

mental design ,  and ,  subsequently, the article contributed by 

S i r  Edmund Chambers to the famous eleventh edition ,  though 

largely sympathet ic to the biograph ical  approach ,  especially 

to the Sonnets, is, as would be expected from such an em i ­  
nent authority , free from indebtedness to any sing le source. 

George Brandes, the Dan i sh writer, had deliberate ly set 

before himself the goal  of refuting the idea of Shakespeare's 
impersonality. The result , however , was a book that crossed 
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·. .  f  objective criticism and, along with the %,¢ the limits O1 ;he d  POok  may rather be a p p r o a ch er  as no more t Frank Harris, .,  .,  an an 
i  sociological phenomenon.  Sir  Sidney Lee wh interesting 1se 

:. h of Shakespeare was regarded as the most a u t h .  b i o g r a pl y  ori­ 
t i l l  superceded by the scholar ly  volumes of Sir Edm tative I  •  Ind 

b S Was staunchly opposed to the idea of self-revel C h a mb e r ,  la­ 

; H is  knowledge of I ta l i an  and French poetry of t t ion. le 
sixteenth century led h im to regard even the sonnets as mere 

poetical exercises with absolute ly no relevance to Shakes. 

peare's personal l i fe ."  I n  h i s  lectures on Shekespearean 
Tragedy, Bradley dec ided to ' leave untouched,  or merely 
glanced at, questions regarding Shakespeare 's l i fe and charac­ 
ter and the development of h i s  gen ius  and art'?' because he 
was concerned on ly with a specif ic aesthetic problem and, 
perhaps a lso because he m ight  have thought  the subject of 
quest ionab le c r i t ica l  ut i l ity .  It  was on ly in  a l itt le  introductory 
vo lume, part of a ser ies that ob l iged the contr ibutor to fuse 

b iography into c r i t ic ism, that  another d is t i ngu i shed  attempt 
was made to read Shakespeare out  of h is works and  then to 
approach the works in the l ight  of that  preconcept ion .  

To say, however, that Ra le i gh worked under  some kind 

of an ob l igat ion to adopt the b iograph ica l  approach would 
not at all be correct s ince the en thus iasm with which he 
responds to the challenge r igh t  from the beg i nn i ng  suggests 
strong convict ion rather than the attempt to make virtue out 
of necessity. We may reca l l  that  it was Ra l e i gh  who, with 
his excel lent gift f 3d :. . or memorab le  phrase ( 'monument to dea ideas' for Paradis L t), 

Ise .o s t) ,  made the remarkable suggestion­ the subject w [ ¢.  as s el :- r e v e l a t i o n - t h a t  'no man can wal abroad save o h i  
a le · qt  2  is own shadow' (Shakespeare, p, 7). 

eIgI was a convinc d 
ho ce persona l 1st. I t  1s interesting to note, wever, that he ha d  
towards th 1a« adopted an  i ron ic ,  detached stance 

s th e  excesses f t 'S i n  h  .  0  t  e  Romant i c  cr i t ics of Shakespeare. ce th e  rise of , _ 4f  
Shakes iomant ic cr i t ic ism, the appreciation o Speare has become .. 
however ext e a kind of auct ion ,  where the bidder, 

'avagant, et a,  1) 
,  arr ies off the prize, (Shakespeare, p. ) .  
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This element of detachmenent, the ability to stand outside 
the Romantic tradition, is significant in  that it is indicative of 

a slight, almost imperceptible shift in  sensibil ity. It may be 

worthwhile to remind ourselves of Raleigh's contribution to 
Milton criticism. There, too, he makes efforts to disengage him­ 

self from the Romantic tradition in  crit icism though the effort 
was overshadowed by the fierce modernist assault on Milton 

that began i n  the 'twenties. I n  h is book on Shakespeare, 

Rale igh makes an effort to go back to the older modes of 

critical apprehension i n  order to balance what he considered 

to be the excesses of Romant ic cr it ic ism. About the problem 

of Shakespeare's self-revelation, however, he chose to fol low 

in the footsteps of Dowden rather than adopt the more 

formal and impersonal approach of crit ics and scholars l ike 

Sir Sidney Lee .  
The very excellence of Shakespeare's writ ing  makes 

Ra le igh con v inced that Shakespeare co u ld  not but have 

revealed h is  min d  in  them .  That which is revealed is not ,  of 

course,  any t h i ng as tr ivial as personal id iosync rasies .  'W hat 
we do know of h i m  is so essential that it seems impersonal'  

(p. 6). I n  t h is  brief summary  of Rale igh's views on the 
subject of Shakespeare's self- revelat ion we may also note 
t h a t  most of the arg uments are advanced in  the sp i r i t  of 

controversy s u ggest ing  that the cr it ical  debate that had been 
i n i t i a t e d  by D o wden three decades ear l ier  cou ld still  provoke 

interest, a n d  a l s o  t h a t  R a l e i g h  seems to be s u m m i n g  u p  what 
app e ar to h i m as arg u m ents still va l id .  

T h e  m a i n  w e a k n e s s  of most of the arg u m ents put forward 

i s  the i n a b i l i t y  to d i s t ingu i sh between the emotion of rea l  
life e x p e r i e n c e d  by the  poet and that of art inher ing  i n  a  
structure t h a t  h a s  an i ndependent l ife  of its own .  The ent ire  
debate a b o u t  s e l f - r e v e lation i n  the nineteenth century was 
c a r r i e d  o n ,  by p r o t a gon ists and opponents  a l i k e ,  on the b a s i s  
of fa ll acious argum ent s .  No one can deny the exper i ent i a l  
context of l iteratur e  a n d the ind ividu a l i ty of artistic vis ion ,  
but to say that the l i v ing experience of art is the same as the 

( Scanned with OKEN Scanner 

Alig
arh

 M
us

lim
 U

niv
ers

ity



264 Mboo/a,, 
lived experience of life is to miss an important 
argument. It is no less than ignoring tho "P hn 

t th ·iti . 3'modi%e, imagination. It is th e  recognit i o n  of  this important " 
,4 .+.  f th '' truth ; the general critical consciousness of th o  present e 

leads one to find rhetoric such as the followina ~ " y  ta 
f Sh k Polnt1811, 'Plays l ike those of ak e s p e a r e  cannot be writton ; 

blood; they call forth the man's wholo energies, and ta:a�d 
of the last farthing of h is  wealth of sympathy and o pe , "  

orience' 
(p . 8 ) .  Rale igh makes an  appeal  to the reader's awaron¢% 
of the complexit ies of poetry. Great poetry refuses to com, 
itself to rigid, easily comprehensible formulations or%~" 
ence. S ince Shakespeare cannot offer 'a four-square scheme 

of th ings'  (p. 9) ,  he may be thought  not to have revealed 
himself in h is  works, We must, however, realize that 'he 
has spread out before us the scro l l  that contains his inter. 

pretation of the world; how dare we compla in  that he has 
h idden h imse l f  from o u r  knowledge? '  (p .  8) .  

An interest ing par t  of R a l e i g h ' s  biographical  method is 
h is suggest ion regard ing the actua l  content of Shakespeare's 
se l f-revelat ion. A l l  such  attempts, however, are bound 
to degenerate i n t o  t r iv ia l i t i es  s ince the critic's own predispo­ 
s i t ions may i nc l i ne  h i m  to foist them on Shakespeare's 
work. Dowden, we may reca l l ,  thought  the core of Shakes­ 
peare's spir i tua l  l ife to have consisted of the conflict 
between passion and  meditat ion.  For Ra le igh,  on the other 
hand, the chief s ign if icance of Shakespeare's spiritual  quest 
lay in  his passage through the Charybdis and  Scyl l a  of reason 
a n d  the life of i m a g i n a t i o n .  A l l  t h i s  r e m i n d s  u s  of the irony of 
hi »d; story that p r o b l e m s ,  c r i t i c a l  a n d  o t h e r ,  a r e  seldom resolve 

they are simply r e l e g a t e d  to t h e  d o m a i n  of irrolevan8. 
There is, however, a n  i m p o r t a n t  respect i n  which Raleigh 
has anticipated a tondency in tho S h a k e s p e a r e  criticism o' 
the 'thirties that was o n c e  r o g a r d o d  as n o v e l  and exciting; 
Hale igh a a ;h  . ·e y i d e n c  "  p r o a ch o s  S h a k e s p e a r e ' s  imagery for 'O _ , 4d  
of his tastes and incl inat ions a l m o s t  in the same spirit a 
with the sa , ,,  s to do amo a s s u m p t i o n s  as C a r o l i n e  S p u r g e o n  w@ 
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later in the 'thirties. 

The interpretation of Shakespeare in the past has had a 
twofold significance: interpretation in terms of contemporary 
preoccupations, and that with a transcending relevance. The 
two are not easi ly separable.  The personalist stance, parti­ 
cularly from Dowden to R a l e i g h  and at least i n  its overt 
formulations, has perhaps more of the former. The percep­ 
tion of continuit ies in Shakespeare criticism would, however, 
i n c l i n e  one not to be discouraged by ostens ible, and now 
irrelvant, a ims.  The results of the applicat ion of the biogra­ 
phical method to the study of Shakespeare would be found 
to have m u c h  in common w ith some of the important trends 
in twentieth century Shakespeare cr i t ic ism. There are not 
only continuit ies of bas ic assumption between the practi­ 
t ioners of the b i ograph ica l  method and critics l ike Caro l ine 
Spurgeon and Dover Wilson,  but even the Scrutiny crit ics, 
with the i r  avowed mora l  concerns,  wou ld a lso be found in  
the m a i n  drift of the i r  c r i t i c ism  to be engaged in not dissimi­ 
l a r  pursuits. 

Department of English 

Aligarh Muslim University 

Aligarh 

NOTES A N D  R E F E R E N C E S  

1  See the three publ ished volumes in a projected six vo lume edition of 
select ions from the ea r l i e r  Shakespeare c r i t i c i sm  in the Cri t ica l  
Heritage series edi ted by Professor B r i an  Vickers. . 

? Shakespeare's Lives by S. Schoenbaum (London,  1970) ,  with i t s  
excellent combina t ion  of sympathy and sophist icat ion Is a case in 
point .  l  St d  

"  Edward Dowden, Shakespeare, His Mind and A r t ;  A  Critical st u dy  

(London, 1875) ,  The references in the text are to the ninth edition 
(1889).  
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t h,  Shakespeare, Engl ish Men of Lettes series ([%, 
• watter a"" ,_ ~~ ~ % e s  in the text are to the edition or 19p%' "on, 07), The refer s  ' '  ~~an recognised by L i ly  B .  Campbell as the pioneer%~, 
» He ha° ~eh to Shakespeare. See Lily B. Campbel], $ ii "  h. t rical appro N y , a e,. " " ~ ,,  ~ii  Heroes: Slaves of Passion ( Ne w  York, 1 9 3 0 ), %.  

Peare's rag,c . ' 1 ·  b  h  '  •  ·  1ee 

kable essay by Dowden, 'El i z ab e th a n  Psychology' j%  ; also the remark is 

M d n and Elizabethan ( London, 1 9 1 0 ) ,  pp, 308-33. Essays lo« e r  

Sh kespeare Self-Revealed?', Essays Modern and E./lzabetha 6 See ' Is  1al  n, 

pp. 250-81 .  
The Academy, 27 February 1875.  

e  The Table Talk and Omniana of S. T. Coleridge (London, 1 9 1 7 ) ,  p. 92, 
• Table Talk, p. 294. 

1° Biographia Literaria, Vol. I I  (0ford, 1907 ) ,  p. 20. 
1 Shakespearian Criticism, edited by T. M .  Raysor, Vol. I I  (London, 

1962) p. 63. 

13 M. H .  Abrams, The Mirror and the Lamp: Romantic Theory and the 
Critical Tradition (New York, 1953) .  p. 249. 

13 Table Talk, p. 94. 
C. J .  Sisson, The Mythical Sorrows of Shakespeare, Brit ish Academy 
Lecture (London, 1934 ) ,  p. 6. 

1 Shakespearian Criticism, Vol. I L .  p. 67. 
16 The Mythical Sorrows of Shakespeare, p. 6. 

Fragments from Old Letters, E. D. to ED,W. 1869-1892, first series (London, 1 9 1 4 ) , p . 8 3 .  
David Masson, 'Shakespeare and Goethe' ,  Essays Biographical and 

Critical, Chiefly on English Poets (Cambr idge ,  1856) .  
1  The Plays and Poems of William Shakespeare, Vol, I .  (London, 1794), 

Pp. 225 26. 

William Shakespeare, Vol. I  (London ,  1930 ) ,  p. 252. 
Encyclopaedia Britannica, n in th  ed it ion (Ed inburgh,  1885),Vol XXII pp. 736 (f. 

"eorge Brandes William Shakespeare (London,  1898 ) .  
See Sidney Lee, The Impersonal Aspect of Shakespeare's Art, Engl ish Association Leaflet No. 1 3  (Le ndc  1909 ' I n t  d  :.  o n to n ,  o u c t i o n ' ,  Shakespearean Tragedy (London, 1904) ,  p. 1 .  
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BOOK REVIEWS 

Love-Hate Relations. By STEPHEN SPENDER  (New Delhy .  

All ied Publ ishers Private Limited), first I nd i an  '  •  ·  reprint, 1977, 318 pp. 

In 1965 Stephen Spender gave the Clark Lectures at 
Cambridge University. H is  subject was the Anglo-American 
relationship. Since he 'hates' pr int ing h is  lectures, he decided 
to rewrite them. I n  the process only five pages of the or ig ina  1  

lectures have survived. If the informal manner  or the smooth 
flow of Spender's thoughts, achieved at t imes at the expense 
of brevity, has made the book eminent ly  readable,  it has a lso 
considerably concea led the amoun t  of scho la rsh ip  that has 
gone into its w r i t ing .  Another feature that lends a certa in  
vividness to Spender 's style is  h i s  use of s im i les  some of 
which are quite outstand i ng  l ike the one about the preserved 
Amer ican past as it must have appea red to the eye of 
Spender, the poet: ' . . .  does not it a l l  have the g lazed look 
of a paralyzed Sparrow under  the hypnot ic g la re of a boa­ 
constrictor-the great Amer ican futu re? '  Apart from an  
introduct ion, the book consists of f ive sect ions ,  each con ta in ­  
ing a number of sub-sect ions .  I n  the in t roduc t i on ,  the author 
declares that he has chosen to study E n g l i s h  and Amer ican 
sens ib i l it ies th rough the med ium of E n g l i s h  Literature ,  for 
'w ith in the common l iterature and l a n g u a g e  the two peoples 
share a past of memory and  i m a g i n a t i o n ' ,  Spender 's  frame of 
reference i s  quite i nc lus ive .  Th i s  g ives an  add i t iona l  interest 
to the book bes ides that  of its subject .  It can ,  as wel l ,  be 

read as a work of l i terary c r i t i c i sm con ta i n i ng ,  as it does, a 
number  of va luab le  c r i t ica l  i ns ights  in to some of the most 
important Br i t ish and Amer ican writers and  the i r  works. Indeed 
at places, Spender's approach is so close to that of l iterary 
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:. ,  that a few of his observations ( if picked out or appreciation . 
the context) may be offered as s p e c i m e n s  of practical 

~ i  for instance, h i s  a n a l y s i s  of a brief passage from criticism, ,  ·  the fi  ,  
:»  ray's The Sun Also Rises, i n  e  irst section of th% HemingW + ,  J  J  •  book (pp. 18 - 19 ) .  These pieces ot c r i t i c al  a n al y s i s  are, no 

d bt an integral  part of the c e n t r a l  a r g u m e n t  of the book. 
OU , . h h b Spender opens h i s  a r g u m e n t  w i ti  th e  ob s e r v a t i o n :  'A 

Hundred years ago, E n g l a n d had over Am e r i c a  what Emerson 
called "the immense adva n t age". Am er i c a n  t h oughts,  he 
wrote, were English t h o ugh t s .  Today it wou ld be as true to 
say that America has the adv a n t age  over Eu r ope .  Eu r opean 
thoughts are Ame r ican  t h o ugh t s ' .  T h o u g h  it  is debatable 
whether European though t s  a r e  Am e r i can  th o u g h t s ,  perhaps 
what Spender wishes to suggest  here is  t h e  over-a II do m i ­  
nance of America wh i c h  c a n  h a rd ly be doub t ed. Tha t  this 
dominance is largely a r esult  of Am e r i c a ' s  mat e r ial  progress, 
Spender  does not deny. H i s  a i m  is n e ith e r  to extol, nor to 
underrate the posit ion  of supremacy t hat  Am e r ica has come 
to acqu ire  today but  to unde r stand how the Un i te d  States, 
culturally a colony of Eng land ,  as Margaret Fu l l e r  descr ibed 
it i n  1847, started d isentang l i ng itself from the  int e rtwin i ng 
European past, a nd by 1920 there was hardly anyth ing i n  
Europe that it cons ider ed worth emu l a t i ng .  The fact that 
even i n  the m idd le of the n ineteenth century Amer ica's sub­  
servience to Europe  was not complete and had a degree of 
ambivalence about  it, is demonstrated by the conflict ing 
Amer ican attitudes to the l iterary a nd cu l tura l  t rad it ion of 
Europe (Emerson , Henry James Walt  Whitman) Despite  this 
' ht  "  '  
th e  shadow image of Eng l and  and Europe,' as Spender 

cal ls it, continued 'to qua l i fy  the American writers' att itude 
t� the i r  �wn country or state of cu l tur e ' .  On the other hand,  
:  e  Engl ish d id not find much of interest i n  America t i l l  as 
a/e has the twenties. Spen der po ints out that the ' love-hate '  

o1 t h e  early twentieth century Eng l i sh  writers was directed 
"";"" ""an « s al t  as e hapless w a c h e  he doom n gl i s h  "  tr  

p at r a' ,  and by the t ime England emerged 
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from World War 1 1 ,  it had been reduced to the status of 

'provincial' i n  relation to the United States. This 'patria' or 
the idea of the true nation ( different from any concept of 
political nat ion), contends Spender, was the moving spirit 
behind the American writers' search for identity i n  the second 
half of the last and the first quarter of the present century. 
For Spender, Whitman's poetry is founded on an imagined 
American 'patria', as was W. B. Yeats's on an Irish one. He 
regards Pound's expatriatism as 'essent ia l ly patriotic' and 

makes i t  clear  that for Henry James and Ezra Pound the 
'patria '  was not England,  though this cannot be said of T. S. 

El iot. 
The first two and part of the last sections are largely 

devoted to a study of some American traits viewed in an 

ant ithet ica l  re lat ionsh ip to the corresponding European ones 

Empathy and subjectivity are the two features of the Ameri­ 

can w ri t e r s  which ,  according to Spender,  put them i n  sharp 

contrast to t h e i r  Eng l i sh  counterparts .  He emphasizes the 

American writer 's love of u l t imate experiences and their 

tendency t o  'test existence aga i ns t  d isso lut ion '  (Hemingway, 

Scott Fitzgerald).  Spender  c a l l s  Whi tman 's  Song of Myself, 

'the archetypa l  poem of the  subject ive' and suggests that, 

wi th in  t h e  Amer ican context ,  The Waste Land is  i t s  e xa c t  

o p p o s i t e  In h i s  v i e w  ' t h e  main cha rac te r i s t ic  of American 

L i t e r a t u r e  i  u l t i m a t e l y  s e l f - r e a l i z i n g ,  that  o f  Eng l i sh  Li terature 

s l f  :u l t i v t i n g'  I n de e d,  Spende r ' s  love o f  ant i thes is  is 

r a t h e r  s t r o n g,  for he goe to quote Cha te aubr i and  who con­ 
t o  be the r e a l i z a t i o n  of  the i d ea  of per­ 

m u n e n t  »ot i e t y  The: ob: : v a t i o n s,  t h o u g h  c o n t r o v e r s i a l  

and pert bit  too go n o r a l i zs d,  are, undoubtedly fresh 
a n d  p r o v  

E q ua l l y  and probab l y  more convinc ing,  is 
Spender A mo r it a n  a t t i t u d e s  to t h e  past. I n  h i s  

m i n d  b e i n g  Am it a n i z u d  c o r r es p o n d s  to l i v i n g  o n l y  i n  t h e  

present .  Americans,  as they ;a n n o t  b e a r  t h e  existence of 

any myster ies, endeavour to r a t i o n a l i z e  the past not only at 

Book Reviaws 
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home but everywhere, for instance, i n  Asia. T, 
self-contained, inexpl icable past, super ior in  e s _ "  Idea 

I .  A  .  a 1 n  resw to the present, is al i e n  to mer ica .  This,  p e r h a p s_ ,  
reason why some Amer ican writers, l ike Wiy ;.  '  I8 t 

Williams, are so cr i t ica l  of E l iot .  Analysis an�l'tl CarlG 
acceptance of the past (Pound, E l iot) is, says s "lc · . ·pende attitude the Eng l i sh  have imported from America. ' an 

Before considering contemporary Amer ican attitud 
es to 

and culture, Spender makes two bold assertions: (a) y '" 
known as 'Americanization' is European methos "'is 9one « 
America where they take root and f lour ish ;  (b) A m e r ­  
less material ist ic than  the old Europe which b u i l t y  ::.  'enice 
Versai l les, St.  Peter's ,  etc. Spender f inds o ld Europe d e :  

f  
.  I  .  b '  I '  d  Old of any sense ot social r e s p o n s ib il i t y  an«  remarks: 'The ideal 

bu i ld ing of the Renaissance was one in  which no one lived 
at all ' .  Though in the same breath he adds that in  Euro e 
old art represents 'sol idified inv is ible va lues' and there%%~ 
cannot be cons idered in economic terms .  On the other hand 

,  

the American concept of art is u t i l ita r i an,  in a way even 
commercia l ,  for it is be l ieved in that country that all art can 
be bought. The fact how even a sens itive Amer ican critic, 
l ike Edmund W i l son ,  prefers an  Amer ican bathroom to a 
European cathedra l  b r ings into sharp focus a representative 
Amer ican att itude to the old wo r ld  and its cu ltu re .  Spender's 
dissection of Amer ica's co l lect ive m i n d  is at its best in the 
p iece entit led ,  'Amer ican So lut ions ' .  Emphas iz i ng the infec­ 
t ious nature of the process of Ame r icanizat ion ,  he concludes 
that ,  in  all probab i l ity, Russ ia wi I I  become a second America. 
Th is ref lects the natu re of the rea l  ism and the keenness of 
Spender's ana lysis .  

I n  the conc lud ing  part of the book, Spender has, t o @  
t  t  d  

.  .  •  the United grea e xt e n t ,  Irawn upon h i s  own experiences I n  

States, and  sa id  a  few cand id  th ings  about that  count¥ 
For example,  he points out that the ru led  in  America sha" 
part  of the g u i l t  of the ru lers., for the two are not totallY 

l i  ''  test al i enated  from each other; or that American pro 
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essentially 'a function or reflection' of the establishment 
against which it is directed. Spender has displayed a rare 

sensitivity and understanding in his treatment of, what he 
calls, the 'orgasmic' culture of America (movements like 

Beatnik, Hippie, etc,) exponents of which 'throw "life" into the 
scale against the society'. He  f inds a parallel to this attitude 
in certain Engl ish novelists like D.  H .  Lawrence and Virg in ia 
Woo lf. S p ender has a ll  a l o n g  e m p h a s i z e d  the  his tor i c a l  pers­ 
pective against wh ich A merica a nd its cu l ture s h o u l d  be v i e w ed .  
Moreover he  has substant i a t ed his  o b ser vat i ons  on A m e r i c a  
q u oting  what some of the  l e adi n g  A m er ican  poets a n d  writers 
have to say on the su b j e c t.  F o r  in s tan c e ,  he refers to a 
speech by R a nda ll  J a r r e l  before c o n c l u d i n g  t hat ,  d e s p i te  
campus  patronage ,  the Am e r i can poet is  a n  is o lat ed elite, 

condemned  to this fate by a p h ili st ine  p u b l i c .  
'Henry J a m es As Center of Eng l i sh - A mer ic an L ang u a ge '  

is the title of the c h a p t e r  a l m o s t  e x c l u s i ve l y  reserved for 
study ing  the novelist w h o ,  by lea v i n g  Amer ic a  and reject ing  
the A me r ican id i o m ,  refused to be ' p ro v inc ial' ,  and  w h o  
wanted the sep a rate i ndent it ies of t he A me r i c a n  a n d  Eng l is h  
writers to disso l ve i n t o  o n e .  S pender r e g a r d s  J a m e s ' s  
cr it ic i sm of ce r t a i n  A me r ican w r iters ( H a wtho rne w a s  'p ro v in­  
c i a l')  as most l y  p o l e m i c a l ;  a j ust i f ication of J a mes's own 
prefer ences. Bu t  as co m p ared to T .  S.  E l i ot, he f inds Ja mes 
more flex i b le  in h is c r it i c a l  att i tudes .  A g a in ,  bracket i n g  
E l iot w ith James ,  Spender  treats the two as wr iters w ho, in 
the ir cho ice of l a n g u a g e ,  go to the d ict ionar ies instead of 
going  to th e  p e op le .  To sa y  th is about E l iot is to state 
on ly a half-t r u th .  Spende r  says t h at James w as a snob 
wh o  could not separate the idea of civil izat ion from aristo­ 
cracy, though he was aware of the  l atter 's decadence  and 
fai lu r es .  As the externa l  c iv i l i za t i o n coll apse d ,  James had 
to shift the ce ntre from the c iv i l iza t ion  to h i s  own consc ious­  
n ess in the nove ls of the las t  p h ase .  T h is ,  to Spende r ,  
exp la ins the 'op acity' of these no ve ls ,  as a lso the descr iption 
of 'art if ic ial' life in  them. The wo rd snob  may sound a l itt le 
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, , 
unpleasant to some of James's admirers, yet%_ 
see the force of Spender's argument. @nn, 

Spender is general ly more at home 
d . . . en dear literary history an cr i t ic ism.  Understanday bing 

surer ground i n  the chapter 'Ebb and Tide' in � he is 011 fa, 
d . d '  .  f  h '  ngtand LI he has m a de  a  j u di c i o u s  use of is f irst-hand s , , ' 'l e e  

the Engl ish l iterary scene r ight from h is boy%,"""ce ¢  

.. . .:.  f  th G . (; »ti days. criticism of e ie o r g i a n s  (p o et i c  rather tho " l i s  

h  .  H  Poetry) • unsparing yet s y m p a th e t i c .  le  a l l o w s  P o u n d  and e ,_ 'I  
H y ·  Er  l i h  l iot de credit for r e v i t al i z i n g  n gl i sl  poetry at a t ime , ,  :.  .  en it w% at its weakest, b u t  he does not f a i l  to point out ta, " 

:.  :.  ]  ..  even the G e o r g i a n s  were i n  r e v ol t  a g a i n s t  some of their 6%~ 

poraries l ike Kip l ing and  Alfred Noyes; and that mi; 
crit icized diffused verse of the Georg ians contains sommk 
cherished Eng l i sh  values.  In two of the sub-sections %¢ 

this chapter: 'The American Visitors', and  'The Persona %r 
Br idges ' ,  Spender has vividly contrasted the Engl ish and 
American att itudes to poetry in  the first two decades of the 
present century w ith reference to Pound,  E l iot  and Robert 
Br idges.  He  a lso shows how even Robert Frost, though 
qu ite acceptab le to the Georgians,  was different from them. 
Refuting Pound's v iew that the E ng l i s h  poets were fighting 
(World War I) for a worthless c i v i li z a t io n ,  Spender asserts 
that the f ight was for 'gent leness'  a n d  ' innocence'  and not 
for civi l izat ion.  He, then,  notices the c o n t i n u a ti o n  of this 
fight' in  the works of s u c h  E n g l i s h  novelists as Forster, 
Lawrence and V i r g i n i a  Woolf, a n d  sets these 'poet-novelists 
:.  e,  d Ar ld Bennett In opposition to Wel ls, Galsworthy an rno • : '  as the 'materialist' novelists or novelists of 'Saturatlo" 

.  ·  d i e ­  Henry James cal led them.  Nothwi ths t and i ng  the" __, 
rences, the 'poet-novelists' (a term coined by Spe d . . the i r  t ime @scribed 'the situat ion of the consciousness i n  y jne L .  h · t ·  d the dee vIng th r o u g h  a  period of history that s i g n if i ec  j n t  f . 'ft thei r  po o' i nd iv idua l i ty  these novel ists docided to sh it  ~4er­ f . .. der un o1 view from external to internal real ity. Spene ;en 

:. . . ..  If's asset stands that th is shift was impl ied in V i rg in i a  Woo 
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273 Book Reviews 

that life had changed in 1910.  He hails the poet-novelists' 
stance as timely and relevant because at that hour the deepest 
crisis in England was one of being. He prefers to read the 
works of these novelists as studies of 'the Engl ish soul at a 

particular moment in its history'. Characterizing Forster's 
The Longest Journey and Howards End, Lawrence's England 
My England, and Virgin ia Woolf's Between the Acts as 
'elegies for England' ,  Spender analyses these novels in 
considerable detai I to show how they embody the Engl ish 
qualities which ended with World War. I. Although Spender 
provides a fresh perspective on these novels, one wonders 
if his approach, however excellently it may serve his imme­ 
diate purpose, is not, by definition, restrictive. Lastly, 
Spender wishes the English wr iters to reta in their  Engl ishness 
even if they opt for an internat ional identity. S ince th is is 
only a hope ,  it would be premature to comment upon it. 

S. WOAR HUSAIN 

Department of English 
Aligarh Muslim University 
Aligarh 

Reason and Love in Shakespeare: A Selective Study. 

By ALUR JANAKIRAM (Mach i l ipatnam:  Triveni Publ ishers) ,  
1977, 228 pp. 

The book is an attempt to examine Shakespeare 's works 
in the l ight  of some important Renaissance concepts, parti­ 
cu la r ly those of reason and love. Assoc iated as they are with 
the medieval view of an understandable ,  orde r ly, h ierarchical  
world , these concepts lend themselves read i ly to the thematic 
motifs of E l izabethan l i terature .  E l i zabethan thinkers subscr ibe 
to the view that Reason and Love, ha rmoniz ing w i th each 

( Scanned with OKEN Scanner 

Alig
arh

 M
us

lim
 U

niv
ers

ity



274 
Book Re; 

VIewg 

th 
·n t h e i r  h i g h e r  manifestations, must occupy a sup 

ot 1er I!  •  reme j t io n  i n  the microcosm, otherwise c h a o s  w o u l d  e  
pos r'o r  .  . ..  .  'ome 
Thanks to the work of h i s t o r i c a l  c r i t i c s ,  t h e  h i e r a r c h y - h a r m o n ,  
theory c a n  be t u r n e d  into a t h e o r y  of E l i z a b e t h a n  literature 

a r t i c u l a l r y  of t r a g e d y  a n d  c o m e d y .  M r  J a n a k i r a m  is aware 6r 
e ao a e r  of t r e a t i n g  S h a k e s p e a r e ' s  t r a g i c  characters as 

case-histories based on faculty-psychology pr incip les' .  But 
he contends that  'th e r e  is sti II s o m e  b a s is  for a consideration 
of El izabethan psyc h o logy  o n  t h e  gr o u nd that its assumptions 
were more ethica l  t h a n  e mp i r i c a l  a n d  t h a t  its broad conclu­ 
sions on the resu lts of intemperate behaviour, rather than the 
details of its doc t r i n e  i n  its va r i ous aspects, have not 
a ltogether lost va l id ity or  c o nv i c t i o n  even t oday. Eclectic 
though it was, its c h ie f  a i m  was to ac coun t  for human 
behaviour from a t heolog i c a l-e t h i c a l  st a ndpo i n t.' How far 
El izabethan facu lty-psyc hology, o r  a ny psychology with its 
f ixed categories  c a n  get to the dyn a m i c ,  l iv i ng reality of 
human  behav iour  is bes i de t h e  po i n t ,  but ca n  a  cr itical 
approach  based on  psycho log i c a l -ethical con c epts-or any 
concepts for tha t  matter-get to the  i m a g i n at i ve rea l ity of a 
work of art? Are we just ified i n  t a lk i ng about concepts  when 
i n  a  work of art concepts do  not ex ist  as such? Can  concept­ 
based cr i t ic ism lead to any r e l i ab le va lue - judgment when 
both a med iocre a nd a  great work may draw upon the same 
fund of conceptual m a t er i a l ?  Can such cr it ic ism really he lp 
us understa n d  and appreciate a work of art? Such questions  
crop up as one  goes through Mr .  Janakiram's book. 

The va l id i ty of h is  appro ach may be quest ioned; but it 
must  be adm itt ed that  M r .  Janak iram has done h i s scho lar ly 
job we ll. On e  can not  he lp adm i r ing h is  scholar ly documen­ 
tation, h is luc id presentation and h is  judic ious selection not 
only of the 'background materia l '  but a lso of the Shakespeare 
texts he sets out to examine.  H is  study has its own value-in 
spite of its l imitat ions and  risks, of which one must have 
some idea. To be informed so nicely about the El izabethan 
intel lectual cl imate is in itself va luab le .  I n  certain cases it can 
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be quite useful in as much as it can put us on our guard 

against nodding assent to certain critical opinions (especially 
when we are doing a critical rehash on the basis of what 
others have said).  More positively: we can re-examine the 
poem if the incongruity of these critical opinions give us a 
jolt. For example: Do we think, as some critics have thought, 
that Shakespeare's Venus and Adonis is an apotheosis of 
'propelling' lust? Is  the queen of love a gluttonous 'empty 
eagle? ls she an incarnation of mere voluptas? Mr Janaki ram 
says it must not be so; and he tries to vindicate Shakespeare's 
Venus-- as if she needed any vindicat ion-by documenting a 

lot of 'background' material associated with the neoplaton ic­ 
El izabethan concept of love as a un ion of the physical and 
the sp ir itual, which 'background '  mater ia l  is conceptua l  in 
nature and is, of course , extraneous to the poem .  This 
'background '  mater ial  regards the procreative aspect of love 
as divine i n  its sp i r itua l  aspect, and we must understand that 
Venus who has ar isen from the neoplaton ic foam of E l izabe­ 
than th ink ing is both Venus Genetrix and Venus Urania. M r  
Janakiram goes a step further in h is v indicat ion .  He d iscusses 
the imagery, as i t  ought to be discussed, ' i n  re lat ion to the 
spec ific context and a lso the tota l  framework' of the poem .  
Here Mr  Janak iram does someth ing more pos itive .  H i s  abil i ty 
to understand and appreciate the poem in  its 'tota l frame­ 
work' does not seem to depend wholly on h is concept-based 
approach .  I ron ica l ly ,  but  r ight ly too, the imp I  i cat ion is that 
those who m i sunde rstand the poem are those who have 
failed fa see the pattern and the spi r i t  of the who le work, to 
enter its imaginat ive wor ld and to get most deep ly  invo lved 
w ith its va lues.  They are those who look at the poem from 

• a point outs ide it, and are ,  therefore, swayed by extraneous 
considerat ions of the i r  own .  M r  Janak i r am's concept-based 
cr it icism ,  wh ich is itself based on extraneous cons iderat ions 
in so fa r  as concepts qua concepts a re extraneous to a work 
of art, can act as a corrective to those who are swayed by 
extraneous cons iderations of the i r  own ,  less prest ig ious, 
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Personal more idiosyncratic than the int 1 1  more ' , el le c t  

'
·mate concepts of an age remote in time but still a. 'al­ 

cl ±.  B · ] 1s eth; s Mr Janakiram could wish. Ba s i c al l y ,  the greatest l 
as , th  merit a¢ his approach is a negative one, th o u g h  Mr .  Jana 

h
.  .  .  .  al .i r a m  supplements it with s o m e th i n g  positive which is a l l  his o~ 

Mr Janakiram examines Venus and Adonis, The a, ' 
h . d T I . Pe of 

Lucrece and The Phoenix  an 'urtle  with an  insight th.¢ 

simply cuts across all his scho la r ly  documentation an 

cataloguing, which is n o t  to d e n y  t h e i r  v a l u e  i n  t h e  e n _  
ment of o ur u n d er s tandin g .  I  must hasten to s u b m i t  that 
c o n s i d e r a t i o n s  of i n t e l l e c t u a l - c o n c e p t u a l  ' b a c k g r o u n d '  
i n f l u e n c e s ,  b i o g r a p h y  etc. c a n  e n r i c h  o u r  u n d e r s t a n d i n g  of 
a work of art,  but by themselves  and in  the a bsenc e  of any 
i n s i ght int o  the text they  c a nnot he l p  in  th is u n d e r s t a n d i n g ,  
c anno t  offer any  key to it .  These th in g s  a re extran e o u s  to 

literature and  a r e  r e l ated to it on l y  i n  a n indi r e ct w a y .  They 
canno t  exp l a in it;  n o r  c an they le a d cr it ic  ism to any  r e l i a b l e  
va l u e - j u d g m ent  (even if cr it ic ism goe s  a ll  a l on g  The Road to 

Xanadu). Al t h o u g h  M r  J a n a k i ra m do e s  not press  his  argument 
'to establ ish a  d i rect relation between the  artefact  and the 
conceptu a l  framewo rk of E l izabetha n  Psycho l ogy  and ethics' 
he does a rgu e  fro m  an extran e o us "c onceptu a l  basis to 

artistic e x e m plif ic a t i o n , '  t hus f a l l i n g  i nto  the fallacy of a 

pure l y  expr ess ion is t ic the ory of art :  tr eating the work of art 
as s imp l y the  express ion an d ex e mpl i ficat io n  of something 
a lready known a n d  existing out  the re-igno r i ng that i t  is the 
creat ion-and-discovery of 'forms of t h i n g s  unknown'  or, at 
least,  not kn own so f u lly  bef o re .  

The fallacy invo lves a great danger  whe n  a concept­ 
based interpretation, with a l l  its ethical  impl i c a t i o n s ,  i s  
imposed on a work of a r t ,  w h i c h  h a s  n o t h i n g  to do with 
concepts as s u c h  and w h i c h  may not at a l l  evoke the e t h i c a l  
c o n s i d e r a t i o n s  a n d  s e n t i m e n t s  t h a t  attend u p o n  p a r t i c u l a r  
concepts i n  t h e  o u t s i d e  w o r l d .  I t  n e e d  not be o v e r - e m p h a  
sized t h a t  a  work of art is c o n c e r n e d.  not w i t h  concepts-O' 
objects for that matter--but with l iv ing and lived mythical 

ha-.(S c a n n e d  with OKEN Scanner 

Alig
arh

 M
us

lim
 U

niv
ers

ity



Book Reviews 277 

values which it creates and discovers in and through a 
pattern of sensuous forms of experience. Particular concepts 
may serve only as raw materials for art. They may form 
important thematic motifs for art, not because they are 
signif icant in  themselves but because they have a poten­ 
tiality of mythical va lue ;  which is real ized when the concepts 
are transmuted into sensuous forms of exper ience: 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 va lue- judg­  
ment. For one th ing,  the same motifs may be there in  the 
case of very infer ior as well as of very great art-both may 
make use of Reason and Love, for example .  What matters 
is not concepts or motifs but what a work of art makes of 

them. What matters is the dia lect ical  pattern of the va lue­  

embody ing sensuous, forms of exper ience .  It is th is that 
involves us most deeply ,  evokes and man ipulates our 
responses and even supp l i es  us with critica l  cr iteria for its 

judgment. It is on this that cr it ical criteria must be based ,  

and not on extraneous ,  conceptual  material. 
Concept-based cr i t ic ism, w ith its extraneous standpoint 

-be it ph i losophica l ,  eth ica l ,  psycho log ica l ,  socio log i ca l ,  
eccles iastical or whatever- ical-may g ive rise to some 
irr itating, baffling quest ions l ike :  'How Many  Ch i ld ren Had 
Lady Macbeth?' (This is not to under-est imate Brad ley's 
own insights into the texts .) And I am afra id Mr .  Janaki­  
ram's concept-based approach may give r ise to such another 
irr i tat ing, baff l ing quest ion :  Why are we not pr igg ishly 
happy about the ru i n  of Othe l lo who loses his Reason? Or  for 
that matter about the ru in of Macbeth ,  Lear or Ham let  when 
from a phi losophical-ethical  po int of v iew we see someth ing 
terribly wrong w ith h im (someth ing that ca l ls  for ou r  mora l  
condemnation)? 

Such questions wi l l  ar ise if cr it ic ism goes after concepts 
and neg lects the l iv ing and lived rea l it ies of a rt-elements, 
neg lects the part icular d ia lect ica l  pattern of va lue -cha rged 
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experiential forms in a part icu lar  work of art_ 
which every work of art offers the cr iteria 4¢  , P e c a .  

·  O'  its : 'e 

Every work of art involves the whole  of our  b%;, "!gm% 
. l d i l  .  1g i n %  cu la r  way; its p a r t i c ul a r  Ii al e c t i c a l  pattern ; Par, :, d l expee forms manipu lates a n  engages our  sympathy. ntia 

and responses i n  a  part icu la r  way. If it is a ~ " a t ti t u d e ,  
.  :  'a g e d y ,  ju do al l  th is  i n  a  way that  cuts across mora l  cc • may ·, ·o nu de m na  M r  J a n a k i r a m' s  plea for the eth ica l  assumptions ¢ " on ,  

,  be  .:  :.  faculty psychology may ecome qu i te  i r re levant to our  e)  •  '  
·  :  Xperienc¢ 

of a part icu lar  tragedy. H is  concept-based i n t e r p r e t. s  ation of 
Othello, apart from t h e  i r r i tat ing,  baff l ing question it ma 

lead to, does not take us to the very heart, the very e x p e ri ­  
ent ia l  core, of the p lay's i m a g i n a t i v e  real ity, but passes 
by i t  tangen t i a l l y .  lt does not he lp  us to get the very 'feel' 
of it-the magic,  the ex istent ia l  mystery of the horrible trap 
t h e  p o o r  h u m a n  a n i m a l  fa ll s  i n t o ,  works his way i n t o :  and 
the p i t i fu l ,  f e a r f u l  i n e v i t a b i l i t y  of i t ,  reason or no reason. 

T h e  fact is t h a t  R e a s o n  a n d  Love do not operate as 
'ethical constants' i n  Shakespeare, as Mr Janak i r am maintains 
but  as motifs b e c o m e  art -e lements .  A n d ,  i n  a n d  through the 

e x p e r i e n t i a l  dia lect ics of t h e s e  art-e lements,  i n s t e a d  of i l lus­ 
trat ing and jus t  e x p r e s s i n g  p h i l o s o p h i c a l - e t h i c a l  concepts 
S h a k e s pe a r e  is creat ing-discover ing a n d  { e x p l o ri n g  certain 
l i v i n g  and l i v e d  mythical va lues i n c l u d i n g  that of the awful 
e x i s t e n t i a l  mystery referred to a bove--certa in deeper, el8 
mental ,  fundamental  and ult imate truths regard ing existence. 
I would l ike to submi t  that  for the sake of reveal ing thes° 
truths Shakespeare makes use of thematic motifs ( l ik" 
R affold1ng. eason and Love),  p lot ,  s ituat ion, character etc. as s C< ,f  B  :.  :.  mblance O 

ut, at the same t ime,  these t h i n g s  have a set :. as 
real i ty,  an ' i l l u s i o n  of l i fe '  as it is often ca l l ed ,  " , ,  

h  .  ,  .  ' Ids up is mucl as Shakespeare ,  l i k e  a  great artist, bu ll  of 
d i 1le  •  ]  :  :  : ]  f m m s  ou' al e c t i c al  u n i q u e  pattern of un ique  exper ient ial IO! h 

h  ose e th e m  to reveal the deeper  truths. For th is  puIP' ~A 
ma ke  :.  '  .:  t i o n s  a" 

ak e s  us  l i v e  the  pa r t i cu l a r  character  and situal ' ti ­  
th :. .the pal" 

e par t i cu l a r  att i tudes to va lues  that they involve­ 
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cu lar  attitudes to values associated with Reason and Love in 
a part icular  character-s ituat ion context, for example.  The full­ 
blooded uniqueness of the va lue-charged experiential  forms 

I  

implying the character-situat ion 1 i llus ion  of l i fe'  in drama is 
a fact of experience not to be den ied or min imised-as is so 
often done by post-Bradleyan cr i t ic ism--and i n  spite of 
Bradley's conceptual fallacy of treat ing character as a stable 
psychological  entity, h is  greatest contr ibut ion l ies  i n  tac i t ly  
acknowledging the fu l l -b looded un iqueness of the l i v ing  and 
lived exper ient ia l  forms of Shakespeare's art. 

The idea l  of the fus ion of Reason and Love is not there 
in Shakespeare as a conceptual  'constant ' ,  as M r  Janak iram 

makes it, but as an exper ient ia l  form of va lue .  It  is ce r ta in ly 
there in The Phoenix and Turtle. It can be shown ,  w ith a 

l ittle stretch of the argument ,  that the very t it le of the poem 
suggests th is  f u s ion - i dea l ,  th is  ' two- in-oneness'  of Love 

(Phoen ix)  and  Constancy (Turt le ) ;  for the two ent it ies ,  the 
Phoen ix and the Turt le fuse and  yet rema in  d ist inct i n  the 
new ent ity '  'The Phoen ix and Tu rt le ' .  And ,  therefore, the 

real  t i t le of the poem is not 'The Phoen ix  and  the Turt le' ,  as 

M r  Janak iram puts i t ,  but The Phoenix and Turtle, w i th the 
def inite art ic le com i ng on l y  at the b e g i n n i n g .  Perhaps ,  the 
mistake is just an overs ight g rown into a hab i t ;  and I  need 
not tell a scho l a r  l ike M r  Janak i r am that the t i t l e  appears 

as The Phoenix and Turtle even in the F i rst Quarto edit ion 
of the poem ( 1 6 0 1 ) ,  be ing the col lect ive t i t le  of var ious 
poems on the same theme edited and  pub l ished  by Robert 
Chester .  

We know that Shakespeare somet imes exp lo res the ambi­  
va lent va lue-s ign i f i ca t ion  of certa in  conceptua l  motifs l ike 
'honour '  by creat ing a drama of contradictory va lue-att i tudes .  
M r  J a n a k i ra m  r ight ly takes note of the honour -honou r  ax is in 
Troi/us and Cressida. One is rem i nded of the (mouth- )  
honou r  and ( rea l - )  honou r  po l a r i t ies in Macbeth. But, to 
reiterate my po int. I  may subm i t  that in the p lays such 
po l a r i t ies operate ,  not as conceptua l  (  e th ica l )  'constants'  b u t  
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as oppositely charged exper ient ia l  value-centres in which wo 
are most deeply involved through the part icular  ' i l lus ion of 
l ife' of a part icu lar  p lay.  

Reason and Love are just conceptual  abstractions extra­ 
neous to Shakespeare's, art. I wish V r  Janak i ram had not 
so much striven, as he h imself  has observed with reference 
to the k ing of Navarre in  Love's Labour's Lost, 'to enl ist his 

rat ional powers i n  the service of abstract ions' .  

Z. A. USMANI  

Department of English 
Aligarh Muslim University 
Aligarh 

( Scanned with OKEN Scanner 

Alig
arh

 M
us

lim
 U

niv
ers

ity



BOOKS AND PUBLICATIONS 

by 

Members of the Department of English 

Aligarh Musl im University 

ARROWS OF INTELLECT :  A Study in Will iam Blake's Gospel 

of the Imagination 

by A. A. Ansar i  

FRANCIS QUARLES 
by Masoodul Hasan 

RARE ENGLISH BOOKS I N  I N D I A :  A  Select Bib l iography 

by Masoodul Hasan 

EMILY D ICK INSON 

by Salamatu l lah  Khan 

MILTON AND THE DEVIL'S PARTY 

by Salamatul lah Khan 

BROWNING'S  POETICS 
by 0. P. Govi l  

CONRAD'S THEORY OF  F ICT ION 

by Mohammad Yaseen 

OLIVER GOLDSMITH :  The M a n  and  the Poet 

by A. U .  Tariq 

R .  K. NARAYAN 
by H .  Ra izada 

lND lAN RESPONSE TO LITERATURE I N  E N G LI S H :  

An Annotated B ibliography 

by R .  A. Naqvi 
..  ' 

T H E  TEACHING OF  E N G LI S H  
by R .  A. Naqvi  

( Scanned with OKEN Scanner 

Alig
arh

 M
us

lim
 U

niv
ers

ity



Department of English 

Aligarh Muslim University 

PUBLICATIONS : 

ESSAYS ON JOHN 

edited by A. A. A 

Milton's compelling genius has elicited admiration down the 

ages, and this notwithstanding the occasional dissent. It is now 

felt that the denigration of Milton earl ier in  the twentieth century 
was actually directed agaihst nineteenth century 'readings' of his 
poetry. The collection of essays, or ig inally read at a seminar 
organised by the English Department, is a contribution towards 
fresh assessment of Milton. 
1976 Rs 40.00 

ESSAYS ON JOHN DONNE 

edited by A. A. ANSARI 

ESSAYS ON WORDSWORTH 

edited by A.  A, ANSARI 

A col lection of crit ical essays on different facets of Wordsworth's 
poetic genius.  

Rs 18.00 

Rs 12.00 

PRINTED % Sirwec PRINTERS, AL.IGARH 

� 

� 

The essays i n  thls v o l u m e  cover a wide ra n g e  of subjects 

Donne's social mi l i e u ,  h i s  verse-letters, D o n n e  t h e  preacher 
·' 

his d i v i n e  a lvsp@sty, Originally contributed to a s e m i n a r  
i n  ce le bn  + i.  ±  , ,, , ,,  
it  :et e) r a t i o n  ct t t c  uiacr-centenary of D o n n e ' s  b i r t h .  
1975 2 

3Al 

1973 

( Scanned with OKEN Scanner 

Alig
arh

 M
us

lim
 U

niv
ers

ity


