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xk: The Use of English,




We think of our speech and writing as b
Jeast as produced by ourselves. By analogy
Alexander Pope and Anatole France as
and fiction, doubtless superior to 0urS,
duced. We speak of Wordswort

> and Baudelaire’s choice of iImages.

common main -_
there 1s @ VETYy ancient tradition of looking to the writer as.
r as the SPiI'it-of tth Wi

gessel 1ntO which a goddess breathes, 0 ate
he unconscious ‘mind’ of the species. However, both

orasevent :

views of the production of speech and writing imply the
nce which i composed, the material which i handled;
hich, though often disrcgard‘eﬂ: B

substa ‘
this too has an identity, W .
X’s use of it with Y’s, 1S, perhaps, more

| when we compart
significant than either.
We cheerfully telescope

This idea is not new.
lements into their ‘ag

unnamed producers of 1mp
bronze, iron. The history of civilization 1s, 1 2 very real

manner, a history of materials, competing, if we like to put
it that way, for the maximum expression they can compel or

coax men to give them.
On this view the material dominates, the language is mas-
h no established form is recog- g
=
3

ter. So the poet’——‘chcefort
nized as a mould essential to the expression of poetic thought’

__who ‘threatens’ the established, the recognized, but, :uc-
cqssful, will himself be established, recognized; and probably
with no such sense on the reader’s part of drastic alteration—

let alone disappearance—of form and mould.
Let us start with a statement of the obvious. Whatever the :
degree of freedom from established form, no Frenchman’s
work will be mistaken for English. Finnegans Wake is ummsmk-e A

ably English, Saint Glinglin French. |
We can do more, however, than identify a writer’s langt

we can identify his ‘period’. Indeed, unless we are taken
pastiche, we shall probably be able to assign any

countless,
es’: stone,




specify what we mean by a perioc
obliged to define it as a period in the |
re. From such period-placing, neither John Mi
~ Francis Quarles, neither Edward Gibbon nor R@bcrt rme
=0 has personal exemption. If we could set to one side our imme:
diate conviction of an ‘I’ speaking and writing, we could ex-
tend our concept of the individuality of the language (English,
not French; early, not late eighteenth century) to regard a
library of English books as the record of the development of
English, through its use of the ‘vessels’ whose names are on
the spines of the books.

Suppose these gone, suppose all writers’ names removed,
suppose the books in a library completely jumbled, suppose
all particular recollections disappeared from our memories.
One kind of literary criticism might have perished but another
kind would survive. We would scon start to arrange all our
books again by [linguistic criteria. A decade, and can one
imagine that the books would not be very much in their pre-
sent order? .

In fact the imagined situation would merely be an exagger-
ated form of one we are familiar with. We have all followed
accounts of the attribution of an unknown text, by elucida-
tion of characteristic features, and inside the body of attrib-
uted works we have all come across problems of dating. Some
discovered relationship, for instance, for Chaucer, the pro-
portion of Romance to Teutonic words, changing in a regular
fashion according (a) to length of the work, (b) to Chaucer’s
age, allows placing in a sequence, and from one or two known
dates the interpolation of others. i

We sce then that there is no questioning the reality of our
recognition of a particular language, recognition of a stage in
the history of that language, recognition of particular placing
of specimens of writing, within a period and within an author’s
work. I hope readers will agree that the individual writers
not deliberately assume responsibility for any of these t
kinds of recognition on our part.
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The three recognitions are based on statistical features of
the language.

In case this statement seems a jump from what has gone
previously, let us consider an immediate objection. A reader
may grant that the proportion of Romance to Teutonic words
Is a statistical feature, to be established by counting, yet ex-
claim that we do not distinguish Chaucer from Coleridge by
any such procedure, nor do we distinguish Dickens from Fors-
ter through the use of an adding machine: in the one case
there are gross physical differences, and in the other differ-
ences of style.

However, would we not be able to define the physical diff-
erences in terms of occurrence of letter juxtapositions in con-
texts of letters? We could not say, for instance, that Cole-
ridge’s English is entirely free from occurrences of yn, but such
occurrences are relatively infrequent; in Chaucer, of course
frequent. Then Coleridge has -es as a recurring termination of
words; but very infrequently compared with Chaucer. These
are two of the gross physical differences. If we take the sum
of all such differences, we have in fact the data for a statis-
tical analysis, though we may not make it.

Similarly when we speak of stylistic differences, do we not
mean that certain words, constructions, word-orders, sentence-
lengths are more conspicuous in one writer’s work than in the
other’s? That we may feel no need to make physical lists in
no way disproves the statistical nature of the assessment. I
may say a person is tall without taking a ruler to measure his
height and the heights of the persons who are to justify this
comparative statement; this does not alter the fact that meas-
uring and averages are implicit in my estimate.

Professional linguisticians often think of a language as hav-
ing its distinctive sounds, written representation, vocabulary
and grammar. However, when we hear or see the language,
we do not have equal experience of all the items of the sound
system, the vocabulary and the grammar. For these to des-
cribe language, another distinctive feature must be taken into
account, namely that the sounds, words and grammatical

constructions have characteristic frequencies of occurrence:

there is constant pressure—the habits of our experience—to use




in placing Ofl:lis wor
one that does not now seem O1

utionary. The control of the language over the

W seem to be considerably stronger than that of the
over the language. o

However, an interesting side issue is raised: Could a w
having some technical knowledge of the statistical features -
the language of his time cheat, so to say, by taking one part of
the normally unconscious statistical aspects of language and
establishing it consciously in his style? ‘

An assiduous author might start by contriving short para=
graphs—such as this—avoiding a particular graphic symbol;
follow it up by noting various structural tricks—ways of avoid-
ing past participial forms—and by constructing lists of syno-
nyms; and thus build up a fairly full, practical vocabulary and
syntax; but only an individual with a most unusual disposi-
tion would, I think, actually try to bring about a conscious
distortion of statistical data in this way. (Do you know by now
which common symbol I am proscribing and what statistical
distortion I am introducing?)

It is possible then to cheat statistics, to one’s individual
satisfaction, in some small respect, and I have read somewhere
of a novel without the letter ‘e’! However, by the very
nature of statistical data, such individual satisfactions are
swallowed up or pushed to the periphery of things. In fact
all statistical data include and presuppose such peripheral
phenomena.

Observation of language statistics suggests that there exists
a quite general statistical feature of the statistics themselves,
namely, that the similarities are, at any level, and in any res-
pect, far more numerous than the differences. i

From this point of view, despite the impressions of language
learners (who are trained to be conscious of the differenc
European languages are strikingly similar in vocabulary,
word order, in grammatical construction, and in sour '
clever study by Gilbert Barth,? of the proportionate sta
of the various Parts of Speech in English, French and S
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shows definite tendencies for each language, but the really
striking phenomenon is the amount of parallelism.

Inside a particular Ianguagc too, between writer and writer,
what is likely to predominate is similarity, and our training to
observe contrasts and points of differentiation should not dis-
guise this fact. We have to cross centuries before we notice
striking proportionate dissimilarities. These, however, are ex-
tremely significant, and might well be prlmary stylistic consi-
derations. In the 1890’s an investigation showed that the
average number of clauses per sentence had diminished from
over five in Chaucer’s day, to two; and that intermediate
dates show an orderly succession of predication frequencies.
During the same time, the proportion of simple sentences to
the total number of sentences has increased, from 4 in every
hundred to about 45 in every hundred. I think we may also
state a parallel decrease in number of words per sentence,
increase in the proportion of monosyllables, and increase in
the number of homonymous words.

These, it must be repeated, are long-range changes. Be-
tween writer and writer at any one time we expect much less
difference. Nevertheless; the cumulative effect of such differ-
ences as there are constitutes what we perceive as difference
of style. How far this is perceptible against the background of
general statistical uniformity we will now try to assess. Two
books, close in time of writing, by ‘dissimilar’ novelists, will
be set side by side with respect to one feature of their language,

) the verb-forms. They are 4 Passage to India, by E. M. Forster,
{ and Sons and Lovers by D. H. Lawrence.

The estimated number of words in 4 Passage to India (here-
after PI) is 106,000 and its counted number of verb-form
occurrences 14,904. The estimated number of words in Sons
and Lovers (SL) is 164,000 and its counted number of verb-

form occurrences 21,051. The proportion of verb-forms to
* total words is for PI 1 : 7.1, and for SL 1 : 7.8.

The counting was done following a schedule with about a
hundred and sixty sections. These are grouped under four
heads; plain stem (e.g. count), to +- stem (e.g. to count), stem -
-ed (e.g. counted), stem - -ing (e.g. counting). It is misleading to
compare the actual numbers of occurrences, as the books are
dissimilar in length. In the following tabulations, the total




2 | PI
lain ste - e T 380
) -+ stem : ! : 86

- stem 4 -¢ AT LT R0 i N
- stem - -ing : : ! 69 100 8
Total (approx.)? - ) 1000 1000

We see then that Forster uses more plain stem forms (159% %8
more) and Lawrence more stem + -ed forms (129, more).
Lawrence uses slightly more stem -+ -ing forms (39%,). We will
now look into the details of these main heads.

Plain Stem

There are 85 items in this section. In respect of most of
these items there is no significant difference between the usage
in these books. For instance, 25 in every 1000 verb-form
occurrences in PI are accounted for by the Imperative; in
SL 17; PI has 24 per thousand occurrences of Negative Impe-
rative; SL 28 per thousand. There are, in fact, only four
items with apparently significant differences, but two of them .
are among the most frequent verb forms in English. Here is
a tabulation: 5

A
- -
L
< 48

P19, SL% s
Simple Present Actual i A0 52 .. e
Simple Present Neutral : 96 12
Simple Present Iterative . 11 6
’ll + plain stem ; . 1 12

- We can make direct comparisons between these fi
- PI and SL. But as the totals for plain stem items are
80 and 230, we may prefer to note Forster’s much g

' tion of the Simple Present tenses,
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express the individual items in proportion to each total Plain
Stem figure. This does in fact reduce the apparent differences
for all except the last item.

We will consider this first. In PI the contraction ’// appears
in the proportion 1 : 380 and in SL in the proportion 12 : 230
or 1 :20. We may guess that Lawrence uses the conversation
form and Forster the formal one: shall and will. This guess is
partly true. However, if Forster and Lawrence referred equally
frequently to future happenings, then there would be corres-
pondingly more occurrences of will and shall in Forster. There
are fewer; 119, in Forster, 179% in Lawrence. Looking at
the Present Progressive as an indicator of future, we see occur-
rences of 1% in Forster, 29, in Lawrence. We have then
a significant difference. Lawrence’s characters are more con-
cerned with the future than Forster’s.

Turning to Simple Present Iterative, we see that if the
occurrences are expressed as proportions of the total plain
stem occurrences, the apparent difference almost disappears:
SI¥4°: 380, or 1 : 38, and PI 6 :230; or 15408

Two major items remain. Forster’s use of Simple Present
Actual is 329, of his total plain stem occurrences, and Law-
rence’s only 239, and Forster’s use of Simple Present Neutral
is 259, of his total plain stem occurrences to Lawrence’s 5%,.
These figures are significant.

A person who is accustomed to thinking that reference to
now is through Present Progressive (Continuous) may wonder
whether Lawrence makes up for the deficiency in Simple
Present Actual occurrences by a larger proportion of Present
Progressive occurrences. In fact the figure for this usage item
is the same for both writers, five per thousand.

It seems certain then, that Forster’s characters are more
. concerned with the present moment than Lawrence’s; since
the Simple Present Actual is especially frequent in references
to people’s actual thoughts, feelings, wishes and requirements,
we might take this as evidence of more, or more decisive,
conversation, more ‘dramatization’ of the moment, in Forster.

It is certain too that Forster’s use of the Simple Present Neu-
tral is significant, 259, of his plain stem usage compared with
Lawrence’s 59%. Statements using this verb form are neutral
for time- statements of general observation or what are felt to




;- Fmster 86% and Lawrence 82%, so that ﬁ:equ
o _@fﬁ_ tems in this main section may be compared directly. W
 notice one contrast which is probably significant: Forster’s
usc of constructions with verbs, and Lawrence’s use of con-
structions with verbs, and Lawrence’s use of constructions with
nouns.

Verb +to +stem is an item of fair frequency and wide range.
Often the to is purposive (Aziz came to help the guests over the
rocks) The gross occurrences represent 61%, in PI and 46%
in SL. The occurrence of noun -+ to + stem (no need to cycle) is:
PI 2%, SL 139, and of to - stem as a noun equivalent (¢o
be there was an exhilaration) it is: PI 6% and SL 249%. One
supposes that the verbal preference is the sign of preference
for the dynamic; preference for the noun, a sign of the static,
descriptive bent.

Stem - -ed

Lawrence’s use of the stem - -ed form is 13%, more than
Forster’s. That is to say, Forster’s greater use of the Simple Pre-
sent Actual and Neutral is counterbalanced in this area, and
necessarily in the tense sections, since they alone could make
up so large a number.

The proportion of Narrative Simple Pasts is not greatly
different, PI 2439, SL 2719, and viewed proportionately
to the individual stem - -ed totals, the difference is reduced:
in PI, the Narrative Simple Past accounts for 53%, of stem +
-ed occurrences; in SL for 559%,.

There is, however, a great difference in the proportionate
use of the Simple Past Actual: PI 429, SL 1299%,. This is the
use of the 'Simple Past form, not to push the narrative on
step, but to give contextual statement which, in point of tim
is simultaneous with or overlaps a narrated happening
Mﬂfd took the little gzrl down to ‘the brook. . .. Tha w.ﬂ#f




~ of the extent in Lawre
~ customary behaviour. . L e
On the other hand, participial stem - -ed is more frequente S8
in PI (629%) than in (SL 33%)- Participial stem -+ -edisasig=
nificant stylistic feature, for a participle may express concisely
what would otherwise be expressed in a clause. A

Stem + -ing

The tendencies noted in the last section are borne out by
the data for stem -+ -ing. The typical significance of stem- +ing
is the aspect of duration. In PI, it accounts for 699, occur-
rences and in SL for 100. The constructions with verbs, (Ske
lay listening, People went scurrying about) are three times as fre-
quent in SL as in PI 319% : 10%) and distinctly more fre-
quent as an adjective equivalent (her moving, gleaming arms)
and as a noun equivalent (it is hateful, their gloating).

It is significant that the one item in this section which
gives a strong lead to PI is stem - -ing as a free adjunct (...
he asked, speaking gently again, for...), 21% : 7%. In propor-
tion to the total stem - -ing OCCUITENCES, Forster gives five
times as many as Lawrence to this construction. The signi-
ficance in style is similar to that of the more frequent use of
the participial stem + -ed (one in seven of Forster’s stem + -ed
occurrences is participial, one in 18 of Lawrence’s) namely
concision. Like a participial stem + -ed, a free adjunct stem-+
-ing is a replacement for a clause predication.

Here, in one paragraph, are examples of adjective, stem +
-ed and stem -+ -ing, each showing economy of conjunction and
subject, and giving variety of form: So touchy as a rule, Aziz
was unassailable. . . Perched on his elephant, he watched. . . Mrs
Moore slept, swaying against the rods of the howdah. . . _

I do not know whether one would think the statements
elucidated above a sufficient acquisition of knowledge to com-
pensate the labour of the enquiry. We have evidence for &
‘presence’ of Forster’s writing, for its greater speed
dynamism, for Forster’s greater willingness to allow

13




: : Forster the _
evices i_vmg economy and vanety of ex
n modern’ of the two writers. All these concl
. have been drawn impressionistically; this small e
the statistical approach has the merit of hnkmg'
statements with the texts in a factual manner. |
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Banaras Hindu University.

Tug theme of this essay is a twofold ing

the language of poetry different from the non-
In other words, what is the differentia of poeti:
(2) And secondly, how does language function in poet
how do words bec oetical tive? For purposes
,ETus essay the termis ‘poetry’ and ‘poetic’
to apply to all imaginative literature. *
The question of poetic language became
19th century with the historic controversy
Wordsworth-and Coleridge: Wordsworth’s controversial state-
ment that there is no essential difference between the language
“of prose and of metrical composition, and Coleridge’s reply
that both in respect of the selection of words and their order—
their formal construction into sentences (‘ordonnance’)—
{ there is and ought to be an essential difference between prose
knd oetry. Though Coleridge assumes that there is such a
difference, nowhere does he clearly demonstrate how that
difference may be the necessary condition for the existence of
oetry. Even his famous defnition, in Aristotelian terms, in
Chapter XIV of Biographia: ‘A poem is that species of compo-
ition’ etc. off&% us no explicit qualitative distine tion_between
poetry and other ‘species of _composition’s/The whatness of

‘poetry and po ic Tanguage remains outside of Coleridge’s
definition. ~/

Wordsworth’s vital concern with language was shared afsgt-
‘him by Hopkins, the Symbolists, the Imagists, Pound, Hulme,
| Eliot and othersyén the question of poetic diction, of course,
modern poctic theory and practice have supported Words-
worth’s theory of common language or living speech, and
moved away from the 18th-century exaggerated notion of dis-
tance_between poetic Janguage and common speech. For the
contemporary poet there are no octical’ and ‘unpoetical’

ords; and the distance between prose and poetry too has

an issue in the

diminished.As Eliot has asserted: ‘To have the virtues of

e used inclusively

centring round

e
4

o
i
1

"..:. _..._‘;




oken language. Ho king
octry technical elements directly derived
t his theory of ‘inscape’ angd his definition

1ghtened, to_any

\9{,

"‘,g

8+ 1)

[‘Pound and Eliot, has set much store by _poetic”

e oo manleristic style Hop-
5 Was well aware of this and said: ‘No doybt my poetry
€rrs on the sid_c__‘gf_c_)g_lmc‘l_g(;;ss. ..« Now it is the virtue of, ..

ijnscage to_be dls_tmg}:ive, and it is the vice of distinctiveness
to become queer.’ /S

quee ince Hopkins, Poets in the Symbolist-
magist tradition ‘have recognized that poetry is made of

‘MS, not __(%Zi_{{eas and that the poet’s problem 1s no less[
than to recre#fte Jangutge to make it capable of expressing an'"
indivi(ip_gt_}l__gprsfq_r;al reaction, to make it yield the maximum
effectiveness.*¥zra Pound thought of great T‘iféféﬁﬁ?ﬁ_s_‘ﬁmply |
language charged with meaning to the utmost possible degree.’_ ¥
For Hulme, the problem of the poet was to break the stiff
general patterns of language, in which words tend to be used
like dead counters, and bénd language to express“the poet’s
“Lﬁﬁﬁ\“fe‘ﬁﬁbrﬁﬁ] visionw?’iéglch word must be_an“image seen,
not a counter,” Hulme said. Image is the very essence of the
poetic language. The Image is the vortex of energy, the poi_nt
of maximum concentration and expressiveness. T. S. Eliot
has throughout his career been preoccupied with the poet’s
medium. The poet, according to him, must be z-xlllg_‘ﬁ)____ force,
to dislocate, if necessary, language into his meaning.’

o .
‘J ..
L

v

}

o _dis e
Modern poetic theory, following in the wal%)f Hulme,
age, in the

Narrow sense of metaphor, and regardedfmetaphdrical languagf:
as of the essence of poetry. As_Clearith _onoks has f)bse}‘vc_d- ;
:‘One can sum up modern poetic technique l.)y calling it the
.redismveg of metaphor and the full commitment to met
phor.”* The main assumptions of N Crlt1c1srrt are.e
in such phrases as: ‘The Languag€ of Paradox , ‘Irony




-

Prinéglc of Structure’, ‘Poetics of Tension’,” Concordia Dis-

Cors’, %ﬂl‘ty’, ‘Imph"c'a%mn’, TLevels of Meaning’, ‘Cal- o

culated Complexity’, and so on. There is also _the ‘Archetypal’c.

[} criticism which sees the meaning and function of literature as
centrally present in myth and ritual. Though most of these -
concepts have to do with poetic perception rather than the
poet’s language, the language or the medium/is often taken to
be indistinguishable from the perceptions” But some of the

ferms like ‘Ambiguity’, ‘Paradox’ etc. are clearly linguistic /

The Language ;‘);foetfy i / - /13 ﬂ@

modes, and are assumed to be central to the poet’s language.

ttention to the language of poetry and methods of analysing
it were initiated by Richards and developed into 2 technique
& '.w—ﬂ— F - A
of semantic analysis by Empson. The modern linguistic (as
. . . ¢ R ) - 0 .
distinguished from ‘semantic ) criticism (Russian Formzly
and ‘Stylistics’) has ‘conceived poetic language as a SP cial
UTaneuage characterized by a purposeful “deformation’’ of ordi-

nary speech bi_“g;'ga_nized violenc 1

e’ committed jgainst it. ,,‘/I"/’

They studied mainly the sound stratum of language—vowel-
harmonies, conson..ant—cl___q_gtcrs?__: _rhyme, prose-rhythms, metre
= leaned heavily on the concept of the phonemev2-Other
attempts to study the structure and functioning of poetic
language are represented by works like Articulate Energy

(Donald Davie), which is a study of poetic syntax, Poets’

Grammar /(“;z‘éncis Berry), and many other st ydies of ‘poetic
diction’. /Works like .Richards’s__sz’Zq;gE@;__g:(_ “Rhetoric and a
recent book by Christine Brook-Rose, A Grammar of Metaphor

qassume that metaphor is the sp&;cia]‘ poetic mode and they revive
( the an ='§___1lt__i__r_1;§£§gt_g problems o ilc Taised by Aristotle,

Dem&erius, Longinus and R enaissalice toricians. In short,
~oblems of poetic language have become the very hub of
critical interest in our day and the evaluation of poetry is very
often equated with the analysis of the language of poetry.

/ To the question whether there is a specifically ‘poetic’ use
of language, both writers on ‘aesthetics and semantics have
attempted answers, ere is Richards’s _famdgs_distinction
between ‘scien ﬁc" and ‘emotive uses of language, though
tatcr mo‘dlﬁed by ,hls gheory of ‘contextual meaning’; Kenneth

urke’s ‘semantic’ and ‘poetic’_afea ings; 2g % '

sioi’ (denotation) and I‘)inte’.ﬁ:eali':;f:l’ ?:ogiggltlizr;)rrag  ng
; d 1ntehisio . Owen Bar-
‘ii:es:lg_msuggests an antagonism between the poeﬁﬁi—fd the




: Joﬁéja ina JVew qui 18 aIEo very helpful in descnbmg thc s

character_of art in
L1terary language, being a presentational form, cares, not fi

the literal assertion made in the words, but rather for the way
the assertion is made. The discursive use is the communicative
function of the language, whereas poetic language is formu-
lative; its product is verbal creation, not statement. But what -
are the distinct formal properties of this wp_resentatlonal’ or
ﬂnon-referentm] language? The question is left unanswgred

That there are two kinds of Tanguage, poetic and/non EOCth,

1s also the main tenet of the Symbolist theory, Paul Valery

believed that poetlc_’_lapﬁgaqc was_different from _prose, but
vl

)| what precisely 18’ the formal character of this difference Valery %
did not show,He merely claimed that language in poetry had @

a different value: ‘The poet makes use of words in a way

V)l quite different from convention or necessity. No doubt they

are the same words, but they have not the same values.’
~ Sanskrit poeticians have grappled with the question of what
is the soul or essence of poetry (kavyatma), and offered diverse
definitions that the poetic essence consists in Rasa or rchsh
in Alankara (ornaments or poectic figures), in R1t1 or St
understood as a special arrangement or combination of words, 2
in Vakrokti or a striking mode of Speech based on ‘double =
entendre’, in Dhvani or suggestiveness. Nearly all these theo-
ries assume that there is a special poetic use of language, and
!that poetic language possesses certain distinct virtues. Accord-
ing to Sanskrit semanticists there afe three different meanings
lof words: (1) the expressed meamz;g is_the word’s denota-

tion; (2) the indicated meamng, (3) the suggested meaning
(Vyanjana). The denoted meaning is what belongs to th
word Dy convention. Indication arises where the primn
meaning of the word is incompatible with the rest of t

tence. The third power of suggestion arises when the firs




s (7 abccﬁng this tWofqld“’aistinctiOn of language
rential, denotative (nom-poetic) and non-referential, conno
: [ — = oues . r—— . o b
tative or suggestive (poetic), we must ask three ques on
(1) If poetic language is purely connotative or suggestive: m
language not be used denotatively in (some) poetry? Is

_‘Boetrv necessarily oblique, ambiguous, startling, and a devia-

/> | tion from ordinary patterns of expression? (2) Even granting

/ that poetic_language is very often suggestive: how does 1t
' (“differ ‘Tormally’, i.e. in the matter 6f grammar, diction and

9 syntax_from other language? (3)/How do poetic figures etc.
“Which are the stock-in-trade of most poetry everywhere func-
fion in creating ngt_igﬁiﬁéﬁiiﬁg" 7 Or how do words ‘take
effect’ as poetry ? "*f//

o the question: Is the poetic use of language necessarily

non-referential? we must answer that in poetry, at least in Nal"_. e
‘jzme good poetry, direct statements may-oeeir and words M

—— T

ay be used for their gl__gg,g,;;;.tmtmga_r_;mgf-Shakcspeare and
{Donne are replete with generalized sententious statements,
and conceptual statements played a large part in the Elizabe-
than and Metaphysical lyrics. A close examination of a
Shakespearean sonnet or a Donne poem will reveal that its
meaning is founded on a central argument, concep ually
tated, and that the concept or the analogy proceeds from
fhe argument and serves to make it luminous. y{e ‘stated:
“argument is thus the basis of theAneaning in thé poem. Any
Bonne poem will bear this out,An the sonnet of Shakespeare:
‘Let me not to the marriage of true minds/Admit impediments’,
the bulk~of the poem copsists of the ‘stated’ argument;
he firse and the last four lines state the argument, and the
“metaphors_in the middle six lines illumine the idea. But the
rhetorical Torce of the ‘stated’ part of the poem is unmistak- '
-Ejl_g. A lot g#”good poetry everywhere hag”contained large

: generalizations on life ;delight in the contemplation of uniyetsals
“) has been animportant elementin the poetry ot all ages,
some of the best known lines of Shakespeare, Milton and Poy

)
W}
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M
-
i
-
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The mind is its own place and in itself
Can make a Heaven of Hell and a Hell of Heaves

Let us consider a few other lines. No one will doubt the
poignancy of the last line of Wordsworth’s Michael:

And he never lifted a single stone. /4 / “4

i

Here the words are used in their bare literal sense. This is a
- simple, direct statement linguistically indistinguishable from
- _common speech, Xet in'its context it acquires an intensity of
expression exceeding its informative character. Another such
informative statement is the line in Macheth: ‘~ he queen, my
lord, is dead’, which despite its simple referential character, in
1ts dramafic contmg&)'rﬁgw powerfully emotive that it
Eeis Macbeth on a startling outburst in the famous speech
following it. But these lines are taken, the one from a narra
the other from a play, which have a dramatic plotZF
about poems whichhave no apparent plot-structures?
lder the simple, precise statements of this short Chinese

The sound of her silk gkirt has stopped, .
On the marble pavément dust grows. -
Her empty room is cold ana'sﬁ]l,_. 2

Fallen leaves are piled against the doors.




richness of 1mphcat1on, employs its words denotatively and'is
indistinguishable in grammar, diction and word-order from
prose. The order ‘%e’ logical and the circumstances narrated
are literally true. t what has charged it with its evocative
force? The poem presents a picture of innéer and outer dreari-
ness and follows the movement of feeling indicated by the
last line. The images of the dusty Eavement cmpty room and
fallen leaves are not the so-called ‘poetic images’, nor are
they symbolic in any sense, but literal events of experience. Or
}conmder the subhmc passape from Tintern Abbqy beginning

One Heaven, one Hell, one Immortality,
And one annihilation. ...

in which the words are used literally, but possess/poetic virtue

as ‘value words’ representing concé“pts and féelings univer-

) _s_%l}y regar dc'd as valuable. Most of the vocabu!ary of ‘Roman-

| tic assertion’ is of this type, rhetorical, affirmative and direct.
And its language is best suited for its vision. .~/

As for the question whether the language of poetry has any
distinct formal structure: deliberate violation of normal gram-
mar and syntax has been assiduously practised for stylistic
‘purposes by poets at all times, but in modern poetry they

have become a mattef of Lult in_mannerists (‘tightrope-

Vj all versification ‘is essentially a_disturbance of the conven-!
tional language.’® But though this may be so, such aberra-
tions are not necessary for poetic expression and undoubtedly
much good poetry has occurred without them. On the whole,
1}1t would seem that poetry does not require a spec1al technical
' diction as its medium is the living gpeech, nor does it reqmrc
ja special grammar or syntax’.? /All_the modes of meaning,

features and functions of ordinary discourse are em yed by
poetry, and conversely certain devices considered péculiar to

"f:_'—poetrx are ;glso found in non-poetic language, «
X ncis ‘Berry, in a recent book, Poet’s Grammar. investicates
Fra : Ty, , : tigates

T |

The poem is a literal statement without any Empsonim :

WRF ISR

walkers ) such as Hopl)ms Mallarmc Apden Cummmgs and -

let us add, James”Joyce in prosc_.,/lﬂvlathlessen is_voicing |
the belief of many modern_practitiofiers when he says that :




tures of a poet’s language, for example, by tracing the ver

movement in Keats’s ‘Nightingale’ from an initial Indicative

to a Subjunctive and to a final relapse into the Indicative.

ut it does not say why the grammatical forms of a poem i

-9~ contribute to its effectiveness. This point can be determined

only by asking whether the grammatical form is_appropriate

o the theme«dhe ‘Coy Mistress’ is a good poem not because

tis a deliberate gxercise in the Sybjunctive Mood, but be-
“cause the Subjurictive describes fa’{t‘hfully the idea or feeling
Of the poem, Similarly, Donald Davie’s study of the poetic
syntax has shown that syntax can be a _chief source of poetic
pleasure, But it does not say that there is a special *poetic’
syntax. Wt must, of course, be conceded that in poetry Certain
torders of arrangement occur more frequently than in prose;

here 1s a more controlled and elaborate grouping_of words
into formal patterns, and a greater selective process than in

/the comparatively mechanical and automatic vocabylary of
jnon-literay discourse. IPoetr_)"{;&l_-so exploits certain” stylistic
@eviq_gg _more fully than non-poetic lariguage and deploys the

wesources of meaning. But as Whatmbugh has observed, ‘these

re not poetic in the technical sense. In fact, prose constantly

Jshows featurgs” which are commonly believed to be peculiar

to poetry.’ There is constant oveil/ap]ﬁing between the poetic

nd non-poetic uses of language.,

[As there is.no such thing as a ‘poetic’ language, either as
a~diction or as a mode of sentential meanings, all language A

must be regarded as ‘potentially’ a poetic languages” Poetry, 5

\ Ythen, makes the common forms of language function more

\§ 3 effectively than they do in ordinary discourse, but in w
‘not at all foreign to common ciscourse.|But the poetic r

lbf language may be %rentiated from the non-poetic
the following ways:

1. By its purpose: Is it intended to convey informa




Ys it rmmcs or nmtates a.ctxon, creatgs an

a:ﬁeﬁbn g
illusion or semblance of life or a ‘yirtual experience’. In other ‘3
words, it is a fictional mode.This applies not only to the

regular dramatic forms of expression, but even to those which
have no recognizable fictional for ics_etc. which
may seem to speaL of ‘actual’ expérience. For, in imaginative
qlcomposition it is not the ‘actual’ experience that is presented
ut a ‘semblance’ of it—aspects of feeling or perception, or
sychological events—that are potentially experienceable.
Thus Wallace Stevens’s ‘Thirteen Ways of Looking at a
Blackbird’ or Wordsworth’s Prelude (which is non-fictional
reflective verse) are as much in the ‘presentational’ modg-or
are ‘imitations’ of action as a play of Shakespeare. «/%

3. How do words ‘take effect’ as poetry? By the purpose
they are made to serve (No. 1), by their mode (No 2) and
Dby their Context, ‘which makes them function-in a ‘presenta-
tlonal’ way and achieve spuslﬁc effects. / Ff: prmmple of
Contextual Function? which is applied in~ explaining the
operatlon of musical forms and words in a composition—
“that they tend to ‘interanimate’ or change each other’s char-
acter in combmatlon—may bc apphed to problems of styhs-

'_h_ style-creating_context, and acqunres J_Joofic meamng and
‘wforce and becomes a dramatic ‘gesture ﬁvery poem, long
(such as Paradise Lost) or short (such as Herrick’s ‘Poetry of
Dress’), establishies its own dramatic context or situatio
' William pson (Structure_of Complex Wmd}/&gven pes)
[ hasattempted elaborate and sometimes over-ingenioy€ analyses
of the structure of_complex words’ in poetry,/A'hough he
shows by descriptive analysis how meaning functions at dif-
ferent levels and through ambiguity and implication enriches
\r¥ {the poem, he does not stop to i inquire fully what the source N
I poetic meaning is. /Poetlc meamng is contextual, and ook
Empson at some places in his inquiry seems merely to have””
assumed it, without caring to discuss its importance., P
‘fange of meamng of a word, its suggestive power as well as

delimitation’, is determined by 1fs context, which in cl:-_'j_




s h '. . e su : US 1
in course of Mark Antony’s speech. The shift
,the context indicates the shift in the meaning—from a pl
: escence in the statement, an ironical suggestion tk
"Brutus is not honourable, to an outright repudiation—t
in turn suggesfing a tone of voice appropriate to the shifting
meaning. , g
- Similarly, all other stylistic devices become effective only
in the context of the individual composition. They are valu-
able oply as ‘heighteners’ of meaning and not for their own 4
sake,/For example, a pursuit of poetic figures like metaphor

‘and antithesis for the sheer Jjoy of it will only stultify expression:
(witness some plays of Christopher Fry). Metaphor, rhetorical

figures, syntactical patterns, and all devices for securing empha-

sis or explicitness gain their expressive value in the context of
the specific expressive intepfions of the work, and not as inde-
pendent linguistic forms, ¥or example, the same device or figure
like irony or antithesis may be adaptedto different meaning-
tones: sublime, comic, tragic etc, ¥lence the chief concern
of Stylistics should be to define the specific aesthetic character,
function, and meaning of the linguistic system of a work.
But in doing this a merely descriptive or statistical accoun
of its various linguistic traits, its phonological and grammatical
features will not help interpretation, for stylistic devices have
specific expressive functions and can be analysed only in
terms of the aesthetic aims of the work and the effects it is £
trying to produce. ./, b

The foregoing observations have important ‘critical’ con-
e :

s

sequences and suggest a set of criteria for literary appraisal.
ﬁ) Any criticism of poetry must take into account the

urpose which the individual composition sets forth for jts
FI the composition achieves its set purpose it must be adjudge
good, and if it fails to achieve it it must be bad. For e mp
ticklers for dramatic method should not condémn Tom

as it breaks dramatic illusion, for Fielding’s meth



-

elation, such as appropriateness of ton€ to theme and dram: HGH a3
- fcontext. Hence it is illegitimate to take any single device,
such as metaphor or irony as the sole criterion of excellence
In_poetry. Dhere can be no universal theory of poetic excel-
lences and blemishes (guna and dosha, as the terms of Sanskrit
Poetics go), for the sole determinant of these excellences or

blemishes is their function in a given context. n the words of
‘the author of Sakityadarpana ( Mirror of omposition’), a
distinguisted text of Sanksrit Poetigs, excellences, ornaments and
styles are the causes of its (the’composition’s) elevation, and
faults are depressors thereof. An other words, poetic merits are
“those that are the most appropriate in the circumstances of
the poem and contribute most to its theme, and blemishes
are those that do not function effectively in their context.
Faults are sometimes no faults and may even be positive
-V'? Terits, and conversely, an excellence like a figure may be
‘misplace placed in its context and detract from, instead of contri-
\buting to, the poetic purpose. ' E:
‘LYet failure to recognize this principle and devotion to
exclusive poetic cr;:?dﬁ have resulted in our day in a kind
of critical tyfanny?:Most modern practitioners of criticism
merely /apply clichés to their appraisal of works.| There is
Clean’t‘ﬁ

a

Brooks who must hunt for paradoxes in poems (even g /s

i the most unlikely spots, in Wordsworth, for instance) in _

order to find them good, and finds them good if they contain

]E aradog; Empson for whom poctry must E”Wn%ffgﬁ"éus 5 T
ichards who sets_an_absolute value on ‘dialectic or polar )

tension’, and for whom all good pogffy must bear an ‘ironic
ontemplafion’; there are the sarchetypal’ maniaes who must

C A
searcH, even in vain, ior th, ritual, archetypal patterns

and the like; last but not the least are the symbol Kunters
who are prone to find a bear behind every bush, who have

devastated vast areas of dramatic criticism by reducing human
characters and_sometimes whole dramas to poetic s mbols./

) Even Eliot is réqt the least guilty of those who have encouraged
extreme Attitudes and brought about a certain” distortion of
values./His impersonalist theory of artand his exaggeration of




Y Ei_gg’ent kinds of goodness in poetry and that poetry can be

= ood in different ways. To say that all good poetry must be

‘metaphysical’, or that it should be a-structure of tensions
aind resolutions, or that it has no emOtions or personality to
express, is to express a personal preference, and not to set

up criteria of poetic excellence,/The poetry of tension is not the

only kind of poetry. Tension may be desirable in certain modes

of expression, but not so good in others. A poetry of affirma-

|tion, like Whitman’s or Wordsworth’s, has little use for irony
(and the like; a language of ‘assertion’, rhetorical, declamatory,
reiterative,” best suits its apocalyptic visior@/ Metaphysical
poctry, whenever it is good, represents just one kind of good-
ness in poetry, and is good not because it is metaphysical,

but because it sugcessfully adapts its chosen mode to its theme
nd purpose. e

. Another extreme attitude towards the question of the
language of poetry is represented by the fallacious notion
that language being the mode of its Very existence, poetry
is concerned with the exploration of a linguistic realm of

/ experience../This very erratic theory, originating in anti- P
expressionist theories like the one represented by Eliot’s state-
‘ment that ‘the poet has not a “personality” to express but a 3

| particular medium, which is only a medium and not a perso-

( nality’, makes out that art is but an exploration of the medium
(for its own sake, presumably). The fallacy of

A.;n end in itself can only

- 3 - _'-':‘I:" oA
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eves this end by. Art, of course, involves an
-, of the medium, but it is an exploration not of the me
| as a mode of creation, but of its resources, its
capabilities. 5 i
5. As poetry, like all art, renders human experience, 1ts
success must finally depend on the fidelity with which it reflects
1 the morphology of its experience, or follows the ‘form of
thought’!® in the poet’s mind. Hence the only valid criterion
for its appraisal is the criterion of ‘appropriateness’.*! And
,as ‘appropriateness’ obtains relatively to the purport of the
‘individual composition or the expressive intentions of its
‘author, no single poetic style or mode can be set up as a model
of excellence. The aim of the critic should rather be the dis-
covery of the ‘shaping principle’ of the work of art—the end
towards which its energies are directed—which alone must
provide justification for its chosen mode. A confusion between
poetic ends and poetic means is the worst kind of confusion
that can overcome a literary critic, and will only result in the
‘type of critical dogmatism that is current in our day. "
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"THE MORAL CONFUSION IN CLEEtis
RISEYDE
By KajaL Basv
Presidency College, Calcutta //
Troilus and Criseyde ntinues to defy 2 ’
y _40 f its meaning. ‘I/IJ/T ecent t1mes;
two papers have been published—>- s ‘The Con-
Chaucer’s Troilus an Criseyde’ and_,lt_?h__,, ‘
éThe Five Book Structure I 2 which are
ne b e conclusions reached in the two papers
are diametrically oppose . o
show a structural and thematic parallelism between Boethius's
ati d reaches the conclusion
that ‘the Consolation and the Troilus are companion pieces
which gohandin hand’. Troilus,in this view, becomesa Christian
figure and Pandarus as the Arch-Tempter. Nagarajan, on the
other hand, asserts that the love described ‘s beautiful’, but
that since this love is imperm
the advice that we should seek celestial love. Both the com-
fferent standpoints, decide that the
concluding stanzas are an in
a third view. Subscribing to Nagarajan’s thesis that from first
es, however, in the concluding
stanzas, a formal retraction
with the story itself—an unconcealed per
These various approaches cannot be rec
other. To understand, and accept or reject any or all of these
\,thfgin, however, with the theories themselves.
'The point of Nagarajan’s paper is to show that the con-
Y.y
f n:g s;re WIllet'“hf[?Ir he }}as approached the‘ problem from the
proper angle. He begins with an analysis of the story and

TROILUS AND G
1 attempts towards
a coherent understanding 0
—S. Nagarajan Call’
iclusion to Joat P. Mc ;
in Chaucer’s Trotlus
< ——
interesting because th
d to each other. McCall attempts tO
Consolation and Troilus and Criseyde, an
poem full of philosophical import, with Troilus as the central
anent the narrator concludes with
mentators, from their di
tegral part of the poem. There is
to last the story praises love, it se
which has nothing to do
Chaucer.
onciled with each
theories, therefore, it is necessary to return to the poem. To
cluding stanzas are an integral part of the poem, but I am
then declares that the ending is a natural conclusion to what

has gone before. As he himself admits, the evidence is negative.?
e

B

sonal address by’




: on estabhshcs the last sta.nzas- as a - .

L‘h story proper, we can then approach the whole

- from this angle and so attempt an explanation.

~In the 14th century formal retractions were frcquent as

clusions to poems. Of this we have ample evidence. A lis

lpossible precedents for Chaucer’s Retractions has been supplied

by Tatlock.> To this, Tatlock later added® the retractio: 1S

near the end of the prologue to Vincent de Beauvais’s

Speculum Universale (Strassburg, 1473?) as one of the most

obvious of Chaucer’s precedents. Boccaccio in his prose

| romance Ameto ends the chronicle of social scandals by sub-4§

hmatmg the characters into theological and cardinal v1rtues.f

Most of the tales in Canterbury Tales have some sort of plous
ltenchng, e.g. the conclusion to the Man of Lawe’s Tale.

‘Now Jhesu Crist, that of his myght may sende
Joye after wo, governe us in his grace,
And kepe us alle that been in this place! Amen.’

(C. Tales 11 (B), 1160-2)

And after the Parson’s Tale comes Chaucer’s own Retraction. ;
1+, (But all this accumulated weight of evidence does not neces-
* sarxly by itself prove that the so-called epilogue in Troilus

and Criseyde is ‘outside’ the poem. Tatlock himself has admitted

that there is a certain artlessness in this kind of unexpected
and arbitrary reversal.” The point is this: Are we to suppose
that a writer such as Chaucer was, would accept an artistically
iclums conycntlon without trying to create a sem"Ernce

unity ? That, after all, is one of the marks of the man 10f g

'Lhat hetakcs the conventions 6f his age and transmutes them
a unified creati ﬁim ."The Fool appears on the
ethan staga to tickle the audience, and the scenes in

~ he appears mvanably break the artastlc ity
Shakespeare retams thc convnon, but ¢
'1!;. Ia ﬂ:se




his day to string together a number of tales. Waat:
of artistic unity is revealed in the way Chau?r has
his various tales together to create a single” ufll,ﬁﬁd S
More immediately relevant is the treatment by Chaucer’s
contemporary—the moral Gower himself—of this very same = S
device of retraction in his Confessio” Amantis. The dramatic *
revelation of the Lover’s age at the end by Venus— e

‘Forthy my counseil is, that thou
Remembre wel, how thou art old.”

—leads very naturally to the final retraction (Confessio Amantts, ‘
VIII, 2488-9). There is thus no break in the artistic |
continuity of the poem. What Gower was able to accomplish, }
' Chaucer surely could do just as well if he so desired. We may, ‘
therefore, dispense with the argument that because many of
Chaucer’s contemporaries used a clumsy device, Chaucer

also would use the device in the same clumsy way. *

As has already been noted, most of the pilgrims in the
Canterbury Tales conclude their stories with a similar pious
‘wish. But these are clearly adapted to oral’delivery, not a
literary convention at all, and this very popular 14th-century |
habit has in fact been deliberately imitated by Chaucer to
heighten the realism of his presentation of the pilgrims.

There remains the final Retraction at the end of the Tales.
This admittedly is outside the poem. But with what careful
precision has Chaucer, made its position cIearWuitﬁ utl= A0
mistakably, the ‘I’ of the tales, i.e. Chaucer ‘the pilgrim,
and the ‘I’ of the Retraction are two different pers .JThe s
characters a w_d.iﬂ"crent.,f’_[' he Chaucer who beseeches Christ a
his blissful Mother to send him Grace to bewail his guilt
not the same Chaucer who ‘semeth elvyssh by his conte:
and who ‘lookest as thou woldest fynde an hare, [For ¢
upon the ground I se thee stare’ (Canterbury Tales

696-7). There is no such clear distinction i
in Troilus and Criseyde befween the ‘I’ of 't
five books, and the ‘I’ of the conc
I bok’ is the voice of Chaucer the ]




et 4 et ’e‘-h.-—u-

ove that this passage is not?
/in the Canterbury Tales the Retraction has a

~ heading. There is a break at the end of the Parson’.
~ followed by the heading ‘Here taketh the makere of this _
his love’. Such a heading is not unusual in medieval poel a
One such heading, a single word such as Epilogue, Palinode
or Retraction would have sufficed to separate the final stanzas
of Troilus and Criseyde from the rest of the poem. As we read

}it, however, there is no break. ‘Go, litel bok’ comes after a

general address to all his readers, =3

‘Beth war of men, and herkneth what I seye !’ i
(T. & C. V, 1785). 1

Then after two stanzas Chaucer returns ‘to purpos of my
jrather speche’ (1799) and describes Troilus’s death, followed
by the flight of his soul (1800-34); then he turns and
addresses his readers for a final admonition. How, when and
where are we to draw the dividing line, the change from the
narrator’s voice to Chaucer’s?

The break in the Canterbury Tales is made even more obvious
by the list of the poet’s works (C. 7. X, 1085 f.), in which
even ‘the tales of Caunterbury, thilke that sownen into synne’
are mentioned. No such list of retractions appears in Troilus
and Criseyde, no such reference to the poet’s earlier works,
which would have created the impression of detachment, the
artist reviewing his work from outside. 23

But even if the suggestions made so far be rejected, there
is another point to be considered. The renunciation

ﬁvc takes place not alone in the mind of the artist, it
in the story itself, it occurs in the mind o ilus, By r
iof imagination can Troilus’s abjuration of earthly
in 1l 1814-27 be considered as ‘outside

. gl 7 ST
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e clearly tells us that the story is 'ndt fin
~ now hurry on with it. It is a favourite lin
already used it once before in 7. & C. 111,

identical words— 2

‘But now to purpos of my rather speche’. e

So he returns to the story, and describes Troilus going to b
ched world and looking down on.

heaven, despising this wret
lain. The last stanza of the story proper

the spot where he was
(1. 1828-34) begins:

‘Swich fyn hath, lo, this Troilus for love’

and ends

riseyde

‘And thus bigan his lovying of C
e deyde.’

As I have told, and in this wise h

The retraction, if retraction it is, begins with the next line

(1835):
‘O yonge, fresshe folkes, he or she....”

_1835-69—contains a general address
h hom fro worldly vanyte’ and turn
ficant word ‘vanyte’ has already
ho, once in heaven

The rest of the poem
fto the readers to ‘repeyret
to _God. But the very signi
occurred in the account of Troilus w

‘held al vanite
To respect of the pleyn felicite
That is in hevene above’

(1817-19)

Even if we were to regard 1935-69 as a formal '_J'.:ctraction we
would still have to contend with and cxplaiﬁ Troilus’s contc’mpt

for earthly happiness in a poem which celebrates earthl

love. And if this can be explained as part of the story, so tdy

can the lines that follow; for the last four stanzas rg;in - ‘0

new attitude, t.hcy merely echo the attitude of Troilus }ungscrlli?

4/ It is no accident, no inadvertent carelessness on Ghaueer’s e




arounc beforc hc found the smtablc lmes in '3_ C
Tamds where the flight of Arcite’s soul is decsribed (°
1-3). There are possible echoes, too, from Dante’s D
Comedy, Paradiso, 22, 128-35. After this, can we doubt
Chaucer intended, by inserting the later passage, to link t
[thought of the concluding stanzas with the story itself?

If the preceding discussion may be considered as s
factonly establishing the fact that the final renunciation
love is an integral part of the poem, we may now proceed
to analyse the poem itself in the light of this conclusion. f.

I1

Nagara_]an has stated that the love of Troilus and Cmscydc,
‘though beautiful, contained within itself the seeds of its |
impermanence’® and that this led the narrator to conclude
his poem by asking his readers to turn to a more lasting k.llld
of love—the love of God. For this impermanence Nagara_]anq
glves two reasons, the first of which relates to Cnseyde [Criseyde
s in service to thc law of love which does not require faithful- _
Fess to the ObJCCt of love if he becomes unavallable—-wha.t
reqmres 1s that she must remain contmually in a state
love. I Therefore, if through outward circumstances, she 2
separated from her lover and there is no possibility of their
‘ever reuniting, then the law requires, not that she sho !
remain faithful to the memory of her lover, but that she shoul
1mmed1ately fall in love with someone els&‘*-Ehe is miserab
hen she falses Troilus because the dogma that she must lo
"2@ love is obhgatory is stifling her instinct for loya.l N
find this view unsupported by anything that Chai

\l) any other med1eval poet ever wr?e Certamly,
‘has nowhere stated g |




tathls pbem——wﬁere C_qﬂde ed wv 4' |
“of courtly love—
‘And of Creseyde thou hast seyed as the ¢,

‘That maketh men to wommen lasse triste,
That ben as trewe as ever was any steel’. .

(Pr.to L.G.W., [F]33

and again later

‘No a trewe lover oght me not to blame, ~ oy ¢
Thogh that I speke a fals lovere som shame. v s
..1 of Criseyde wroot or tolde

To forthren trouthe in love and yt cheryce & . '
And to ben war from falsnesse and fro vice oL ‘_._._- _
By swich ensample’; (Pr.to L.G.W., [F] 466-74) F

Nagarajan’s second explanation for the lmpermanence @ L i
love pertains to Trmlus Tr01lus has worshipped .'E'(;;-(,-u;;;e;-.‘L 3

is that it is always Lhangmg Now Fortune Ccrtamly c
loom large in the poem, l:‘wt I fail to find any passage whick
shows Troilus’s direct allegiance to Fortune as his particul
Divinity. Only twice does he actually refer at any .
Fortune. Once in Bk. I, he exclaims ‘For _;
Fortune is my fo’ (I, 837) To which Pandarus oli
Fortune has its ups‘dnd downs and that it ‘is comune/t
manere wight in som degree’ (843-4). There is noth
“ndicate that Troilus has taken Fortune to be his

'é ‘goddess It may be worth while here to contra:
Boethius passage ffom which Chaucer'* drew
Thcm, Lad: Phaloso _hy quwe cl ~
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" In the second passage, when the decree is passed
o Gﬁ‘ﬁeyde will be exchanged for Antenor, Troilus

ays

‘Fortune, allas the while!
What have I don? What have I the agylt?

But these words are uttered in an extremity of emotig
stress, and, unsupported by any similar earlier statemer
need not be taken too seriously. In fact, immediately a
Pandarus says
‘Who wolde have wend that in so litel a throwe A
Fortune oure joie wold han overthrowe?’ (IV, 384-5)

implying that the temporary nature of this happiness was
taken for granted, it was only a question of long it would'
last. Troilus’s God, the God to whom he repeatedly swears
allegiance; is not Fortune, but, as is so clearly obvious, the
God of Love. 3
~ It may be relevant here to recall McCall’s paper, for he
uses the very same Fortune argument, to reach however,
the very ‘different conclusion that the poem illustrates a
Boethian moral. But the pervading presence of Fortune does 3
not necessarily prove—as I have already indicated—that"
Troilus is voluntarily subjecting himself to Fortune. We get
yrather the impression of an overhanging Fate which it is Il'l}'
fin Troilus’s power to cither evade or welcome. Every time .
Fortune steps in, and changes the lives of the human beings
despite their deliberate avowals /to the contrary. Troilus
stands in the Temple, mocking all lovers, but

‘O blynde world, O blynde entencioun!

..
----------------------------------

Criseyde prepares to go home from Pandarus’s supper:
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s bestes ben the causes Wr.

/McGall’s thesis, moreover, makes the temptatic
of Troilus the central theme of the poem, anc treats C
as a shadowy figure, of little importance, relevant only
far as she affects Troilus’s fate./ This 13 contrary to the impr

gained from reading the poem. Criseyde arrests our mi
certainly as much attention as

and we give her, if not more, n as
we give to Troilus. This cannot be regonciled with McCall’s
theory that the poem is a Christian“allegory wi

the central figure. The title of the poem is not after all “The
Consolation of Troilus’ but “Troilus and Criseyde’ (italics mine).
/ The links with Boethius, noted by McCall, are many and
valuable. [But to say that the entire thematic and structural
plan of the story parallels Boethius, to impose on the whole
oem a Boethian unity, is to give a slant to the story that we
definitely do not feel when we pick the poem up and read it,)
If Chaucer’s intention was to show Troilus succumbing to
’lthe Jaws of flesh and the ways of sin, he certainly has not
lcreated that impression.
The difficulty that underlics any attempt at analysing the
poem is clear—how to reconcile five books apparently celebrat-
ing earthly love with the religious conclusion, where, in clear
' and unequivocal terms, We have an open rejection of earthly
' love. 'Scattered right through the poem are many passages
in praise of love. Our emotional response to this love—as
Nagarajan says—is, that it is beautiful. But human reactions
are complex affairs and cannot always be labelled as all black
or all white. Is it not possible to think that something is beauti-
iful and at the same time, have an uneasy conscience about
':¢? To Dante, the love of Paolo and Franscesca is beautiful;
yet it is wrong, and they must dwell in Hell (Inferno, 5).
Does not literature show us many such instances where love
|1s described as good and yet, somehow wrong? I say ‘wrong’
not merely ‘impermanent’. Nagarajan has maintained that

ith Troilus as\ ’U%

Vb

/

k

the love of Troilus and Criseyde is wholly good, it is defective %




plex, that we feel it is beautiful and at th

1 n th oem, the love portrayed is both rigl
ong, and the final stanzas come, not as a surpri
“a natural conclusion to what has gone before.

I -

{To maintain that love in Troilus and Criseyde is wholly
consistently good is to maintain that Chaucer placed
whole poem in the framework of courtly-love mora
But does Christian morality nowhere make itself felt in f
course of the story? The willing suspension of the istiz
sense can be easily attained provided the narrator maintains
the fiction consistently right through the poem. In the Miller's
Tale, for example, the fiction of fabliau merry-making is so
successfully maintained that Christian morality goes to sleep.
Even in a more serious tale, Chaucer can, if he so wishes,
establish his own morality. Thus, January, in the Merchant’s
T ale, with his attitude that marriage is legalized sex— k

e

&
‘And blessed be the yok that we been inne o
For in oure actes we mowe do no synne’, -

(C.T.1V, 1837-8)

fills us with loathing for the entire convention of marriage.
We turn with relief to the extra-marital love of May and
‘Damyan and Applaud with full moral consent the success of
their pear-tree device. Chaucer could then, if he so wished, 3
set up any moral standards he chose, within the framework &
of a poem. Has he done so in Troilus and riseyde? 2

¥The poem begins with a series of ‘bidding’ prayers to the
,‘sod of Love, and we are transported straight away into the

vorld of love morality,] When the reprobate Troilus is cc

verted to the loye-religion, the narrator adds his comm
and his advice to the readers— |

‘For ever it was, and evere it shal bifalle,
| That Love is he that alle thing may bynde
~ For may no man fordon the lawe of kynde’., |



N
v

‘Now sith it may nat goodly ben Wlths
And is a thing so vertuous in kynde,
Refuseth nat to Love for to ben bonde,

Syn, as hymselven liste, he may yow bynde 5
(I,

This glorification of love is consistently maintained ri
ithrough Bk. I. Christian morahty has truly gone to sleep .

The narrator’s own attitude is clearly indicated, so too
attitudes of Troilus and Pandarus. | Troilus is moved by the
purest and most worthy of motives, and not the slightest
sense of wrongdoing troubles either him or Pandarus..'fThls

is Pandarus’s comment: v Y4

‘the firste poynt is this
Of noble corage and wel ordayné 5
A man to have pees with himself, ywis. §o
So oughtest thou, for nought but good it is _ G 2
To loven wel, and in worthy place;’ (I1,891-3)

. character changes significantly for the better—
‘And ecch of tho gan for a vertu chaunge’. (I, 1085)

We have the God of love appearing actually before us in
erson— ' '

‘At which the God of Love gan loken rowe
Right for despit, and shop for to ben wroken.’ G

(I, 206-7) 2

and he is constantly addressed by both men, who pay ho
to his goodness and greatness. In Bk. I, then, Love is shown
to be wholly gdod, noble and defirable. 3 O
.. It is with Bk, II and the entrance of Criseyde, th:
¥ complications begin. Already, in the _/mtrcductory\ ‘
“of Criseyde in Bk. 1, ¢ certain irregulariti \
\lady in the courtly-love settmg 18 noble and hi



* general belief in the basic goddness of love./But as we procei

|

rotect her. Lﬁt{:r, we are told that what she -
in Troilus was that ‘she felte he was to hire a wal/
and sheld from every displesaunce’ (II1, 479-80).\The
seems almost to acquire a ‘King Cophetua and the _
Maid’ colouring!

v/TAs yet, however, nothing ‘has happened to disturb t

makes itself felt in our moral sense. A new type ‘of moralit
emerges, not openly, but sufficiently disturbing. It is the
Christian approach to the situation which harmonises ill with
the tenets of love-religion. An uneasy sense of wrongdoing,
lsometimes lulled” but never disappearing, begins to trouble
our mind. |
The explanation for this lies in Chaucer’s treatment of
Criseyde. The aura of courtly love which surrounds Troilus
whatever he does, is conspicuous by its absence in Bk, II,
The God of Love, whose presence pervades Bk. 1, is nowhere to
be seen when Criseyde approaches, and she herself speaks,
behaves, argues and reasons, exactly as any Christian woman
would in a similar situation, Where love for Troilus had been
a religious obligation, Criseyde nowhere refers to it as her
duty or her religion. She addresses God in a general way i}
many times, but never the God of Love, In her soliloquy *
(IL, 700-763) after Pandarus has left her alone, revealing
as it does her inmost thoughts, we see a tussle between the 38
desire to love and the Christian conscience which tells her
it is wrong.!We do not feel here a conflict between two duties 1
—the duty to love and duty to religion., No—quite clearly
it is a conflict between desire and duty. ]

’through Bk. II and on through the rest of the poem, a

"What shal T doon? To what fyn lyve I thus?
Shal I nat loye, in cas if that me leste ? A
What, par dieux! I am naught religious.” (II,




‘For love is yet the mooste stormy lyf,
nght of hymself, that evere was bigonne;’

And in the preceding stanza she complains against love m;*;
words that are heretical to Love’s religion— HEEs

‘Allas! syn I am free,

Sholde I now love, and put in jupartie

My sikernesse, and thrallen libertee ? |
Allas! how dorst I thenken that folie?”  (II, 771-4).

Immediately after, comes Antigone’s song. This song is n@t:—:f
in Boccaccio, and its deliberate insertion at this place just
fter Criseyde’s heretical remarks against love, makes Chaucer’s
ntention very clear. The song, as Kittredge has pointed out® =
was probably taken from Guillaume de Machadt’s Paradys
‘& Amour (ed. Chichmaref, Poesies lyriques, Paris, 1909, = =
2, 345-51) where a lady sings her gratitude to Love and =
praises the power of Love who is the source of all virtues = =
and the enemy of vice. In Chaucer’s poem we are told that
the song was composed by ‘the goodlieste mayde of great
estat in al the town of Troye (I, 880-1), and it is sung
. by Antigone, Criseyde’s niece, who has not yet felt Love’s ':
| direct influence, but who looks up to the God with simple
faith—

- “Ye, wis’, quod fresshe Antigone the white,
‘For alle the folk that han or ben on lyve i
Ne konne wel the blisse of love discryve’. (II, 887-9)

\We have thus a group of women who are all devou
of Love’s rehglon Well may ‘they help to swell the pre
of women ‘swich a traas’ who follow Gupzd in the
to the Legend of Good Women. But Criseyde is 1



/de to yield to Troilus. Thi
1d ‘to and fro was sent’, loves to
either Troilus nor Criseyde.!But Panda
knows exactly what -advice will be most effectiv
m. With Troilus his arguments are always mo:
philosophical—you cannot resist love, it is your duty t
it is good to love. Interspersed are long passages a
from Boethius particularly in the discussion of Fortune (7"
I, 841 ff, and Boethius, II, Pr. I). The Fortune p
concluded with the advice that love will lead him to ¢

quillity and peace of mind, which is the aim of every sa
and philosopher— |

‘For certainly, the firste poynt is this
Of noble corage and wel ordayné
A man to have pees with himself, ywis’ (I, 891-3).

,There is an echo too, from Dante, the doctrine that love of
‘good objects is good.

While e’er it seeks
The primal blessings or with measure due
The inferior, no delight, that flows from it,
Partakes of ill. i

(Purg., XVII, 93-96): "8

. N9
These are Pandarus’s words

‘for nought but good 't is

To loven wel, and in a worthy place; 3

The ought nat to clepe it hap, but grace.’ (1, 89:
'/_ These echoes and borrowings from Dante and Boet
l_an-: added philosophical weight to Pandarus’s a
that we are left in no doubt as to where T

—




\/V’ery- different are the arguments P2 15,
Criseyde. There is no question here of her me

duty to love. He does not mention the God ¢

‘He either plies her with worldly arguments, €.

age—Thenk ek how elde-wasteth every houre |
resorts to threats of sqi?d?e; TA major portion o

3 Chaucer’s own creation, not to be found in Bo

it is in these conversations with Criseyde, nowhere

Pandarus appears in the role of Arch-Tempter.ie is

11:0 break down Criseyde’s resistance, but they are -

‘;he arguments that would be used to break down the

cruples of a Christian woman. Criseyde too creates the

impression. Pandarus’s first remark ‘lat us daunce’ (11,

brings forth from her the following statement, o

‘It sate me wel bet ay in a cave s
To bidde and rede on holy seyntes lyves’s (IL, 117-18)

Then when he makes his amorous proposals on behalf of
Troilus, Criseyde is shocked and full of horror, s

‘Allas, for wo! Why nere 1 deed? : ___'.;,U i
For of this world the feyth is al agoon’.  (II, 409-10)

After this initial reaction of horror she begins to yield little
) by little, but her constant protestations that she will go

further—
“in this proces if ye depper g0,

__ne shal I nevere of hym han other routhe’.

.

s e create the impression that she is weakening m

g T Sl




; later in the iéto'ry two elaborat

Aat are not to be found'in “Cacclo—
us’s house and the supper at Pandarus’s,

P

‘.

1ously because it reduces Czj;'_sg‘xd;;:s_ﬂc‘lj{cct res-

101ty for yielding. True, this makes her moral culpability*
ess, but the question arises—according to which code of
'morality ? Christian or Courtly Love? Guillaume de Lorris
made no similar attempt to reduce the Lady’

’ and Bialacoil is as much a part of her as
Chastite. Courtly Love requires no such m
the Lady’s eventual surrender to Love. By red
moral responsibility, therefore, Chaucer is
quote C. S. Lewis, ‘by Christian standards
this pandering to the Christian sense

s responsibility,
are Shame and
oral excuses for
ucing Criseyde’s
making her, to
forgivable’,11 Byt

1 T s -

in a Christian
setting? v

There is, again, that maddeningly
\the narrator when, in Bk. III, Pa;
that Trqilus is out of town.

ambiguous comment of
1darus assures Criseyde

‘Nought lyst myn auctor fully to declare

What that she thoughte when he seyde so,
That Troilus was out of towne ylare, -
As if he seyde thereof soth or no’; (111, 575-8)
\Wicked indeed of Chaucer to ha

what are we to make of it ? Since the entire episode is Chaucer’s 3
own invention, it is not surprising that ‘myn _auctor’ has
nothing to say here! In the words of Root, ‘this seems to be
merely a literary device to suggest to the reader’s mind a
doubt as to Criseyde’s sincerity.’’> How does this affect our
tonception of Criseyde? Does it not suggest a weak woman !

: ing her conscience by Erggggdjgg_ggrbgﬁﬁeve some-

ve inserted this stanza—but

S 1n her heart of hearts mig




| Thus, little by little, Pandarus wears away
tance until she is helpless in his hands.! This is
own view ? the situation, and twice he uses the ir

hunter c trapping his prey—Bk. II, 964 ff. and 1534

‘Lo, hold the at thi triste cloos, and I
Shal wel the deer unto thi bowe dryve’. (II, 1534-5)

+ But soon after, a curions change comes over him. As
plot thickens, he too begins to doubt the moral rightness of
his action.” After the meeting at Deiphebus’s house has becn
brought to a successful close, Pandarus tells Troilus,

¢
‘for shame it is to seye: \ﬁ;
For the have I bigonne a gamen pleye, i3k ﬁ‘*
'Which that I nevere do shal eft for other,” (III, 249-51). '

These words sound strange in Pandarus’s mouth. The infection,
we find, is spreading, and Criseyde is no longer the only
person suffering from a sense of guilt. Pandarus’s Christian
conscience has begun to assert itself. He adds, soon after,
that boasting and gossiping are what Troilus must avoid if i
Criseyde’s honour is to be saved (III, 281-315). This reminds -
us of Wikked Tunge of the Romaunt, but Pandarus brings L
this up only at the end of his speech. His initial words have 28
already revealed his guilty conscience. Troilus, the true Courtly
Lover, untroubled by any Christian morality, sees the “whole
thmg in a different light. Where Pandarus describes himself
ishamefully as

‘Swich a meene
As maken wommen unto men to comen;’ (III, 254-

Troilus describes his actions as they appear from [:he
\pomt of love-morality, ..



tly these practlcal benefits that begin to convince her
ere can be nothing wrong in this love. 'Whatever the rease
from now on we hear very few objections from her. The supper
‘at Pandarus s house is still to come, and a considerable amount
of persuasion and deception wﬂl still be required to over-
come her scruples before she yields absolutely to Troﬂus,
but the moral resistance has become very much weaker. When
Pandarus tells her that Tr011us racked by jealousy, ‘is thorogh_ _
,a goter, by a pryve wente’ (III 787) come, Criseyde in a %
long, distracted speech philosophizes on false felicity, but
does not remark once on the impropriety of Troilus’s presence __'
at this hour. ';' ,:
Pandarus is quick to notice the change in her, and plies =
ther with new tactics. If she does not see Troilus, that means she
does not really love him (III, 864) and she is delaying from
malice (111, 880): Criseyde’s emergent love-morality is touched
to the quick—‘Hadde I hym nevere lief? by God I wccne[
Ye hadde nevere thyng so lief* (III, 869-70) and rather than
have her love doubted, she agrees to see him. In the scene
hat follows, Criseyde for the first time addresses by name
one of the new Gods to whom she is now converted—‘But O,
thow Jove, O auctor of nature’ (III, 1016). The whole ofu
this and the succeeding passage have been placed in a h:tghl:_ >
pagan settlng Troilus’s invocation to the Gods before a

[a.(ter his union with Criseyde (ITI, 712-35, and HI, 12!

1274) are perhaps two of the most elaborately pagan passa

the entire poem. In this scene, Love has triumphed.
- Bk. III, however, where this climax occurs, begins
the Pr@f:m,_, -35) and ends (Tro1lus s song, III o




and earts (I,
between these two passages rests the love of
Criseyde. We feel that love indeed has triumphed, but
the cost of religion. Man, bird, beast, fish, herb (III, 1
himself and Mars feel the power of love. These are all part
of the Universal Scheme, so too are Troilus and Criseyde.
Their love is not contrary to religion, it is contained within
it. So, no doubt, is the intended effect of these two Boethian
passages. It is worth noting here that Troilus’s song was
omitted in the A Mss—it is a deliberate, later insertion, s0
that Bk. III may begin and end on this note. '
As early as Bk. I, a hint of this was given when Pandarus
told Troilus that love of Kynde is one step towards Celestial
Love (I, 976 ff.) and that Criseyde is well aware of both: o)

‘It sit hire naught to ben celestial.

As vet, though that hire liste bothe and kowthe; :
(I,983-4)

It is almost the resolution effected by Dante himself. With
verbal echoes from Dante scattered right through the poem,
it is likely enough that Chaucer had Dante’s scheme in mind.
Beatrice rebukes Dante, not because he loved her body while
she was on earth, but because he dallied with other loves
after her death (Purg., 31, 46-57). With Dante, certainly,
love of kynde is one step towards celestial love. Unfortunately,
Criseyde is not Beatrice, but weak, unable to say No, being
rather more like Dante’s Francesca da Rimini. R
And for this reason, Chaucer’s compromise fails. Bk.
the book of Troilus, was placed in the context of Love-religi
and Bk. II, full of Criseyde’s misgivings and hesitati
the setting of Christian morality. Bk. III sought to
Love with Religion. But the truce turns out in the ¢
a temporary one. In the very middle of this bool
guilty words of Pandarus in the passage ¢
(I11, 250 ff.), and through Pandarus we t
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‘to a religion that offers but temp |
e broughte unto servyse/ Of love, allas! t
wich wise’ (IV, 832-3). Yet, since this is her new
d creed, she promises to be true to it, and swears
allegiance by all the Gods of this religion—‘And this on e _
~ god celestial. .. .’ (1, 1541 f1.). :
But all in vain. The fallen woman falls again. She who
through weakness had betrayed the code of Christianity,
now through the same weakness betrays the code of Love,
and yields herself to Diomede. She is fully aware of her crime
and pleads guilty (V, 1054 ff.). The narrator himself is moved
by this distressingly painful sight, and has not the heart to :
condemn her (V, 1093-9). As she slips lower and lower, we
find her each time pathetically trying to cling to some shreds
of morality, and when she accepts Diomede as her lover, she
tries in turn to be faithful to him—‘To Diomede algate I wol
be trewe’ (V, 1071). Thus we leave Criseyde.

In her we see the slow process of moral degradation taking
place, the consequences of the weakness of the flesh and will,
If ever a character has been created and forgiven from the |
Christian point of view, it is Criseyde. Love enters her life, "=
not as a mighty God, but as desire which she feels is morally |
wrong, and which she struggles and fails to control. When
she finds herself succumbing to this desire she tries to persuade :
herself that there is no wrong in it, and w
summated, so great is the bliss she feels—
semeth more swete’ (11, 1219)

that she has taken the right course. But soon the test of
endurance comes and her brief period of happiness ends.
Remorse for accepting the neyw creed (IV, 828 ff.) and again
rémorse when later she ‘falses’ it (V, 1054 fI.)—such is her lot. e
Through Criseyde the relation between L,

hen love is con-
‘And now swetnesse
that she convinces herself




with what tragic consequences. Nor indeed can
be worshipped simultaneously, as Chaucer atte
in Bk. 111, If reconciliation had been possible, wel
Where there can be no reconciliation, Cupid’s law
to Christ’s. Though this thought is not exactly expr

way
leave Criseyde, her last words

when we

‘But al shal passe; and thus I take my leve’. (V, 1085)__. 2

and our own sense of dissatisfaction over her miserable end,
prepares us for the final renunciation of love and earthly
happiness in the concluding stanzas of the poem.

But what of Troilus? Those who see in him a warning
sins of flesh forget the last incident of the
1, Chaucer so carefully inserted in
a later revision. Troilus dies and goes up to the hollowness
of the ‘eighthe spere’ (V, 1809) in ‘hevene above’. Is this
a punishment for his moral weakness? Is this a fit ending for
a man who has succumbed to the sins of passion? In that
case, let us all be like Troilus, for it is a punishment we may
well desire. Troilus rests in ‘pleyn felicite®—what more can
we hope for after death?

It is not for us to impose cither our own oOr Boethius’s
n Troilus. It is for us to analyse Troilus’s part
exactly as Chaucer has presented it within the poem. And for
Troilus there never was any conflict, no question of im-
morality, no slipping from the path of right into the path of
wrong. He has been faithful, honest and devoted to the one
creed that he knows. Even when the conversion takes place,
early in Bk. I, it is not conversion from one God to another.
It is the atheist’s acceptance of the Divinity’s power, the un-
believer’s surrender to God. Troilus’s rOle is never more
apparent than when, in Bk. II, in the middle of Criseyde’s
conflict-torn thoughts, Pandarus gives his account of Troilus’s
prayer of repentance to the God of Love (II, 522-39), thus
immediately reinstating the moral rightness of his behaviour i
as opposed to Criseyde’s. Later in the poem he may so e
over Criseyde’s desertion (V, 1674 fl.) or even moment
rail against Fortune (IV, 260 ff.), but his belief in the gooc

example against the
tale which, as we have see1

morality 0




~ remorse OVEL s heightened, n
. . naturc 15 g ; ;’.._ ¢
Pu;iftgsizﬁ }tllllsat he cannot within his hea& _
confession o quarter of a day (V, 1698).
(nsey failed him, ke did no mo

h Criseyde :
'Il’lléoggcs to heaven. Once 1n hcave_n, .T. 1
:'Etility of all human endeavour. This 1s not

surprising. A good Christian too, thn. he goes
.may well look down with new eyes on }fls carlt
Dante himself looked below from the eighth hea

Flet S

‘I saw this globe
So pitiful of semblance, that perforce

It moved my smiles’: &
(Paradiso, 22, 130-2) S

“Thus Troilus renounces his love. And still he is tru
religion. Has he deserted his pagan gods? Are the
with him? Surely not, for Mercury himself conduc
to his seat in heaven.
/ All that Chaucer suggests in his final exhortati
parallels Troilus’s own act. What Troilus did in his
context, Chaucer asks his readers now to apply in th
Christian context. And since they already have in Gh
permanent form of love, he tells them to adopt here ane
the attitude of mind Troilus reached after death.
_The poem ends on a Christian note, but Christian 1
ha§ been awake all through the poem in the cha
Criseyde and comes as nothing new; while the

fl:Om Troilus’s world to the Christian world is natuf:
Sln;iglgf;;a:;et;f) nclusion is reached in both the cor
ST 1s paper has been two-fold: (a) to
e S apiassaga: at the Cnd-hth(.: so-called T
23 real the Euri(m SCOHC usion to the main story, (b
confli

ness
cxpla?r?gd“:ngniss of love. The moral confu
and *Cﬁéeyde );l.a, t exists, for the simple reaso

Ve been created from two atL

lth
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the most perplexing and exasperating poem
. has been maligned in terms and epithets which
the passions which it has Toused in a host of critics
the last three/c/cnturics.‘/l'hus it has been called ‘a cu
repulsive poem’ which ‘like a_chasm dark, dank and
wholesome, gapingly reveals much in the divided mind ¢
man now nearing thirty.”* ‘In no poem is the least attracty
side of Donne’s mind so clearly revealed, that aspect of
wit which to some readers is more repellent, more fatal
his claim to be a poet, than the subtle ingenuity or misplaced
erudition—the vein of sheer ugliness which runs through his*
work, presenting details that seem merely and wantonly
repulsive.”? “The puerility of the central idea is extradrdinary,
the Soule flits from body to body without growth,” without .
change, as a parasite leaps from one harbouring object to
‘another.’3 With the solitary exception of De Quificey the =
chorus of distaste and abuse is general and consistent. /"
The poem develops the idea that man is an amalgam of
all beasts, and endeavours to teach moral lessons in a fable- i
ih’ke manner through the medium of a scathin’g; E‘Imost'ét:aldinge 4
atirc'. In a sombre fashion Donne, the“perple}'c“éd humanist,
desqnbes the Soul’s corruption as it wantonly inhabits different
bodiés,* (though moving in its appointed course) and
on accumulating sin and dulling its ‘other faculties’] Donne
w%.ule‘ peeping into the scething Cauldron of his mmd
w1t%1 its pugefying‘thoughts, asks to be pardoned as long as
he is prepared to give to his critics, ‘a good hold upon mee’.
onscious of 1ihe originality of his idea, he explains in
Episile the ‘Pithagoriaf doctrine’” according to which

Soul may move in all the three rw’/orlds,, the vegf}ﬁalc, A1)

| andhu_n-aan Wwithm_lt any consistency or order, only- ¢
mthltthc memories of its previous births. These -
T mutations of the Soul are not the result of 1ts ov




e T - What the gold Chaldee, or silver Persian saw;

From mfant morne, through manly noone I draw._

Greeke brasse, or Roman iron, is in this one; _
A worke t’outweare Seths plllars, bricke and stone,
And (holy writt excepted) made to yeeld to none.

(11, 6-10)

The Soul will outlive ‘the eye of heaven’, the Sun, the male
force and progenitor of all that we see on this earth.

Yet hast thou not more nations seene then shee
That before thee, one day beganne to bee,
And thy fraile light being quench’d,
shall long, long outlive thee
(11. 18-20)

These lines which are addressed to the Sun and in \?ﬁ:h
the Sun is shown his own place remind us of Satan’ s address
-the Sun in Paradise Lost, Book IV. e
O Sun, to tell thee how I hate thy beams,
That bring to my remembrance from what state
I fell, how glorious once above thy sphere,

Till pride and worse ambition threw me down.
(Paradise Lost, Book IV, 1. 37-40)

Donne then wonders if the Soule was in the ‘soveraigne boate’
of holy Janus, a floating parke’, S

in whose womb, Destinee
Us and our latest nephews did install, (11. 25.25)

- In an epic fashion® Donne invokes the aid of Gfea
he Gommxssary of God,_,y :
-41, 5o




-

lete his great undertaking he would n.
ee from distractions like sickness and ambiti _

oul launched in Paradise had but a low, 1
there. On its journey downwards it passed through di

T

- countries and now its boat lies at anchor in the Thames 1
It is the long story of its peregrinations which he v
attempt to tell.

To heare
Whose story, with long patience you will long;
(For ’tis the crowne, and last straine of my song)
This soule to whom Luther, and Mahomet were
Prisons of flesh; this soule which oft did tears,
And mend the wracks of th’Empire, and late Rome,

And liv’d when every great change did come. .. g
(L. 63-69)

The history of this world, therefore, is involved in the history

of this Soul which played so vital a part in shaping the long
eventful career of man.

The Soul was in the ‘self-same room in C‘z_a.F/aﬁc’,

Where first grew the forbidden learned tree,
For on that tree hung in security

This Soule, made by the Makers will from pulling free.
(IL. 78-80)

The Soul enlivened the apple which ripened as soon as it
was born. But, 4
: A3
.. . the then climbing serpent, that now creeps
For that offence, for which all mankind weeps,
Tooke it, and t’her whom the first man di



Thus woman was re3pon51ble for the fall of man. In
vein Donne accuses woman of being the fountain-heat
all the troubles in the world. Woman continues her dastarc
mission even now. -

Man all at once was there by woman slaine,
And one by one we’are here slaine o’er againe
By them.

(1. 91-93)

Like a furious misogynist Donne accuses woman of the most
insidious practices in destroying man:

The mother poison’d the well-head,
The daughters here corrupt us, Rivolets;
No smalnesse escapes, no greatnesse breaks their nets;
She thrust us out, and by them we are led
Astray, from turning to whence we are fled. ..

(11 93-97)

"T/he torturlng thought runs through the poem, disfiguring it.
What is the cause of this violent, self-imifiolating hatred, this
corrosive poxson in Donne’s mmd ? Different speculations have
been made on this point.| |'Thus Evelyn Hardy thinks that it
springs from Donne’s perverted Tove for his ‘mother, a love
which like Hamlet’s got twustcd from its natural | heritage and
was nounshed on false diet.”® Clay, Hunt, however, belicves
that Donne aimed at revealing Queen Elzabeth I ‘as the
shining contemporary avatar of the spmt of that forbid
tree which brought death into this world and all our w
In support of this he pomts out that the words, ‘crown
the last strain of my song’ are an unmistakable re
the Queen. Donne is probably the only major poet




15 a hateful incarnation

, and lust’. Most critics incluc ng 5on |

asserted that the fury and bitterness of Donne’s writin

- due to the fact that he felt greatly embittered over Eliza

 treatment of Essex.® The Imperial Moon, however, by now
-wmadly on the wane and Donne felt a little encouraged to

throw a stone at her because the vengeful Votaress had been

instrumental in making martyrs of his kith and kin. B

It must be remembered of Donne in this poem that this
misogyny was but a passing phase in his life and that even

/ his cyhicism was but a cloak under which he tried to hide

is feelings.vE. M. Simpson clinches the issue finely when
he observes:®

Donne’s attitude towards women is characteristic of the

man in its superficial incofisistency and its underlying
fixity. He is a sensualist and.an idealist and his poems
contain some of the cynical cenSures and the most extra-
vagant eulogies that have ever been offered to women. , .

but in practice

In theory Donne despised women as a Sexs
‘{ he loved and honoured individual Women, and in return

they gave him a boundless devation.v‘//
Philosop}ﬁc}{{:loubt now assails Donne and he asks: why is it
that we are made to suffer for the sins of others ? This is terrible
injustice and is almost as bad as making ‘prisoners judges’.
The problem of sin as well as of free will makes him cry:

Would God (disputes the curious Rebell) make
A law, and would not have it kept? Or can

His creatures will, cross his? Of every man

For one, will God (and be just) vengeance take?
(1L 104

-n-.g-' 2

--
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- w1]l and that there is no _]ustlce in the fall of mar .
consequent _penalty, He therefore asks whcthcr Ged* had
forbidden Eve, or even Sata.n, agamst eating the Fruit. Aga

1t was not Adam who ‘cropt’ or even as much as ‘knew the
apple.” In spite of all this we are made to bear the burden

of the sin of our first parents.[Donne also knew that to uestion
revelation in this - matter was to be drowned in what he called
‘the second delugée Yot Heresy’.1 The Rebel’s question, there-
ore, remains unanswered and the anguish continues.
But _why should he argue? Why ask questions at all? All
) iargumg is heretical and wrong_m times such as these for it
w4

provokes the wrath of the powers that be. «/

Arguing is heretiques game, and Exercise

As wrastlers, perfects them; Not liberties

Of speech, but silence; hands, not tongues, end heresies.
(1. 118-120)

v/ Being born and brought up as a Roman Catholic and having
(' known the homble persecution of his own uncle and other
(relatlves, Donne cannot forget the mental anguish which
preceded his emergence into a loyal Protestant There is no
adulation anywhere of ‘this scepired isle’, ‘this land of such
dear souls, this dear dear land’, ‘this derm—paradise’ and its
crowned head. On the contrary, there is Achillean wrath
which being tight- hpped burns within with a deadly fire,
though occasionally an utterance does escape which has the
heat of nuclear fission. To save his skin, Donne was now on
\his way to proselytization and pouring ridicule over his own
kinsmen, and the suppressed wrath for this is to be seen in
‘lines like the above,
No sooner did the Serpent loosen the ‘slight veines
tender conduit-pipe’ of the apple than the Soul which had
it its home flew out like lightning to a ‘darke and foggie

g




dealer bee and be us’d ;réﬂ, or ill: \
His apples kindle, his leaves, force of conception k
Ixix (. 14

Though huge and upright like ‘a young Colossus’ it was ag
yet a fiving buried man’ for it had at this stage ‘a mouth,
but dumbe’, ‘blinde eyes, deafe eares’. The Soul had¥now
entered the body of a ‘quiet mandrake’ 12 -
This plant which is not unwelcome to lustful women
however, killed by Eve for she wanted to cool the blood of
her child which on account of her sin had moist red eyes and
was not able to sleep since it saw the light of day. Thus the 3
‘unvirtuous weed’ did good to others by dying an early death,
The thoughtless and ‘unfettered soule’ now started on its
mad career of entering bodies and then leaving them. This
it did with a speed greater than that of the falling stars or
of the thoughts which arise in the mind of man. Lighter than
the ‘burnt aire’ the capricious Soul now entered a small blue
shell, an egg laid by some ‘poore warme’ bird. Soon the

4
.:. it

i i

inclos’d child kickt, and pick’d it selfe a dore., (L. 180) :
Thus begins the downward Journey of the Soul which with
every change carries with it the memories of its previous birth, &
It goes on accumulating sin and ultimately enters the bodies
of the world’s great heretics, tyrants and scourgers. The in-
finite variety of man’s wickedness is to be traced to this accum- 3
ulation of sin and the qualities which the soul inherits from

the bodies which it has possessed. Thus the corruption of the
world is the corruption of its soul,18 '

From the blue shell ‘outcrept a sparrow’, It began to ¢
as soon as it was born, e

His flesh is jelly yet, and his bones threds,
~ Allanew downy mantle overspreads,




, Izaak Walton admired him more for his humanitarian
-, [than for his ‘earthly graces and spiritual qualities’.!* “As |
/ TIndian priest expressed, an excellent character by buil
hmp:ﬁ ‘and providin?surgery for birds and beasts lamed by
mischance or age or labour, so must we not cut off, but cure, S8

these afflictions.” v~ s s

The sparrow’s father stole meat, which was fit for men, in
order to feed it but little did he know that his own would
soon ‘beat him from his hen’. Dealing with the sparrow’s
promiscuity in love, Donne asserts that the sparrow followed
but the laws of Nature and used liberty in the same fashion

as its mate did.

i

Where store is both kindes, both kindes may freely chuse.
(1. 200)

Man-made laws have made ‘freedome lesse’ and declared
certain things ill which are common and universal in sub-
human Nature.!d The sparrow, however, misused this freedom
and died through its reckless pursuit of pleasure:

freely on his she friends
He blood, and spirit, pith and marrow spends, 3
111 steward of himself, himselfe in three yeares ends. A
. |

(11, 208-10)

A straitened life brought a life span of 20 years but then he
spent all that in increasing his race. As fire dies out of an %
over-blown and burnt-out coal the soul left the sparrow’s bo :
to enter a fish egg which was being fertilised in sand. Th
the Soul enabled the half-formed fish to paddle with its
fins, its scales were like parchment and one could hard
call it a fish. | 2
But soon an extremely white swan swooped dow




fires of the swan mel

A 1e Soul in the form of v pour. As Fate | d
decreed a better or stronger body for it the Soul
. ain to enter a fish’s body and be prey to oppression.

For, he that can to none
Resistance make, nor complaint, sure is gone.
Weakness invites, but silence feasts oppression.

(11 248-50)

These lines are very significant and I feel that Donne is allud-
ing here to either the punishment inflicted by the Queen on
Essex or the systematic persecution of the Catholics which
went on at her behest. s
The young fish soon learnt the tricks which were necessary
for its survival. Once it was caught in a net but it escaped
disaster on account of its smallness and wonderful agility.
It now began to drift with the current, leaping up in the air,
going under water or now turning the water ‘thin’ in order
to suck in air. Soon it came to the spot where fresh water
mingled with salt water. The simple fish was now assailed by &
doubt and did not know which way to turn for a place of 3
safety. While the fish’s mind was torn by doubt and it stopped
at the confluence, a treacherous sea Pie who espied him from
above swooped down on him, not because he was hungry
but because he loved sport, and bore him away. Thus do
doubters perish for they do not know what is safe for them
and hesitate to swim with the current. The fish was noy
exalted no doubt but then it was, "

=
- i .
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to the exalters good,
As are by great ones, men which lowly stood. =
I’s rais’d, to be the Raisers instrument and food.




be only a general comment
e’s tirade against cruelty and 1
new and a more subtle turn. Are not the poor 1nno RS
fish, like his kinsmen the Catholics, killed because it is an occupa~ :
tion to kill them and because, ' Bt

Lawes make Fasts, and Lents for their destruction.
‘ (1. 290)

Thus in the name of religion poor innocent fish are killed
even when they have not harmed anybody or done any
wrong. But who cares? And who knows? Donne’s, like poor
) John Clare’s, is the stifled cry of suffering humanity. The
Pie now flew fast and long and eventually died with the fish
in its stomach. Soon the Soul flew out and was immediately

in search of a new habitation and a name.
It again entered ‘an embrion’ fish and grew to such an
enormous size that it was as big as Morea, the Grecian province.
Like an ‘uprooted’ Morea or a severed promontory of the
African coast the huge fish began to swim for he was now a
whale. Donne gives a magnificent description of the whale
(XXXII). His ribs were like pillars and his huge inside was
like some inland sea from which he spouted rivers of water
to join the seas with the firmament. The huge fish did not
- go out hunting but like a powerful court official stayed in
and waited for suitors to enmesh themselves in his net. But
why should persons with enormous power exist in the world?

Or is it necessary

That thousand guiltless smals, to make one great,
must die? (1. 330)

Can this, again, be a reference to Queen Elizabeth? Had
not thousands of Catholics paid with their lives in order to A
make the Queen a mighty champion of Protestantism? On e
~ X the other hand, the reference may be a general one. _
The huge fish grew larger and larger in size till it reached

.

a stage when its own greatness became a menace to 1




inst
| The cor
hich had been worked up helped them and d
‘was vanquished far more quickly than was thought
The sluggard went down helplessly before the
Thresher and the steel-beaked Sword-fish in an a
feeble way. Nobody came forward to avenge its death
as nobody comes forward to show respect to a di
Prince lest the new Prince should take offence (XXXVI
The Soul was a little annoyed that so ‘great’ a cre
like the whale should succumb so easily to the hammer-bloy
of such small creatures and out of sheer disgust entered
body of a ‘wretched mouse’. Like the base men who ha
the good fortune of others the Soul started on a new car

This Soule, late taught that great things might by lesse |
Be slain, to gallant mischiefe doth herselfe addresse.

(11- 379-80)

The mouse soon came upon an elephant, ‘Nature’s gre:
masterpiece’, ‘the giant of beasts’ that does not use i
strength like a giant. The elephant that ‘himselfe he up-prop
is self-reliant and has ‘no knees to bend’,'® sleeping stood’ not
suspecting any enemies and at peace with the world, *

wily mouse, out of sheer mischief, entered the ‘sinewy
boscis’ of the elephant. Very boldly the mouse,

Walk’d, and surveid the roomes of this vast house,
And to the braine, the soule’s bedchamber, went, Lo
And gnaw’d the life cords there. . . (IL. 392-4

With this the elephant died and with him his ‘m
mouse.

The Soul next entered the body of ‘a Wol
whelp’ which immediately after birth starte
The young wolf became such a menace ¢

urtherer’




Great men have often taken, to espie

In the darkness of night he stole towards Abel’s tent on ‘whose
skirts the bitch slept’ and immediately attacking ‘her with

streight gripes’ he started his ‘loves worke’. Strangely enough

the bitch did neither bark nor make any resistance. This
gave licence to the wolf who went on with his marauding
work nonchalantly. Whenever the wolf would come the bitch
would make a pretence of barking but would neither bite
nor drive him away. At last Abel laid a trap for the wolf,
which was caught and put to death. But before he died the
wolf had impregnated the bitch. To this new life the Soul
flew and thus the wolf became his own son and father too!
We have similar situations in both Spenser and Milton.

Some have their wives, their sisters some begot,
But in the lives of Emperours you shall not
Reade of a lust the which may equall this. (11.431-3)

Soon after birth, the whelp started playing with the little
sister of Abel, called Moaba!? who lived in the same tent.
He soon grew too rough for her and Abel therefore used
him for protecting his sheep since the bitch was dead. But
being a hybrid he had the qualities of both dog and wolf.
Hence, while he drove away the wolves from the flock he at
the same time preyed on the sheep. This perfidy continued
for five years but

Then hopelesse that his faults were hid, betraid
Himselfe by flight, and by all followed,

From dogges, a wolfe; from wolves, a dogge he fled;
And, like a spie to both sides false, he perished.

The counsels, or to breake the plots of foes. (Il.411-13) £

(L. 447-50)




please a Imstress by ‘hcntmg gambolls’ thn torys
- means of pleasing Siphatecia failed, it looked into hemj

with tear-reddened eyes and very subtly lifted her ‘kidski
apron’, but felt no fear at all, for it knew that

nature hath no gaole, though shee hath law. (L 480)~J'

The simple glrl did not know what was meant by this. But
soon the ape’s touch created in her ‘an itchie warmth’ that
melted her completely. Now she did not care what was done
but alternately desired and repulsed the Creature. While all
this was taking place Tethelmite, Siphatecia’s brother, entered
the tent and seeing what was happemng flung a stone which
instantly killed the ape. !
The Soul was now free to move on in its mad career. In the
meanwhile, Adam and Eve had mated and in Eve’s womb an
embryo was being formed into which this peregrinating Soul
entered. This was Themech, whom Cain, the first murderer,
afterwards married. The Soul brought w1th it all the qualities
of the bodies which it had once possessed,

keeping some quality
Of every past shape, she knew treachery,
Rapine, deceit, and lust, and ills enow B
To be a woman. (1. 506-9) 3

So woman is the embodiment of all beastlike qualities and
incarnation of all the vices in the world! This is the ¢l
of Donne’s misogyny, of his erupting hatred of the Q
the strange daemonic spirit which appears to haw: p
his mind during this period. The Queen to _thls-» ]
is ‘not a paragon of sagacity and mental ag
declare her, but in t:n:;th an arch-fiend, asha—"



Progresse of the Soule G
o feeds upon favourites and drinks the blood of .

icing in this unholy ichor.”1® She is the daughter Ot t &
fateful Eve, whose ‘pulling of apple’ has brought us all our
suffering and all our woe. But the tirade against women i :
rather strange and bewildering in view of the fact that at
this stage he was passionately in Jove and was going to be
married in about six months’ time.

asts is an old

The idea of man being an amalgam of all be
one and is also to be found in Donne’s letter to Sir Edward

Herbert at Julyers.

where all beasts kneaded bee,

Wisdome makes him an Arke where all agree;
The fool, in whom these beasts do live at jarre,

Is sport to others, and a Theater,
Nor scapes hee so, but is himselfe their preys; (11. 1-5)

Man is a lumpe,

ike The Progresse of the Soule is ‘rather gritty and
d difficult to interpret. But the important thing
that the Soul 1 corrupted by
d. In this connection, Professor

That poem, |

abstract’ an
for us is the torturing thought

the bodies which it once posSesse
Mahood observes:*

—

humanist disintegration that in all

It was a part of the
between body and

schools of thought a sense of harmony
soul was lost. The natural philosophers, taking their cue

perhaps from Montaigne, dismissed the soul from their

considerations; the Puritans the body.. ..
He (Donne) often speaks of the soul’s corruption by

the body: the Platonic theory of their relationship which
was vigorously combated by St. Augustine and which
Donne himself when he became second Augustine was

to oppose with equal vigour.

who was interested 1n philosophical scepticism, the
extus Empericus, was greatly fascinated by
the theory that infinite variety is the law of life, that the
universe is in a continual flux and that, unlike Spenser, one
should not be sad at the contemplation of mutability.? Aic this
~ stage, however, he is rather bewildered, perplexed and sad at

Donne,
philosophy of S



Why plowmg, building, ruling and the rest, 3
Or most of those arts, whence our lives are blest,

By cursed Cains race invented be, e
And blest Seth vext us with Astronomie (L. 514-17)

This rank cynicism which shows a deadly hatred of
mean and despicable creature, Man himself, reminds 1
another pathological personality, Jonathan Swift, who
account of his hatred of our perverse, petty and diabo!
civilization preferred the philosophical Yahoos to that %
beast, Man. But Donne seems to reach the limit of cynig
here, for no wicked or self-destructive thought could
further than this. For Donne there are no Yahoos, no pl
sophers or kings, no Christ, no God in this dark earth,
which fio worse Hell can be conceived. I have not come:
across any poem darker, more sinister in content and atti-

tude than this. g _
" Donne ends the poem with a philosophical dictum that,

Ther’s nothing simply good, nor ill alone,

Of every quality Comparison

The onely measure is, and judge, Opinion. (Il. 518-20)
The old philosophical idea was quite common during E
ibethan times and as everybody knows even Shakespe
echoes it in Hamlet The conclusion of the poem is very

e

H_ardy has pointed out, Hamlet - and The Progress Qf
‘(Metempsych s) are Siniloe y as five
namely depression, a mood of utter hopelessness, slee
5y a.ttttude towards woﬂz:n and the ﬁn_i?_l en' |
[ o Lt _




th -~ edifice of life. 4 '
) -.-__ewever, saw in this poem some of --.....
the world’s literature. ‘Massy diamonds compose the
bstance of his (Donne’s) poem on the Metempsychosis,
thoughts and descriptions which have the fervent and gloomy
sublimity of Ezekiel or Aeschylus.’? But in neither Aeschylus
nor in Ezekiel is there a want of faith in God and in man,
nor is there that poisonous bitterness and rancour which we
find in this repulsive poem. It has to be admitted however :
that Donne’s lethal anger is controlled and in his coolness he
reminds us of Swift. The descriptions are accurate and signi-
ficant and show what a keen observer Donne was of human
as well as animal life.
The poem is varwusly 1nturpreted by critics. Thus Grlerson
‘thmks that the poem is in the main an outburst agalns'f' the
tragic “fate which descended on Essex some months before the
poem was written. In support “of his contention, he quotes
from Ben Jonson’s Cynthia’s“Revels: ‘some black and envious

slanders breath’d against her (Dnna i.e. Queen Ehzabeth)
v Sr her divine justice to {‘&_hg_tacon Along with the main
‘motive there are also other motives to be detected, namely
the hatred of thé Queen as the persecutor of the Catholics.
This is the traditional misreading of the poem started by

Ben Jonson who wrote thus to Drummond of Hawthornden:

The conceit of Donne’s transformation or Metem-
psychosis was that he sought the soul of the apple which
Eve Eulled and thereafter made it the soul of a bitch,

then of a she-wolf and so of a woman: his genial purpose
was to have brought in all the bodies of the Heretics
from the soul of Cain and at last left it in the body of
Calvin. Of this he never wrote but one sheet and now
since he was made Doctor, repenteth highly, and seeketh
to destroy all his poems.’®

= i
o

Gdsse concludes from this that at the rate at which Donne wz
‘gomg it would have taken a million verses to reach dawn togl
his um‘t}s,/ Where many of the passages and episodes
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fit in with the traditional ﬁemretation, Grierson ev:
the dlﬁiculty by saying that they are pointless.?d Other cri
have done more or less the same thing and have declared
the poem to be ‘obscure’ or ‘perplexing’ made purposely so
by Donne, who wished to refer to some contemporary events
Eor personalities without being involved in difficulties. =

Recently, W. A. Murray has tried to intéfpret the poem
Oy suggesting a new theory of the symbolism oggc_ggple in the
oem.® His hypothesis is that the Pythagorean philosophy is
nothing more than a literary device and that the poem is
planned as an allegory of the development of the knowledge

of good and evil in mankind, the separate episodes being
related to the religious or historical questions and to

the circumstances of Donne’s own predicament. He believes
that Donne might have possibly derived the idea from De
Opificio Muindi by Philo Judaeus, an eclectic philosopher and
polymath, who was a contemporary of Christ and whom
Christianity eventually adopted as its own. His books were
influential in Europe during the Renaissance and the Reform-
ation and in Donne’s style of preaching can be detected the

influenice of Philo. Philo has symbolical imagery and states

that in the ‘divine park or pleasaunce all plants are endowed
with soul or reason’ and that the Ark is the body and the
passions are the wild beasts.28 According to him the Law of
God, of Nature and of Moses entails upon ‘choice’ and its
‘consequences’. Through the Fall the Soul is incapable of
right choice,) and every crucial error is followed by death.
In Donne’s own terms moral, choice feeds upon the corrupt
souls of growth and sense. 5 ——

TMurray’s contention is that Donne was certainly not a
Roman Catholic when the poem was written and that there
is no evidence to show that he was so profoundly _gﬁ'?ted by
the public events of the period as to write such a passionately
Ifﬁi:iting and bitter poem as this. \The public events may
have set going a train of thought and feelings but the poet is
mainly concerned here with the problem of moral” choice.
However, Mr. Murray is not able to make out a convincing
case in favour of his theory that what Donne attffzgﬁvts- to.
suggest here is the supreme contrast between the ¢hoice of I8
man and that of Christ. He contends that in each episode of 3

p—



- junrayel®® and that ghe

- caught and swallowed by the swan? The various ani
behave according to their natural propensities and are

called upon to make any moral choice either consciously or
otherwise. There is no crucial error at ‘each stage’ and death

comes from natural causes because the animals neither go
beyond their nature nor are they able to control it. They,
however, transmit a_part of their nature to the wandering Soul
which goes on accumulating sin and corrupting itself till it
becomes an embodiment of all that is sinister, wicked, tyran-
nical and corrupt in this world. Donne is interested in tracing
all the devilisKness in the world to its origin and is not obsessed
by such moral questions as man’s free é?lrll and his propénsity
to disobey God’s law. ; P Tl
“The idea of Metempsy&hosis was originally -derived by the
Greeks from the Egyptian Book of the Dead which asserted that
the wicked soul, ‘the restless Hy_ugabo*nd between h‘t_:_g\_ren and
earth, seeks a human body in which to pitch its tént, in order to
torment it with sickness and harry it to bloodshed and mad-
ﬁéss?:?’ The Egyptian ideas of good souls and wicked souls was
accepted by the Pythagoreans to which they added later the
Orphic*idea of the wicked soul’s chastisement in Hades as
a part of the process of purification and atonement.?® The good
oul also could assume shapes of various animals and plants,
‘it may display itself as the winged phoenix, as a goose. . etc..’,
for that was a part of its privilcgcl.&;hc Greek theory that
man has beast-like as well as god-lik€ attributes was derived
from the legend of Dionysus Zegrus and is a concept different

from that of the soul’s fall due to sin and its habitation inj

the/bodies of animals.2? = " o
Fiaoe ¥ 0w i i
of some Indi iests and imbibed from them the doc

of metempdychosis.?? TthHina-us believe that the orig

the soul is enveloped in m fery which one should
which M vt -

400,000 species of existence taki

the idea of the rise or fall




have arisen as a variation lic d

ishment in Hades galiT
Donne seems to follow here the original Pyth

doctrine (which, as he claims in the preface, was a ‘di

treasure’ from ‘Antiquitie’) and according to which the

and the bad souls are distirict erfities capable of moving ¢

all the three grades of life,;"éé-éfé\.'f}].e, animal or human, accord-

ing to their ‘indispositions’. Thus the soul which was placed

y God in the apple was itself a wicked soul and there was no

question of its being corrupted as it moved rather_ casually

V\// hrough "different species of Tife. A careful reading of the

preface along with lines 61-67, and 506-9, the crucial lines

in the poem, shows that what the soul retains after ifs peregri-

nations is only a memory of its previous experiences, for

wickedness is inherent in itself. It is for this reason that Donne

igives to the poem the title Tte Progresse of the Soule which when

translated into modern idiom means the ‘tr_a“ﬁz’els’ or the
‘journeys’ of the soui.3s
The poem then is nothing more than a satire on the

Queen for, as Donne says in the Epistle, his purpose here is
to ‘hite’.

I censure much and taxe. And this liberty costs mee more
then others, by how much my owne things are worse
then others. Yet I would not be so rebellious against
myself, as not to do it, since I love it.’ s
(Epistle to the Poem)
* o5

It is possible that Donne, angé{ed at the fate of
kinsmen, exploded against the Queen and the words spo
unguardedly might have brought him into trouble. The w TC
in the poem :

hands, not tongues, end heresies



-,mmc had in md the fall of Essex, as Gri
: of the critics believe, the form and the tcnar of
w.uld have been different. 1Of the ¢ 560

- only two in the poems——Mahomet a.ng Lu

r-—and tlns-

ccrta.mly proves that Donne s fuimm“ yns-against the fiendish

Queen are born of an &h% guish which makes
lodge in her the w1cke sour arrying’ her ‘to blood-shed B

and madness’ , all this resultlng in a horrible persecution of e

his_kinsmen, the Cathc'ihcsj
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~ ¢ BLAKE not only believes in a dynami€ .
ithat has been conceived in terms of dial€ctics;
pronounced tension in it arises out of the opposition
Energy and Reason
body; and Reason is
nergy.’ [If one were




orm in ‘M Spcctrc a.rbﬁi me
“a Clod aﬂﬁ)ihe Pebble’ (Songs of E:
| _latter paem is not merely concerned with two King
the selﬁess and the selfish—but also reflé r_V
attitudes. The Clod represents the norma.l heal and s
denying approach to life, and the Pebble is the spokesman
VA the morbid, cramping and highly egoistic 1mpu]ses. Foster
Damon Eas pointed out that the Clod has the germs of hi her
life-within it whereas the Pebble, lying in water isymBg of &
chaos and materialism in Blake) is completely dead. Selfhood
in Blake corre3ponds to the concept of Proprium in
Swedenborg, and in this State of bemg, not only the freedom
and expansiveness of the life of innocence is lost, but the
1dent1t'y between God and Man also breaks down! Selfhood
is the salient feature of the character of Satan—the Accuser B
of mankmd——and his vindictive and spiteful ways are counter- 3
poxsed to the_ tolerance and large-mindedness,of the prophet
and the seer.,

In the two tractates written in refutauon of the Delsts
./\ Blake makes three important statements:

If it were not for the Poetic or Prophetic character, the
Philosophic and Experimental would soon be at the Ratio
of all things.

(Sloss & Wallis, “There is no natural religion.’)

That the Poetic Genius is the true r\ﬁian and that th
body or outward form of Man is derived from the Po

Genius. d\-// (Ibid. ‘A]l religions are one.

‘That the true Man i




2 fasmn Wrought in the hum' \/psyc e
~ four primal powers—Urthon2, Umzen,
%ﬁlake underlines the importance of the

1as not been petrified and is. ce of sustcn_ ce for v

But when Luyah assum’d the world of Urizen
to the South,
And Albion was slain upon his mountains
and in his tent,
All fell towards the Center in dire ruin,
sinking down.
And in the South remains a burning fire,
in the Fast a void,
In the West a world of raging waters,
in the North a solid,
Unfathomable, without end. But in the midst
of these
Is built eternally the Universe of Los and
Enitharmon,
Towards which Milton went.
(Mz'lton, I, plate 18, p. 32)
\/' /
As early as the Marriage of Heaven and Hell, Blake had
t‘devcloped the antlth651$ between thngroTﬁc and the Dévourer,
hich symbolize Energy and Rea$on or the man of genius and
e rat1onahst respechvely,,ﬂBroale s]:_Jeang, one may equate
the Imagination with sp1r1tual sensation expenengcyl/by the
1ntegrated man, and it is opposed to the organic’se sation
that is felt by the m ‘F who despairs of achieving harmony.
Man in the latter State 1s no more t than ctre, one who is
c;ﬁ'ffiict of stcrllg_reason, ‘a slecpwalkmg automaton’,®> one

in whom the vision has atrophied and who is bound within th@ i ¥

narrow confines of his selfhood. [The conguest of this selfho
that is likely to lead to an imaginativé release is depends
on the _]gractlce of forgiveness s and understan ing o1




fan-Palamabron episode in Milion lays er
‘unnatural and blatant restraints imposed upon
creative activity—which is imaginative activity at its highest—
- and does not make much sense if interpreted too literally. In
~ this magnificent brief epic, Blake has explored the devious
ways in which the assertion of self hood has destroyed Milton’s
prophetic character and sadly coloured his concept of the ways
of Divinity. [Milton’s great fault, according to Blake’s valua-
tion, was \egocentricity)that proved disastrous to his personal
life, and the major flaw in his thinking as poet was firstly that /i
/' he regarded the material world “as the creation of God; /
[secondly, that he represented this God as a(wmgggph§sica1
entity : ]

Seek not thy heavenly father then beyond the skies.
(Milton, 1, plate 18, p. 23)

s i

and tlm:gly, that he was too rationalistic in his intellectual
attitudes:

Thus Milton fell thro’ Albion’s heart, travelling

outside of Humanity, I
Beyond the Stars in chaos, in caverns of the Mundane -
Shell.
(Ibid. pp. 41-42)
v
Milton’s God in Paradise Losi, like Blake’s own Job, is a -(_:gl_our-

. . .y
less abstraCtion, conceived, though, in very personal terms;
P ——— ... |

he is a tyrant and a bully, and is actuated by a sense of self-
rigl‘_l_ggg_f_éféﬁs. He is m’évedokz/spitc in inflicting Pumﬁs ment
on Adam and Eve for a hyp etical sin, and then he indulges
in attitudinizing. Christ, represented as gentle and mgek and
acting in accordance wx‘;% the dictates of the Divine V

- a parddy of the real 1"1( lutionary. In terms of B!




 reality spirits of revolt.

in Mailion the emphasis hli’em?m falls not on orth

on the recognition of the infrinsic value of delight
forgiveness of sins."] 7 ' e
Blake is largely concerned in this poem with making Milton,
e poet and the theologian, recant his blaspheﬁ_ls_ views,
and Milton the man renounce his egp_cent::icitﬂm poetic
strategy used for the purpose is Milton’s descent: into this
world and entrance into the left foot* of Blake (an analogy
for such an act may be found in IjI_i}l_dﬁg_“r‘_’rgrthology) and the
“identification of both of them ultimately with Los—the spirit
of prophecy and of the Imagination. Further, the virgin
Ololon, who, according to Foster Damon, symbolizes Truth |
which was rejected by Milton and is the immortal counter-
art of his sixfold Emanation or Shadow, divides_from him |
and also becomes the means of regeneration. [B_i-_gﬂkc chose
this particular theme because he shared with Miltqn-'a number !
of views (particularly those about the apgiquity of Britain, |
the freedom of tlie press and the establishment of the Re-

publican form of government in the teeth of the autocracy
of Charles I), and regarded him as a true prophet and seer.) |
Unfortunately, Milton had read the Bible literally and not |
Canalogically (as Blake claimed Swedenborg and he himself %
' did), and in his personal and domestic life he had failed to |
Jive up to the Christian ideal of charity and forgiveness.
,,,.The'-attempt at a reorientation of his religious oril"lydoxy

- -

“and the dethronement of his egoistic Self are the two_ basic
' purposes that prompt him to fgrﬁ;mmpmarﬂy his place in
Eternity and assume a new _point of vaptage.//

-~ |The poem bristles with enormougAdifficulties, axgl is_full of
dramatics moments of great inténsity and suspense.] The
Eternals are su;ﬁfiééd_“ at the journey the immortal poet
should undertake to achieve his mission. The figure of Ololon e
is Wﬁs because it stands for the river in 'Edeu/, ol
for the Eternals conceived as 2 totality and for the agency

i
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that brings illumination to Milton, Eh'e shadow that divides
from the figure of Milton may either be interpreted as the
body of errors that had accumulated in Milton’s life and

thinking, or as the super-ego of the poet that acted as 3

negative and inhibiting force and prevented him from living

the life of the Imagination in its fullest bIaZE/DIjaIr_l_atically,

the most stirring passage in the poem is the fight in which

Milton engages himself with Urizen or Satan—thq_gﬂbodimcnt

of selfhood—and out of which he emerges triumphant. It is

also significant that the fight takes place on the river Arnon

that divides Egypt from the Promised Land. In~ Blake’s

€osmology, Egypt is associated with the worship of Reason
%ndﬂTXr@‘hhy, and the Promised Land is the region where
the Imagination reigns supreme. The triumph of Milton in

this contest is a figurative way of representing the fact that

inspired by the spirit of prophecy (Los), the poet transcends

imitati thood that had been a source of

fatior, im ¢ comes a denizen of the City of
Light which is the realm of the
comes to acquire a new dimension
of illumination that dawns upon Milton has been communi-
cated with full imaginative exuberance by Blake probably
because it throws into relief the agony from which he had been-
suffering so long. |The Sixfold Emanation—Milton’s three
\wives and three daughters put together—is the ceita‘iyst
through which this release of energy has been achieved, and
as pointed out by Northrop Fry,5 this particular instant of
time reminds-us of a similar passage in Langland’s Visions
of Liers Plowman. Milton’s regencration gives Blake the looked-
( for oppggfﬁhit};_.to indulge in a wholesale condemnation of
/the artethics and religion of the elghteenth century—neo-
f_.&clé.s'sji'éism, empiricism and D_gj_s"ﬁ—that had all been domjinated

o

‘:‘J\‘;Ll?y the rationalfst assumptions and had thus brought about

Imagination. Milton thus
of personality. The moment

the utter degradation of the life of the Imagination.| Milton,
the stern and uncompromising Puritan, is turned “into an
Awa]ic_gper ; he becomes one with Blake and Los—the archetypal
visionaries—and in a moment of sudden access of light,
perceives and destroys the body of error that had been swelling
under his aegis. Simultaneously, in his identifications with

Los—described in a superb dramatic manner—Blake realized
e g e, ——
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that the material universe (Udan-Adan in Blake’s cosmology)
could be turned into means of spiritual progress by him only

e oo e e

when he was completely permeated by the spirit of poetry:

While Los heard indistinct in fear, what time I
bound my sandals
On to walk forward thro’ Eternity, Los descended
to me;
And Los behind me stood, a terrible flaming Sun,
just close
Behind my back. I turned round in terror, and behold,
Los stood in that fierce glowing fire; and he also
stoop’d down
And bound my Sandals on in Udan-Adan. Trembling
I stood
Exceedingly with fear and terror, standing in the Vale
Of Lambeth ; but he kiss’d me and wish’d me health,
And I became One Man with him, arisingin my strength.
>Twas too late now to recede: Los had enter’d into
my soul:
His terrors now possess’d me whole. I arose in fury and
strength.
(Milton, 1, plate 20, pp. 4-14)

{jerumlem is the most tenuous symbolic statement of the
supremacy of the life of the Imagination and of the inhibiting
conditions under which it shrivels up. Whereas Milton
deals with these conditions in the context of the narrow and
dogmatic theology of the Puritan poet and the motivations

that govern his not wholly admirable personality,_]egsalem j

takes up the theme of man’s fall into sleep and oblivion, and
ielxamines it in the light both of the Jewish rehgion and the
ontemporary rationalized version of Christianity. It may
not be out of place here to point out that the strictures on
Deism passed by Blake emanate from his condemnation of
Druidism for Deism was a continuation of the earlier creed.
One may further note that the culmination of rationalism
in eighteenth-century Deism is the necessary preliminary for
the full flowering’ of the Imagination as embedded in the
spirit of Christianity. It is impossible to follow Blake in a

4" ";.‘F
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0 nagination, that one may comment - ,
s been hinted by Blake so far is now dilated u on
L prophetic vehemence and in a tone of finality that
- dissipates all shadow of doubt. i
- Blake’s attitude to Judaism is characterized bylambivalence. 4.'_1
Sometimes Blake seems to imply that the reintegrated life
can be achieved by a reversion to the mode of living and |
feeling_of the Israelitss/;,_,at others, his hostﬁ;ty to Judaism '
springs ?m its vindictive attitude_to man and its insistence

on retribution{’An early intimation of it is given in the Intro-

duction to the Songs of Experience where the voice rgf the Imagi-
nation has been juxtapssed to the hypocritical” posturing of

fo ymbol of tyranny, oppression,

=
‘

Jehovah! Jehovah is for Blake a s
lack of charity and understanding, and persistc?fe in the
ethics inculcated by him leads ultimately to sadism. It is
an attitude of mind that reflects a certain kind of primitivism
and want of senSitiveness. It makes and enforces a rigid
distinction between Good and Evil, Right and Wrong, and
these moral categories to which human beings are forced to
surrender themselves take neither the Divine origin of man
into account nor those minute particulars—the little impulses __
and tendernesses—of which the Human Individual is consti-
tuted and which are the essentials of personality. Evaluation
of individuals in terms of rigid moral criteria requires of
them approximation to a dead uniformity. {The degradation
thus suffered by the hugp_g_n_‘_P_qr:sgpqvliﬁgrmlpggs_,_'glakc to_the
 evocation of a withering sense of helplessness in Jerusalem.
os has been searching the interior of Albion’s bosom and

is unable to identify the agent (Satan) who has been making

these inroads on the sanctuary of the human personality: ik
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Of which they had possess’d themselves: and there they
take up

The articulations of a man’s soul, and Jaughing throw
it down

Into the frame, then knock it out upon the plank; and
souls are bak’d

In bricks to build the pyramids of Heber and Terah.
But Los

Search’d in vain: clos’d from the minutia he walk’d
difficult.

( Ferusalem, 11, plate 31, pp- 7-13)

The moral law conceives life’s goal in terms of a static
ideal of perfection, measures men in respect of mediocrity
and insists upon an unequivocal obedience to the dictates
of a tyrannic and unenlightened Deity. All these have the
effect of turning man into a passive and mechanical entity.
Blake had proclaimed quite carly that ‘all Deities reside in
the human breast,”® meaning thereby that the concept of
God as a remote and barren Abstraction is not likely to evoke
any sympathetic response from human beings. God is not
separable from man, and man shares with Him the potential
of Divinity. The inexorable moral and religious law that
connotes, in the last analysis, living according to the rule of
thumb and in a spirit of self-righteousness and which in its
utmost severity 1is represented by Judaism takes neither the
uniqueness of the individual nor his capacity for good 1nto
cognizance. The morality of the Decalogue is a negative
morality, and the Ten Commandments are commensurate with
a lifeless legalism that exacts unstinted allegiance tO itself
and excludes all reference to love and charity. It is also the
letter of the law that has been isolated from its indwelling
spirit and exalted to a self-contained perfection and an absolute
invulnerability. The distinction between good and evil is
unreal and illusory since everything participates in the Divine
order, and vengeance for sin and condemnation of the sinner
to utter perdition destroys the possibility of regeneration
altogether. The Mosaic law is concerned with the externals
of human nature and does not touch its inmost fabric. Re-

-

tribution for sin which is insisted upon by the objective and




eolo the cighteenth century of
yant, Stukeley and others, Blake, too, I
vinced that the Jews had early settled down in Bri
- and were the real founders of civilizatio
~ ancient inhabitants of Britain and the

n sacrifice. Judicial execution and human
sacrifice are two sides of the same coin since both terminate

in the destruction of the divine essence in man and exact
heavy penalty for the negligence of the

of the stony laws, the establishment of t
(the remains of which were discovered at

ishment for moral offences

he Druid temples
Stonehenge), the
» the practice of

an unconcerned, unapproachable and tr
all these sum up the attitude of Judai
human life and personality. All this
Blake, upon detaching the basis of I
of Forgiveness and Imagination, and
activity and thinking to the guidanc
abstracting and devouring Reason. L

One of the recurrent and favourite ideas of Blake 1s that ,
error has a tendency to repeat itself, and error must be given
a definite form before it can be cast out. The endless round -
of error is symbolized by Blake by the figure of a circle, and ¥
the Circle of Destiny in 7he Four {oas and elsewhere connotes

anscendental Deity—
sm and Druidism to
ensues, according to
ving from the reality
subjecting all human
¢ of the Spectre—the

'e:ty which is the result of looking at things in their
' aspect, isillustrated by the fortunes of Ore. Los, on tk




- Jerusalem, in particular, Druidism and Deism are
error that have a tendency towards perpetual renews
Christianity or the life of the Imagination represents 3
which is both simultaneous and eternal. Deism is regarded e
by Blake as the parody of Christianity in so far as it denies
the reality of the spiritual basis of life and stakes cverythiﬂg" :
on a rational explanation of faith. It shows its apathy both
to the inward experiences of man and to his ultimate salvation
in heaven, encourages a static view of human nature, is bitterly
antagonistic to the authenticity and need of revelation and its
conception of Christ is vegetative rather than imaginative.
The Deists have been aptly described by Paul Hazard as
‘the rationalists with a nostalgia for religion’ but they could
stomach religion only if it were shorn of its indispensable
divine sanction or postulates. Instead of regarding man as
created in the Divine image, they were persuaded to construct

a God after their own predilections. Religion in their hands
degenerated into an algebraic formula, and the fundamental

Christian virtues like pity, mercy and peace came to be
|
|

conceived as negative bulwarks against the corresponding
supposed to counteract. Thus the Divine
Image, emptied of its revelatory content, was disfigured into
the Human Abstract—=2a rationalization both of the form and
the essence of virtue. Voltaire and Rousseau, in particular,
expressing their belief in a rational and naturalistic universe,
come in for scathing criticism at the hands of Blake. Rousseau
conceives of human Society as originating in a state of nature
__which is also a state of freedom—and the growth of man-
made institutions is symptomatic of a fall from it. The stimulus
offered by Rousseauism led to the creation of t.he -Romantic
image of man as initially uncc.)rrupt and to ]:he indictment of
the tyranny exercised upon him by the social law. Far from
regarding it as the ideal, Blake looks upon the State of Nature
with ungqualified abhorrence. He borrows only the imagery
of the pastoral landscape from early or contemporary writers
l (as he does in the Songs of Innocence and the Book of Thel) and
invests it with his own meanings. For him it is not so much

vices they were
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C.Similarly chastity, prudery and bashful

corruption in society. The Deists who believed neither i,
epiphany or Christ nor in the hig_;ﬁey_‘g_hy of angels nor in the
divine source of the human process of Hving, naturally jOined
hands with the Naturalist philosophers. Deism or Naty
Religion (a term used by Rousseau for the first time) is thyg
tantamount to the distortion of the essence of spiritual life,
Blake’s animosity ‘against the Deists derives from the fact
that they mock at the life of vision or the Imagination ang
actively embrace the materialistic philosophy of the five
senses. For Blake, vision and not the corrupted senses, is the
gateway to truc knowledgé, and the sense-percepts are the
causes of delusion. | 7 X

One of the delusions created by the fallen senses is the pheno-
menon_of sex, Sex frustration, arising out of the imposition
: of the Moral Law upon the free life of the spirit, is one of
| the major themes of the Songs of Experience. Fear, jealousy,
secrecy and hypocrisy—all negative emotions—are  cone
comitants of the immorality encouraged by its acceptance,
NEss are symptoms of

: by woman to ensnare
man., Blake was firmly opposed to the elabor

apparatus of chivalry because it tended to promote the
macy of woman in human affairs, and it was fraught with
djsaspfousv'pqssibilitics. But in the later phase of his poetry,
Blake came to treat the whole woman question (and Blake
was no feminist) from his distinctively metaphysigal point
of view. The appearance of sex in human life is an i_n_dication
of the Fall for in Eternity there is neither marriage nor giving
in marriage. The archetypal man was androgynous,? and

/ the eroticﬂe’_fe_ﬁ'&e mechanism built up

L=

~-Was not aware of the Mistinction between the sexes. Blake

v Syppp—— ;

tion of selfhood, and by implication, the loss of mutual under-.

standing and harmony in human relationships. This reinforces
the general theme of W d separation. |Thus we find that

whereas in the Songs , xperience, Blake is merely hankering
37 tﬁzer the establishment of 2

a Secure and ideal sexual contact

) etween man and woman through the removal of social and

y
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religious taboos, in later poetry, he regards the whole problem
‘ as::'_p'a" rt of a larger metaphysics.| It is also to be noticed that
the later phase, in contradistinction to the former, betrays
Blake’s deep revulsion against sex. [The problem of sex is
bound up not only with the moral restraints but also with
the_seduction exercised by the senses in general, and- both
these are suspect in Blake’s eyes. [The sense of touch—the
medium of se_xgaﬁty—-—is particularly avoided in the latest
phase though in the Lambeth Books it is cryptically referred
to as the ‘fifth window’® leading to the portal of infinity?)
| Both in the/Marriage of Heaven and Hell)and the other poems,
‘the improvement of sensual delight’ is one of the surest ways
\of experiencing Eternity, but later on, sexuality came to be
linked with the assertion of selfhood which is the opposite of
the Imaginative or true being. It is further to be emphasized
that the materialist philosophy based on the evidence of the
sensory knowledge, the sexual life hedged in by moral res-
_ traints, the assertion of the Femald Will and the rejection of
“_a divinely inspired cosmos—all these are more or less upheld
" most tenaciously by the Naturalists and the Deists alike.
#»They also oppose a man-made universe, supported by the
)Ratio, to the world of Eternity of which the animating
principle is the Imagination..

After considerable meanderings and conyolutions Blake
reaches his final crystallization about this term. Imagination
is to be understood with reference primarily to the homo-
geneous life that man lived in Eternity and has the capacity
to live even here whenever he stands emancipated from the
order of time and memory. Blake equates Christianity with
art and Christ with the artist par excellence. ‘1 know of no
other Christianity and of no other Gospel than the Liberty
both of body and mind to exercise the Divine Arts of Imagina-
tion—Imagination, the real and eternal world of which this
vegetable universe is but a faint shadow, and in which we
shall live in our eternal or Imaginative Bodies, when these
Vegetable Bodies are no more.”® For him, as for Langland
too, the Mosaic Law is to be replaced by the Law of Christ
that centres in the forgiveness of sins and the growth of
charity which particular virtue Langland allegorizes very
vividly as ‘the plant of peace’. The span of life at the end of

6




. - ( 1b. After having
of experience man is likely, if he foll
' light of the Imagination, to transcend
5 of his earth-bound existence. Deism, which
~ presents the culmination of the rationalistic approach -
religion through the centuries, had to precede the epiphany
of true Christianity. The free exercise of the Imagination
implies a negation of the evidence of the sense-percepts and
is also opposed to the imposition of the rigid moral law.
The ideas of human sacrifice, of judicial execution, of reliance
on the supremacy of organic sensations, of the individual’s
apartness from the Divine Humanity of which he is an integral
part—all these are anathema to the man of the Imagination.
The life of the Imagination is the prerogative of the man who
1s a unified personality, who regards the Subject and the
Object as participants in a cosmic harmony, whose perceptions
have been cleansed and purged, who lives in hourly communi-
cation with the Divine and who treats Time as the necessa
mode of the manifestation of Eternity. When Blake identifies
Art or Imagination with Christianity, he is not necessarily
trying to be parochial or sectarian, but is merely using the
frame of reference best available to him for the articulation
of a certain basic insight reached by him. He was deeply
aware of the degradation to which man is reduced when
his fate is weighed in the scales of strict legal justice without
the admixture of charity or understanding; he also realized
how the universe had been dehumanized by relying too much
upon the rational and ethical criteria of naturalistic deter-
minists and he was painfully aware of the squalor and misery

that had been heaped upon man in a soulless, industrialized
society.

; cultivation of a tolerant and humane attitude t
other members of the b'ody-pgl_-itic are the two mc




; gmwmg materialism and an exeratcd reliance on empiri
philosophy and science, Blake’s gospel of the Imagma__b
was the protest of a romantic and a visionary for the liberation
of the human soul. It was an implicitindictment of the incalcul-
able damage done both by the ‘dark satanic Mills’ and the
‘mind-forg’d manacles’ to the sensitive equipoise of the human
personality which has a spark of divinity in it. Blake, whose
mind was mythical and apocalyptic in its make-up and mode
of operation, could not treat the problem of the Imagination
as a mere classicist or a mere romanticist would do. For him
it was something that stemmed from his metaphysics as a
whole, and was part both of epistemology and the science of
human behaviour in the mundane conditions of the fallen
world. He has, no doubt, many revealing things to say about
the strictly aesthetic bearings of the term ‘Imagination’ for
he had obviously started as a painter first, but he looked on
the concerns of daily human life, too, against the perspective
of the eternal world. For Blake, Imagination and Eternity
- are synonymous ; terms, and the ideal towards which man has
\ to proceed is the strugg]c to overcome chaos and achieve
" the rehabilitation of the human form by entering the eternal
~world of bliss: .

Thrown down from their high Station
In the Eternal heavens of Human Imagination,
buried beneath
In dark Oblivion with incessant pangs ages on ages

In enmity and war first weaken’d: then in stern
repentance
They must renew their brightness, and their disorganiz’d
function
Again reorganize, till they resume the image of the human
i Cooperating in the bliss of Man, obeying his
!" Servants to the infinite and Eternal of the H
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1 Blake, ‘left’ ngmﬂﬂgga!c’n:l as opposud to the ‘r
Nowthrop Frye, Fearful Symmetry, p. 355.
6 ‘Enough or too much’, Prophetic Writings, ed. Sloss and
7. This doctrine Blake derived from the Kabbalah.
8. Appendix to ‘Europe’, Prophetic Writings, ed. Sloss and Wallis, i. §
9. Jerusalem, ch. iv, “To the Christians’, '
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‘- HE OLD question of the 'u's?:/ poetry received a fresh
in the hands of Jeremy Beritham. Busy with schem:
and legal reforms, Bentham yet found an occasion
that the fine arts (such as music, poetry, and -‘
being sources of pleasure, are not devoid of ‘utility” althouj
as he noted, the limitations of that ‘utility’ have to be
nized. As early as 1811, Bentham’s ideas on poetry were

= sented in Etienne Dumont’s Theorie des peines et desrecompe

a work based on the Master’s MSs; the Rationale of Reward,
1825, brought those ideas within easier rea::? of the English-
eading public. Writing of the _g_tfs‘ and scienCes of amusement, ';E
+/kthe philosopher maintains that

It is not, however, proper to regard them as destitute of
utility: on the contrary, there is nothing the utility of
which is more incontestable. To what shall the character
of utility be ascribed, if not to that which is a source of LN
pleasure? All that can be alleged in diminution of their
utility is that it is limited to the excitement of pleasure:
they cannot disperse the clouds of grief or misfortune.
’ They are useless to. those who are not pleased with themj
they are useful only to those who take pleasure in them,
and only in proportion as they are pleased. St
(The Rationale of Reward, 111, 1, p. 205, London, 182

s

After this chacr.i‘__’_c_ab,la//tioncessiog) comes a categ
memorable pronouncement on the value of the
aesthetic pleasure. ; -

Prejudice apart, the game of push-g
with the arts and sciences of music and
game of push-pin furnish more

\able_than_cither. Everybody can |

........



~ his business consists in stimulating our ‘
exciting our prejudices. Truth, exactitude of ev -'
is fatal to poetry. & A -

a3
(Ibid. p. 206)
The points Bentham makes are that (i) po_gvt;y, liks;he other
fine arts, has utility because of its pleasure-giving power;
(ii) the pleasure derived from a game is of the same quality '
and status as that derived from poetry; (iii) if a game stimu-
lates more men to pleasure than poetry does, the game carries
Cmore utility than does poetry; and that (iv) poetry is opposed
Lo truth. i |
It is not difficult to controvert Bentham’s arguments and
inferefices. A believer in concrete experiences, perhaps he
denigrated the fine ‘arts because he had found fewer c:f‘Pis
contemporaries responsive to music than to the puerile“play
of push-pin. Tastes change and today the music-hall is-a /%
draw Eardly less popular than the tennis'¢ourt. If n mérical
majority be regarded as the supreme criterion of ﬁﬁt‘;’ and
v,glﬁe, such majority cannot provide us with any stable measure
since the tastes and predilections of the majority may and do
vary according to time, place and occasion. Granting that
¢Bentham’s contemporaries did not respond to y as t
did to a certain game, there is nothing to prevent _anot
eneration from putting poetry at the top of their list
v g53uritc entcfgﬁjg_nichii—?i't_é‘ny rate, fn—s%itc of his use
the words truth and pleasure in this particylar |
one is likely” to link up Bentham with Plato
\For him, both truth and pleasupe are sensa
[ ‘acter; his pleasure is not aeiﬁz: but gro

-
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vhile bis truth too is tru hin the ap
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worse, J said M Macaulay, echomg the Masters dl.-
angry than to be wet. But shoes have kept millions fro
being wet, and we doubt whether Seneca ever kept anylk
from being angry.’ Here is an attempt to pass off wit for
wisdom macaulay was a powerful “exponent of the Ben- 4
thamist view which was widely subscribed to during the third s
and the fourth decades of the 19th century. An anonymous g
writer of the important literary weekly, the Athenaeum, signing
hlmself as Beta, wrote on 23 March, 1844:!
0 /

[Y(dmlttmg the refined beauties of Shcﬁey, Kea.ts Tenny-
son and Milnes, , and the lofty phllos?ﬁ)hy of parts of
'Wmdsworth do these poets move society?. @thh
all t_he genius too, of our poets, why do they not
attempt to refine socmty, and improve it...why do they

., _not attempt a more dirett and impulsive mﬂuence upon
V7" the mass, to whom their names even are scarcely known?J
. What good then has our poetry done to our officers,
SO]dlCI‘S sailors, artisans, and all those whose spirit,
energy, and skill, are the support of our independence
e and the cause of our greatness? .

The most assiduous and authorltatwe spokesman of Bentha-

mist poetics was the official organ of the school, the W‘est-'

minster Revz@_w 2 For the CI‘IthS and reviewers of this Jou'_. P i

the measuring rod for all things including poetry was ‘“atility’.

Thus Scott was condemmned for ha.vmg ver written anything

useful ‘while DawdTIume was dis arag(:cla for suP_E_ed, en.

slavement to literdture Wthh without regard for truth a

utility, seeks only to excite erotions. After 18 330, “Bei

i reviewing began to toffe down jits hostility to
editor of the journal, john Bowrmg (afte

prcscntly proclaimed - himself suscepti

L e Sl
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poetry and, trying ingenuously to conform poetry to
tarian notions, held that poetry and reasoning were
incompatibles, that the law of human Progress ensured i
provement in poetry too and that there was nothing super-
natural or mysterious in the power of either producing or
enjoying poetry. [In an article entitled ‘Coleridg e_laﬁfi Poetry’,
published in the Westminster Review (January 1830), Bowring
\was pleased to announce that ‘the poet Coleridge is a meta-
physical and ethical teacher aftef.bhr own_hearts.’) We shall
presently see that the Neo-Utilitarian’s approval of Coleridge
has aparticular si nificAnce. The beliefin the identity betweens v/

‘ poctry and reasdning comes out emphatically in a passage of / © =
the same essay: 5

»Nay, so far from there being any natural iﬁcopgruity
—between the reasoning and imaginative faculties, as
( dunces have always been delighted’to believe, it may
%/ rather be affirmed that they have a mutual affinity and
rarely attain their full development but when they .exist
in union....Produce who can the name of any first-rate
pcr)“et whp was not a sound reasoner.

The writer’s challenging tone is indubitable evidence of a
shift from total Benthamism to what Raymond Williams has
happily called*{*humanized Utilitarianism’.[So powerful had
{,this mellowed concept of poetry grown around 1830 that
STennyson’s friend, Arthur Hallam, wavering between 18th-
‘century Sensationalism and Platorlism, struck up a kind of
‘égyntb‘é_sisbclwcen the mystical and the rationalistic concepts
of poetry in his ‘Essay on’ Cicero’: ™ '

Though poetry encourages a WPEg condition 59[ feeling
with respect to the discovery of truth, ifs enchantments
tend to keep the mind within that circle of contemplative
enjoyment, which is not less indispensably necessary to

_§the exertions of a philogo‘ﬁhic spirit. We may be led wrong l
Y/ Py sorcery, but that wrong is contiguous to the right. g
(Whritings of Arthur Hallam, ed. T. H. V. Motter, p. 151) '/
VeSS W gt

Far more influential than the change of Bowring’s attitude




“:. " intellectual made a signiﬁca}tt/statement:

o |

- was John Staart Mill’s.

- Fox’s progressive magazine, the Monthly Re

nation—A Phase qungi - Pactics ‘_.j-k;_. '

The poetic laws of association are by no_means incom-

———

<-patil?_le with the more ordinary laws; are by no means

) such as must have their course, even though a deliberate

/ purpose require their suspension.
(October 1833, p. 722)

ignificant because here is the St Paul of Benthamism refin-
(ing the Master’s doctrine to mean that poetry may be 2

» Lrational activity. IMill’s prestige was rising fast during the

thirties.” Apart from the fact that he was looked upon as the
f‘h_igh-priest of Utilitdrianism, his literary opinions were list-
'ened to with special respect as is evident from young Robert
Browning’s revulsion® from Pauline after he had read Mill’s
pencil notes on the poem. In after life, Mill admitted in his
Autobiography the error of the strictly” Benthamist view of
poetry. He admitted that his (and the typical Utilitarian’s,
#for the matter of that) neglect of the cultivation of feelings had
led to a denigration of poetry and of imagination and thus to a
blurred and confused notion of culture. His own emotional
involverdent and his readings in Wordsworth and Shelley
turned Mill’s thoughts towards the nature and power of
poetry.| We find him writing to Carlyle® for instrfuctions in
“the mysteries of poetry; he is dissatisfied with the articles he
1has written on poetry but succeeds in stating his beliefs clearly
\in another letter to Carlyle.\Now he believes that ‘the highest
truths are, to persons cndq_wed by nature in certairi“ways I
could state, intuitive’; he finds that “the poet or artist is con-

versant chiefly with such fruth’; he is certain that the critic’s

/ function Is to{ persitade) people to understand that the f&mt’ w-

\ intuitive truths are not ‘dreaming or madness’ but truths con-
| gstent with_common knowledge and probabilities. }
The most notaBIe;&_}wcrgence of Mill’s view from his Master’s

is in the concession O truth to poetry. His ?’9 essays on
Soetry, ‘What js Poetry?’ and ‘The Two Kinds7of Foctty,
'published in the Monihly Repository of 1833, embody valuable

—

\analyses of the nature and ﬁm_cj::___ion of P%’try_ Mill follows. |




‘such as we spontaneously use only when m
ment’; he beheves “that the pro ression of the p
sﬁ'bordmate to his em

tween_'?.he pocgzj" _ of a cu
but not natur poetic mind’, between the poet of )
and the poet ol’)'culture, and finds the great exemplars
two types in Shelley and V\[_o_r_@sworth']By far the most
portant ideas of Mill on poetry are that ‘the truth _ of pc
is_to paint the human soul’ (a statement ‘which, I th
a penetrahng apﬁmsemcnt of the mcreasmg exploratlo:n
the human P_syche in Enghsh poetry that had hegun with 1
Romantics) ; that ‘all poetry is of the naturé”of soliloquy’
“description that not only fits innumerable poems “of Words-
worth, Shelley and Keats, but also previsions the dramatm
monologue of the Victorian period); and that the poeti
consc1ousness is creative when it is unconscmus of ag

~ 4
1 ’.

-

[ Some of Mill’s idéas were dcveloped more_thoroughly and
analyfically by a later ‘thinker on 1 problems’ of poetics, Eneas =
6wcctland"’f)allas (whose continued neglect at the hands of ;
hterary historians is once again manifest in the unhappy &
mission of any reference to his works in the Goncise C. B. E. L)

5‘ N _In Poe oetics, An Essay, published in 1852, mnetcen “Years after
p-op. ~~ the pubhcatmn of Mill’s essays on poetry m the Monthly

v Regmtogl but seven years prior to the collection of " those essays
' in the first series of Dissert rtations and Discussions, Dallas aim 5 !
a manner comparable to Mill’s, at 1sola‘ﬁng the distinguis
element of poetry. Like Mill, he béhcves in the Lp_lconsci
ness of poetic feeling. In his definition of poetry, he lays
as do Carlyle, Mill a igd Ruskin, on (the activity of thc
He makes an im t, and in the context of nir
century poctlcs an original, contnbutlon when he :
: patry that is feeling from oesy that is the eXPressic
feeling m words, thus dichotomizing poetry into
T, "dJ.{fercnnatmg between




ted thus, without ever understanding the me
“On all hands, there is no truce given to the hypothesis-
“ultimate object of the poet Esa}p please.””{For Dallas, ‘F
" on the one hand, is|the record of pleasure,) and, on the o
vis intended to pro__cluceﬂﬁl'éésure i %e reader’s *mind.’¢] H
Dallas been familiar with Indianf_e,t etics, he would perhaps
have taken églight in the manner in which our r,hg_t_grician.; have
found relish or pleasure (distressingly _inad;:qug&;,s*ynonyﬂa o
for the Sanskrit word Rasa) to be the central organising prin- .
— ciple of the work of verbal art and, as an early English
explorer of the impact of art on the recipient’s psychology,
fe would have admired the Sanskrit analysts’ distinction
between the poct’s creative pléasure and the di_si:if!ﬁne(f:-l‘eadér’s
recreative pleasure. Dallas thus explains his approach to the
subject: R M e

-

Ad smdesirable comporient of art

V4

In the First Book was examined the n\aturéﬁ‘fof Pleasure:

in the present Book has been examined the Nature of

Poetic Pléasure. Poetic pleasure has been shown to differ

from other pleasure by being imaginative, so that Poetry

may shortly_be defined to be Imaginative leasure; and

:f for the latter of these two words we substitute a defi-

F nition, Poetry will then more fully be defined, The Imagi-
"}/Z native, ha_ibz_onious and unconscious activity of the soul.™\ 7"~
' (Poetics, An Essay, p. 76)

-...J/- ! - (74 !
Ef’oejics, An Eg@i&l%m and portions of the larger and later 3 -.;_:f.,‘:

work in two volumes, The Gay Science (1866ﬁta]1y demolish
he Benthamist misconception of poetic pleasure. AR

Mill’s aposj:g.%él equation between
J; [sign of the literary faith of the times. \However muc
-p'é‘éplcfmi cht have -ac;;e_ptéd Benthamist principl
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{poctryj()ut of a mass of contemporary
t

v A
re now in the centre of the Victorian_belief- :
tmoral %}" ‘tic_

ficance; the poet must be a teacher, and by nobl_
his thh Yocation, he disproves Bentha.m 51
levelled agalnst h15 tribe. The poet s transcéd

3‘92;

accept the nouon o'f any mcempétiblhty be

he identity of tiuth and poétry, a few may be
indicate the average ‘Opinion:

He [the poet] cannot be untrue, for it is his hi
to interpret those “universal truths which exist on
nly in the forms of hJS creaHon

D T S —

—

All  imitation,—poetry, painting, scu Ipture, ~music,—
has, or ought to have, the development of tr th for its
sole object. =

The lughest poetry approaches nearest to{ vi tal'éuth )
and poetry is only good and beautiful, and worthy to be
loyed and admired, in proportion as it identifies itself
with truth. No truth can be lalien or\mapﬁ/rc)pnate) to it. s

_Obviously, the truth of which these writers speak is not_the
,factual truth of Bentham’s conception, their truth has a spiri- i
t.‘{ELQP N_plemon And with his gift of apprehendmg SE,L_I_'ltual 2
truth, the poet is entitled to the honour of being a teacher of - 58
mankmd 10:5s 4 -

. The poet knows more than others,—because he feels more _
; and suffers more. ... He is ordained to teach mankmd i
‘because he has fathomecl humamty == !

The amusement found in poetry is a meré accident—
an extrinsic adornment only—and ... its object is to
teach, “exalt, and refine; to m_gp’i?e like religion, the
humble With dignity, the sad with comfort, the oapréscd
with hope -, 4 [ 3

pose’of poetry. Poetry must have a dida&

—




Dream_of Fair Women’, Tennyson conceives of the”po
one who, like a man sailing in a balloon (the latest wonder of
those days) and looking down on the earth (as did the space-
travellers of recent years), is lifted high by his imagination,
lets the great world flit from him, mounts higher still through
secret splendours, and yet remains in a state of perfect poise.
The Brownings too are convinced of the exceptional power
of the poet and his duty to teach and preach.!! wew
Arnold is eloquent in his assertion of the poet’s P sian
altitude. 1

Deeper the poet feels; but he

Breathes, when he will, immortz_{_éir

Where Orpheus and where Homer are.

In the day’s life, whose iron round

Hems us all in, he is not bound:

He leaves his kind, o’erleaps their pen,

And feels the common life of men. W
(‘Resignation’)

These }fj_g‘g_‘é?igns believe that the poet, by virtue of his excep-
tional caﬁcity/for ixgggge”ﬁpprehension of truths that are
Beyond the ken of other men, 1s superior to fellow-men and
their teacher. Browning indeed, in Sordello, modifies Plato’s
concept of th philosophel’-'king to present his eponymous
hero as a poét-king. 7 e
We haVe seen that the I_\Teo-lﬁﬂita_ri_an found Coleridge’s
ithoughts after his own heart. Scores of young men hETB?tcnﬁd b
to the monologues of the aging transccgdental philos-aphﬁr at. i
Highgatgyjohn Sterling and Frederick enison Mauer?v nade
the early numbers of the Athenaeum—the most” competent
literary weekly of the times—a veE.’cle.Of Col ridgean ideas,
and Coleridge’s influence on that periodical continu

bated in the days of Charles Dilke. ‘Close thy B
1y Goethe’ was the advice of Teufelsdrockh.
f literary aspirants who became vocal in the




i T thepopuljglz
His two éSsays on Benthani and Co a
cance of the two thinkers in precise terms.

There are two tfien, recently deceased, to whom ti
country is indebted not only for the greater part of
important ideas which have been thrown into circulation
among the thinking men in their time, but for a
lution in its general modes of thgﬁ(ght and investigat
... These men are Jeremy Bentham and Samu%?Tayl
¢ Goleridge—the two great seminal’ minds of England in
 their age. (Essay on Bentham)

The name of Coleridge is one of the If_‘C}{\fw_.EhIlg_h;S}_:l.\’Il/;mESﬁ-
of our time which are likely to be oftener pronounced
and to become symbolical of more impéttant things in
proportion as(the inwardworkings of the age) manifest ;
themselves more and more in outward facts. ntham
,.-f excepted, no Englishman of recent date has left his im=
/press so deeply in the opinions and mental tendencies of
* those among us who attempt to enlighten their practice
by philosophical meditation.. . . By Bentham, beyond all
others, men have been led to ask themselves, in regard
to any ancient or received opinion, 'I_s__it;__ frue? and by
Coleridge, What is the meaning of it?. .. Coleridge used
to say that every one is born either a Platonist or an
Aristotelian: it may be similarly affirmed that every
Englishman of the present day is by implication either a
Benthatiite or a Coleridgean, holds views of human
affairs which can only be proved true on the
either of Bentham or of Coleridge. :

(Essay IﬁQﬁ:‘f ‘e




The Vlcig;l wnte.r whe """
epposmon to the enthamist etry 3

teeped 1 Goethie and Flgh ngr cr, (6.
Wordsworthla.n and Shelleyan 1deas, emplomg e d
anam of a prophet who happens to be in a staw
perpetual ﬁnzy, Carlyle tried to smother the Utilitaﬂm ‘
point of view by trenchant words. '_]/ -~

The uses of this Dante? We will not say much a.bout hlﬂ -
‘uses’. A human soul who has once got into that primal
element of Song, and sung forth fitly somewhat thcm,'_';_'-\;j-
has worked In the depths of our existence; feeding through %
Jong times the life=roots of all excellent human things
whatsoever —in a way that ‘utilities’ will not succeed By
well in calculating! '

(Heroes and Hero- Wa%&fazp, Centenary ed., pp. 99-100)
LArt is to be loved, not because of its egﬁect bu becg.u‘s_es'
of 1tse]f not because it is useful for splntual pleasure, or
even for moral “Yeulture, but because it is Art, and the
highest in Man, and the Soul of all BeautyJTo inquire

. after its utzlzgy would be like inquiring after the

ut because of itself” must not m1slead us to |
and those of his followers that talked in the
art-for-drt’s-sake camp. His corpse would

: we aa SO. I:eavmg amde 1t.s Fri !

what it came t5 mean
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96 : _ A.
phrgé in_the English language can be found in a J,gtter
Thacke!@g;"' written to his mother on 1 DeC‘e_mbcr 1.-8_:
but this, as Rose Frances Egan_ has n.g'h_ﬂy Polqt'«f:d ot
was a private letter, not a published piece of_ writing. ’
earliest pu\l:ﬁic use of the phrgsc that I know of (Rose Fran |
Egan does not mention this nor does any othezz scholar) occurs 2
in Richard Henry Horne’s introduction to his verse traged:
Gregory VII (1840) .u_q__Horng, the phrase is use_d- within quota~
“tion marks implying that it was not unfamiliar though yet .

'v,}kr-a-ther new. The Early Victorians were struggling to set
'ﬁﬁég‘)‘?‘,and poetic “criticism free from all kinds of vested

v

interests, particularly from the political prejudices of the
“ powerful Reviews. Arthur “Hallam, a Coleridgean, speaks of
Cart free and unalloyed’;1® his poct-friend Monckton Milnes
L's.pea]:sirc.)f the Poet who creates ‘In his own chamber and exces-
sive spirit,/A universe of beauty, undisturbed’; in Browning’s
Sordello, the poet Aprih_—t transmutes the d=]“=OSS of .common
life into puré poetry whereas the other poet, Eglarnor, suffers
from a perpetual fixation in the beautiful. It is in the context
of these attempts to differentiate between poetry that is
( pure and free’ and poetry that may be called {funé‘_’;ional,)
rather than as a postulate analogous to the Ninetyish religion
of amoral” Beauty, that Carlyle’s statement that ‘Art is to be
loved not because of its effect but because of itself’ Is to be -
dppraisg;_(jl.' Carlyle, I suggest, was a better Colg_ri"dgean than
he himself knew. If, unable to follow Coleridge in his flights
through rarefied regionis of metaphysics and fugitive i‘zﬁcies,
Carlyle recoiled from tutelage under the poet-philosopher, his
wordy assertions did not altogether conceal his link with
and his ultimate derivation from the visionary of -I'-Iighgate_
Consider these sentences: : :

\(/’T he grand question is. . .a question of the essence and
‘peculiar life of poetry itself. . -Wherein lies that life; and
how have they attained that shape and individuality ?
Not only who was the poet, and how did he compose;
but what and how was the poem, and why was it a
poem and not rhymed eloquence, cre4tion and not
figured passion?// 4~ —— i

(Critical and Miscellaneoys Essays, i, Genutf.cd-.._p- 51-52)




Answer e grand question he ally presumc

entity that is none other than the Imaginative Faculty of
Romantic artist’s conception, the same power that presides
over the mind and art of Wordsworth and Coleridge, Shelley
and Keats. His acceptance of Fichte’s theory of the ‘Divine

Idea’ is not far removed }o 1 Coleridge’s idealistic position |
+ Xdescribed thus by Mill: f i

The Germano-Coleridgean doctrine. . .expresses the re-
-volt of the human mind against the philosophy of the
eighteenth century. It is ontological, because that was
experimental; conservative, because that was innovative ;
religious, because so much of that was infidel; concrete
and historical, because that was abstract and metaphysi-
cal; poetical, because that was matter-o{ﬂfact and prosaic.
(Mill, Dissertations and Discilssigns, p. 330)

After all, both Carlyle and Coleridge had drunk from the same
German fountain of inspiration. Both had revolted against
eighteenth-century materialism and both were deeply religious
—even to the extent of being comparably impressed with guilt-
consciousness—although the substance of their religions
differed. As Mill said, every Engli.g_hman of the _g_lay was
V' either a Benthamite or a Coleridgean, and one who rejected Wy
e y Benthamism, had, by an inevitable polarity, tobe anlgﬁdgemv. &
Carlyle’s vigorous opposition to Benthamism drew sustenance
7 from_an unacknowledged Coleridaaan idealism.~"~
By the eighteen-forties, there was hardly any writer of
influence and intelligence left who could stand up to the
continuous assaults against the Benthamist view of poetry
there still remained any doubting” Thomases reluctant
‘equate poetry and truth, the first two volumes of th ;
€i'aduajte s’ Modern Painters should have sile_nced't{h.
possible even in f8_40,_ long after Blake’s, Wor
Coleridge’s utt%_rances on Imaginati_on,_ fo
,/y‘:wewcr to_say'® that ‘Never was a re
. 7"""" ”
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. For the criticism of Scott, see the We:immster Review, April 1824, p. 536, and '

. Raymond Williams, Culture and Society, 1780-1950 (Pehcan), p- 79. 1, N
. The Letters of Robert Browning and Elizabeth Barrett Browning, 1845-46, London, 4

. The Letters of John Stuart Mill, ed. H. S. R. Elliott, London, 1910, Vol. i,

tiwmgkﬁemwmg 1324-1 _. 6

Quite a few of the yourger journals of the thirties rere influenced b
Benthamist view of literature: e.g., the Monthly. , the Ne

Magazine, the Monthly Chronicle, and the Monthly Magazine An o
deviation from the approved creed however could not be almgethcr

out as the review of Corn Rhymes in the New Monthly Magazine, 1831,
vol. 33 shows.

for the dmparagcmcnt of Hume, see the same journal, October 1824-, p- 346.

1899, vol. i, p. 29.

p. 43; the second letter to Carlyle that I have quoted from in my next sen-
tence is in the Leiters, i, p. 3%

. ‘The State of German Lneraturc , Critical and Miscellaneous Essays, vol. iy

p: 50, Cenlenary ed. of Carlyle’s Works.

. E. S. Dallas, Poetics, An Essay, London, 1852, p. 12.
. The first extract T have quoted is from the Athenaeum, 1828, p. 351; the second

from Robert Sndw (a minor \ V1c15;'1an poet), Poems on Miscellaneous Subjects,
1843, Preface, p. xiv; the third from Charles Mackay (another minor poet),
Egeria, 1850, Preface, p. X. e R

The first extract is from the Athenaeum, 1847, p. 1297 ; the second from Mackay,
op. cit. p. xi.

Letters of R. B. & E. B. B, i, p. 363.

These two essays were ongmally published in the Landan and Westminster
Review ; the “Bentham essay in the August 1838 number, the Colendge essay
in March 1840. These essays were afterwards collected in 1859 in Disserta-
tions and Discussions. My quotations are from the undated edition of the book
published by George Routledge. |
Letters and Private Papers of Thackeray, ed. Gordon N. Ray, vol. i, p- m_ N
Rose Frances Egan, The Genesis of the theory of “Art for Art’s Sake® in G Py
and England, Smith College Studies in Modern Languages, July 1921 _
The Writings of Arthur Hallam, ed. T. H. Vail Motter, London, 1845, p. 133,
The Milnes quotation is from ‘Ireland’ in Memorials qf a residence on the
nent, London, 1838.
Therewaverwhohads:gnedh:sname] W. M. was, Igum,‘]

Marston. It was a review ofw

ApNl 1840, p. 436.

awg,-qma Literaria, ed. J. Shawmss,vol.n,eﬁ.f';



‘as having exercised the most decisive and enduring
on Fliot in his yrdergraduate days at Harvard. The mar
"Profcssor I%'Eg Babbitt and the book was The Symbe .
ovement in Laterature (1899) b% Arthut Symons. ‘The infly
ence’, Belgion remarked, ‘was eneﬁ;ciaj—tg_ Eliot because
was content to obtain from eag}‘i/ﬂ'hat cach could give: t
jsense of tradition from the Professor, the fostering of indi-
/ ‘.Yidual talent from the Symons“volume.? The way Belgion
defined the nature of the influences may appear a trifle over-

simplified—specially the air of gratuitous finality with which
he Figeon—holﬂed them with ‘tradition’ and ‘individual talent’

L

—but nevertheless it underscores correctly the importance of

the man and the book in the context of Eliot’s development as
poet and critic.

On the formative influence exercised on him by Babbitt
and his friend Paul Elmer"More (the two were re i

. S
_ ally insepar-
able in his ntemory)? Eliot has written on various occasions.

; In Babpitt, especially, Eliot found a master who helped him
/ }l

r

-

to outgrow his adolescent enthusiasm for the - Romantic poets.
and FitzGerald’s Omar® and gave direction to his interests, as

he himself noted in 1946, ‘in such a way that marks of that
direction are still evident.’* /Babbitt laid the foundation of
that attitude to art and morals which later on, in his famous
‘credo’ proclaimed in 1928 in For Lancelo{ém’g»g; Preface), i
Eliot himself was to identify with ‘cladsicism’. But while
Babbitt developed his taste and predisposition for order, luci-
‘dity and balance, the Symons volume provided his first aes
thetic initiationyﬁ'ter the academic preparation_on ¢l
lines under the tutelage of Babbitt, Eliot acqu red,
dently, from Symons’s book a new insight into the z
_poetry. It was, as Eliot himself said Tn" ©
~ ‘an introduction to a wholly new feeling
criticism, as Eliot explicitly stated in t




e

to dJseover the Symbohst poe‘ Frz
 section of it which is represented by Laforgue c

—as a part of self—dlsetfpery Eliot was thus mtroduced :
body of poetry and theoretical sp"e/culauons clustering round
it which, after the Romantics of the first generatlcn, sought
to recon51der with diverse aims and varying degrees of
clarity, the aesthetic basis of the art of poetry, The impact of Y
this poetry and the allied aesthetic speculations had a decisive =
influence on Ehowmce Eliot’s affinities mth/Symbo?t'
poetry, especially thie poetry of Laforgue, Corbiéie an e-
Jaire, have already been scrutinized by Matthlessen, René
Taupm Grover Smith Jr., E. J. H. Green and Enid Starkie,

our present quUII'V will be confined to the critical or aesthetic

side of the issue._ ) V )

LSymbohsm in France was very much of a doctrinaire

movement and, although its tentacles extended in many
|directions, its_ them etical core wm&fuch as to justify Bowra’s
description of it as ‘a new mysticism of art’.§ Hlstoncally,

sEdgar Poe was the patron saint of this movement and, in his

Lfew scattered Tritical pieces, he is supposed to have \);aguely
suggested this new doctrine J{Eaudelalre was the ﬁrs__ngrophet

in that he proclaimed the value of symbols in his famous
sonnet, Corregpondances While Verlaine used them instinc- -
tlver it ‘was left to Mﬂgllarme both in his poetry and in his
critical pronouncements collected in his Duwagations (1897),

to erect and establish g//sort of metaphysm to e:gp_lam and
Justify the doctrine.” Adthough as the ‘saint’ and ‘martyr’ of "1
this mystical doctrine Mallarmé remained its p't:,rmanent
source, the school of the Symbolist poets may be sgfd to have
ofﬁc1ally come into existence in IMn Jean Moréas, one
of Mallarmé’s diseiples, published in Etgam._.mtézmm the
first_provisional /credo’ of the doctrine in an article entitl Jn
‘Un Manifesté Littéraire’.? Mith such sl?lﬁidiary issues

of ‘decadence’, which was a matter of attitude, and
hbre “which was a matter of technique, the Symbolis
announced by Moréas’s a,rtmfe develo ed_‘a"




jran somethmg like an unbroken tradxtmn w "
9 Jminor divergences in emphases, represe ent
ltude to the art of poetry or, as the apols ists of the doc
would assert, constituted a definite aesthetic.

So far as ‘decadence’ and ‘vers libre’ are concerned,—
j. ‘ two subsidiary issues often_erroncously regarded as co-ext

sive with Symbolism itself —Eliot made short work of them

early in his career as a critic] In spite of his affinities with
La orgue who is usually classed with the ‘decadents’, he dis-""8
missed ‘decadentism’, with J. .K“Huysmans as its apostlc, as
a shoddy, pseudo- arLIStIC posc//In an early article in the New
Statesman (19 May, 1917), he refers to ‘decadence’ as a fraud
Ppermanently exploded “I'ime has left us many thmgs but
amongst those it has taken : away . we hope t Rebours.”
Slmﬂarly, he found the term ‘vers libre’ sclf—ccfﬁtradlctory.
‘no_vers is libre for the man who wants to do a good _]ob’
(Tntroduction to Ezra Pound’s Selected Poems). Elesewhere, in
nan early essay entitled ‘Reflections on Vers Libre’, Eliot em-
E_atlcally rejected th term and the kind of artlstlc freedom
it proclaimed: _,f

‘Vers Libre does not exist. ..it is a battle cry of freedom,
and there is no fJCLclom in art...the division between
Conservative Verse and Vers Lzbre does not exist,

there is only good verse, bad verse, and chaos.’
(The New Statesman, 3 March, 1917)

4 if ‘decadence’ apd ‘vers libre’ were minor excrescence
the Symbolist dogftine, its core was the concept of ‘pos
ure’ or ‘poésic 1ntégral’ of which the chief exponent
sense the high priest—was Mallarmé himself. It is with
relation to this concept of pure poetry’ that we are pr
concerned, /Eliot’s attitude to this aesthetic core

lm not only Jpore complex than his attitude to
or ‘vers libre’ but it has also certam feat




the nature of poetxc language and zts creauv'e
have been expounded by Mgharmé himself.
thlOSOphlcaf a;{ude, whic] eveloped partly as a
against the scigfitific positiism of Comte and the
determinism*6f Rénan and Taine, is one of, extreme £0
idealism traceable through Schopenhauer to Plato.In a w
known passage in Divagations, Mallarmé gives a clear €
tion of this idealistic attitude:
T

Je dis: une fleur! et, hors de I'oubli olt ma voix relegue
aucun contour, en tant que quelque chose d’autre que
les calices sus, musicalement se léve, idée méme et suave}

1 absente de tous bouquets.
(‘Crise de Vers’, Divagations, p. 255)

Fd
F

“(hllarmc S profcsscd, concern is not with a particular flower ‘L i

but with [the idea of a ﬂoucr that which is absent from all

bougquets. “This amounted to an ascetic effort to reduce the

‘complex | fabric of 1mmcd1ate e&penencc to a hm_ic_d_ number

of pure relatio itself i impli- i

,f_i_gg This atutudc may be summed up m\y.larmé’s own
<.

significant phrase: ‘simplifier le monde’.1? &
The aesthetic attitude which emerges from the foregoing

remarks is one of opposition to the contemporary Parnassian
poets and naturalistic novelists who ncentrated on the

direct transcript of everyday realit allarmé’s doctrine
rejected everyday reality in favour of ideal bcauty The target i
.f was not a ‘criticism_of life’ but ‘T'oeuvre pure’ tgy_hmh_w'
d notion of subwgt matter’ is irrelevan Rémn Sur-
._Lt the ablest apologist of Symbolism, said: ‘Le su
orte peu en “art’.)! What really matters is ‘la notion g
e pure idea, abstracted from experience, out of which *
oetry’, as opposed to impure journalism of all v
e created. p __m.not cl&rucut contours or d :




/ state nas. Along
ists like Blake, Shelley and Carlyle, but wi
emphasis, Mallarmé asserts: ‘Cest le parfait us:
“de ce mystére qui constitue le symbole; évoquer petit 3 peti
un objet pour montrer un état d’ame. . .’ (Michaud, p. 74)
{Poetry, thus presented, amounts to a ritual, csntenic,,g_\,{gii -
j_nagical, so that the very idea of an ‘art for all’ is to be regarded 1,_
Bs a heresy: “Toute chose sacrée et qui veut demeurer sacrée
s’enveloppe de mystére’ (MichaudA ps.17)

The mystery in which poetry/ must envelop itself is the
mystery of the creative “words./The mystical theory of the
content of poetry is supported, as A. G."Lehmann has demon-
strated in his Symbolist Aesthetic in France (pp- 129-93), by a
recondite and complex theory of language which began with
the scattered remarks of Mallarmé but in the hands of later
writers, specially Valéry, developed into an impressive, if
not always consistent or satisfactory, doctrine. #Mallarmé
began by stressing ‘le double état de la parole’. Anticipating
later semanticists he distinguished in ‘Crise de Vers’ (Divaga-
tions) between language as a medium of communication or
‘universal reportage’ (‘bruit ou immediat ic’, in Mallarmé’s
words) and the creative language ¢ sisting of words purified
into their essences (‘1a essentiel’) mallarmé dissociated the

{ creative language of poetry completely from the empirical
context of everyday life and, stripping it of all utilitarian
associations, presented it as a ‘new’ language, heightened
and purified To this language belongs the initiative for crea
tion: ‘L’oeuvre pure implique la disparition élocutori
poete, qui cede
tions, p. 255), /.

\h\]n\ s er- every :

1




that ‘la Mumque rejomt le vers peur former;‘ depuis
la Poésie’ and when Verlaine also proclaimed in hi
Poétique’ the slogan

De la musique avant toute chose
(Fadis et Naguere)

the major task of theZSymboh oets was clearly defined—
‘the task of purging poetry of all non-poetic alloys such as
S narration, description, dlscu;ts,ze thought etc. and, thus, as

Mallarmé said (in Divagations, p. 254), ‘reclaiz ; from music
‘thelr inheritance’ (‘reprendre notre_bien’).“This concentra-

e e e e

‘tion on the incantatory aspect of language 1mpl1es the puri-
fication which Mallarmé had in mind when in the memorial |
verse on Poe, ‘Le Tombeau d’Edgar Poe’, he defined the
poets function as ‘donner un sens plus pur aux mots de la
ﬂtr1bu The idea of the musical purity is for Mallarmé an
,aesthetlc absolute + which is accepted as the ﬁrst afticle of
47 jglth L by S Jrrfbollst artists and is reflected, as Valéry explained,
in ‘une volonté remarquable d’isoler definitivement la Poésie
de tout autre essence qu’elle-méme.’’® Thus Mallarmé im-
posed an almost cultic rigour upon the poet’s calling. In the
pursuit of this absolute musical integrity the poet must depend |
upon his own industry and singleness of purpose rather than |
on the hazard of inspiration. In a letter to Francoise Coppée,
Mallarmé warned poets against the deceptive facility of
‘inspired art’: “Le hasard n’entraine pas un vers, Clest la
grand chose.”'* The dictum was repeated even more briefly
and effectively by Valéry: ‘Ecrire, c’est prevoir’,1
/ [The theory of ‘pure poetry’ that emerges, however vaguely,
from the foregoing pronou ents poses the followmg postu-
\}) Jates: (1 ) that poetry is not simple self-expression or direct
. communication of thought and feeling, (2) that the ar art
poetry 1s not the result of inspiration but Qf ca,lg@

hard labour and (3) that the language of poetry




cont pmzﬂw thﬁ.'_
5 they nstitute the

Ng‘ (ymch of it did
have some cnncal 1mportance because
made, notably and recently by Frank de in his Romar
Image, to interpret Eliot’s critical posmon entirely in terms of e
| Symbolism just as, at the - opposite pole, similar attempts have ‘-
{been made by critics like John Bayley to  align his aesthetic
ideal with the neo-classicism of Dryden and ‘Johnson. 16
Kermode's atte IPpt 18 partlcularr)\;;,enfusmg‘becausjie makes

an undiscrimiffating and unhistofical amalgam of Symbolism
and Imagism with the dubxous though Tr impressively capita-

lized, label of the Doctrine of the Imagc and uses it as
yardstick to judge poets and crltlcs by, including Elig
Eliot’s specific relation to the S bolist doctrine of ° pure
poetry’ requires some clarification/{That Eliot did derive e some-
thing positive from Symbolism “{s very much evidént in his

o - |
(L 71/

tdescription of 1ts first impact on him as a rcve[agon and it

would be a ratultous over-mmBhﬁ atlon to elate this revela-
a | ““only with Symbolist tr ich Eliot came to
’h"ﬁ tion only with some Symbolis poetry

admire, to the exclusion of all theoreticil _implication, because
tven I 'Symons s ‘book, superficial and critically unfocussed
‘as it often 1 18, the c_l_g_%_c mtcrdcgcndcnce_b@&@m_doﬂnng and ~
practice is tactlly assumed throu%h%it, though hardly ever
clearly and adequately formulated. At a supcrﬁafl level, for
_1nstance, we notice some obv vious Mallarméan echoes in Ehot.
e U_‘I_li_ds.ﬁmnon of poetry, f serious and Ha_l__playful in the
) 1928 preface to The SacredWood, ‘as excellent ‘words in exccllent._ i
arrangement and excellent metre”, wiiich mystified and i irri-
tated many eople, is obviously #n allusion to Mall

'remark that ‘poetry is madc mtﬁ words, not 1deasjlr;

szdmg again we hear the “famil

a free paraphrase of Mallarmé’ line (‘Donner un s
pur aux mots de la triby i




P T o e

~ To purify the dialect of the tribe.

~-Butf in spite of these echoes Eliot’s attitude to the §
doctrine of ‘pure poetpy’ was not ident:tgal with t\ly.t— 2
predecessors like Oscar Wilde, W. B. Yeats and Arthur Symons
imself, the three fhabitués at Mallarmé’s famous Tuesday
receptions. Unlike Oscar Wilde, however, who mistook wise-
cracking for criticism, Yeats was seriously impressegd by the
new doctrine and much of his early Ideas of Good and Evil,
specially his essay ‘Symboﬁsn"{ ‘of Poetry’ (1900), reflects the
zeal of the converted which made him concentrate on those
elements or tenéts of Symbolism which he could easily gssimi- |
_ late into the ‘Celtic Twilight’ of his own temperament{Eliot’s |
\].k)‘ | case was different; he was stimulated but _not_converted. His
attitude was one of gme&%séﬁt: he was critical right from
the start and later the cleavage between him and the Sym-
bolist doctrine grew so wide on the most vital issues of art
that even the term ‘symbolisté infidele’ (applied to later
| g&bolists like Valéry and others) falls far short of the mark
as a correct definition of his position{ Of the three postulates
/) ‘\ cited earlier, Eliot partly accepted but latgely modified in his
{ various pronouncements the first ‘Ewoa/fhe third, which is o U9 3
pivotal importance for the theory of ‘pure poetry’, Eliot
' categorically rejected and it is this rejection rather than the
partial acceptance or ‘modification of the other two postulatesas
: that dehines Eliot’s position in relation to the §_¥mbolisJ
aestheticd /. v
*—ETlot’s partial affinity with the Symbolist doctrine is indis-
putably reflected in his _impersonal approach _to the art of
poetry as a rigorous verbal construction. His general pro-
gramme, in_7he Sacred Wood phase, of explodi mantic
N “Personalism’ in all its forms, in poet and critiism alike,
Yowes an obvious debt to the Symbolist aesthetic:In this early
and polemical phase when, under the stimulating guidance
of Pound and Gou t, he considered the diversion of
interest from the poct to_the poetry ‘a laudable aim’, in'
The Sacred Wood (p. 59), he concentrate ost exclusively
: Ion the integrity of poetry as an autonon ou$ structure, inde-

,‘Béndent of the poet’s biﬂ. aphy and tin-




of neatly ordered biographical dat

_ or emotion or vision resulting from the
something different from the fecling or emotic
- vision in_the mind of the_poet. v/ ]

(Preface to The Sacred Wood, p- x) :;._";
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In a later passage Eliot extends the implication of
autonomy se as to relate it to the responses of the readers as

well: / %
/—- . . | '

The poem’s\({émstenw 18 somewhere between the writer

V)" and the rea er; it has a reality which is not simply the
jreality of what the writer is trying to express or of his

experience of writing it or of the experience of the reader

or of the writer as the reader. oY

(Use of Poetry etc., p. 30)

il So far, Eliot’s insistence that ‘the difference between and
bi the event is always absolute’,)? is in keeping with Symbolist

AY

-

formulations on poetry such as those of Mall_zir_'g}_é' In them
he may be said to have found an aesthetic confirmation of the =
impersonal integrity of art of which the early _classical training )
of Babbitt had made him conscious, more or less, on the i
rationalistic and moral level Aliot’s closeness t list 8

esthetic, on this issue, is perhaps even more clear

a form o “communication”,
;nicated is the poem itself.’’¥ This explains his assertion, of

{repeated, ‘that when we onsidering poetry we
i i ] and not another thing
/When, however, we pass on from Eliot’s general
4] tion to the impersonal integrity of poetry and com
R ey
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' femcas from the Symbolist doctri
more and more open oppositi i 1
rejected the overworked esotericism of the Sy -bohst cult
makmg so much of ‘la notion pure’ and concentrating on
‘mystére’, ‘suggestion’ and ‘état d’ame’._The subordination of

¢the world of common experiences to the formal autonomy of

Q) art—ultimately implying a divorce between them—tacitly
assumed by Symbolism and overtly formulated in_some of
Mallarmé’s own statements such as, ‘Au fond,...le monde
est fait pour aboutir & un n beau livre’,2° Eliot d1d not and

“could not accept, since it amounted to the kind of deracina-

tion of art deliberately advocated by the apologists of ‘art |
for art’s sakc mong the Symbolists, the poets wiom Eliot
studied with/profit, it is well to/remember,

&) [Were Laforgue and Corbiére and, ]ater Baudelaire (not a
}mbohst techmcally), and none of 1hese ever made poetry
“out of ° pure notions’ and, for that ‘Very reason, none was

‘ stnctlv ré esentative of bymbohsm as enunc1ated by Ma]-
1a1 me ar as Mallarmé’s own poetry was concerned Eliot’s

| applecmtlon was __1_1_1_1}5__\/_\_’_{11'1‘[1 as is evident in his essay ‘Note

sur Mallarmé et Poe* (published in Nouvelle Révie Frangaise,
Nov., i92§/vhere he acknowledged the vahdlty/df-“ the world

of Mallarpdé’s poetry but called it ‘une monﬁﬁ__glg natures
ortes’. On a more directly cxpomtmy v Tevel Eliot’s basic
ivergence from the Symbolist dourma/can be seen in the
v I role he assigns to feelings and emotiong/in the creative process
which terminates in impersonal arf, {ihe famous analogy of]

the catalyst and chemlc 1 elements in section II of ‘Tradition |\y 9:
v Fand T Individual Taleg®’ is really meant to underscor/o/two
—11_1—‘[” gstlww"pemorzc}'f artYas well as its{ urely gersona? origin.,
The eatwe “process as presented by Ehot 1s one which trans-

N \) l{rms feelings and _emotions (whlch cannot originally be

other than p,rsanfﬂj into, ob ective a al art. The *
ter lye lative’ whi i tro-
versial context in Hamlet and his Problems’, is ma€ant to

suggest (though not strictly to Eqﬁm) how a Pcrsona emotlon,.
at some unspecifiable middle stage of the creative process, is

aetacﬁea from the ‘self” of the artlst and acquires a sort of
persona concreteness, ‘outside , so to speak, by bemg

g
1dent1ﬁed with ‘a set of objects, a S1tuat10n, a _chain of events,




on sublimated essences or ‘notions. Dure
.. chemicals, /Thus, so far from considering what Henry
Ja;mescalled‘f t life’ as inconsistent with the formal a emj :
of art, Eliot rcpéatedly stressed them both as neces cond
tions: ‘On the one hand actual life is always the m ,;erlal and
on the other hand an_abstygction tion from actual life is a neccssary y
condition to the creation of the work of art, ‘abstraction’
Eliot means that distance b‘twggp art and the event’ which
) |15 “absolute’, and since art, as p‘resented by Eliot, is as imper-
'sonal and cancrete as ‘a jug or a table-leg the term is hkely to
belsomewhat misleading unless it is connected, as it is mean
tojbe, with the idea of ‘ordefing’ and “integration’ stres y
[Ehot in_his interpretation of the creaMcess A

, When a poet’s mind is peffectly equipped for its work,
it is constantly amalgamanng disparate experiences; the
VI ordinary man’s experience LulmﬂncqngguLaL'Lfragmen-
tary, The Iattcr falh in ]OV(, or reads Sllnoza and these

with the noise of the. typc\mler or thc smell of cookmg,

in the mlnaof the poet these experiences~are always
¥/ ¥aking new wholes. s

(The Metaphysical Poets’, Selected Essays, p. 28)
i’—7— SO ————

L Thus, by asserting si nmu]mnco_usly thc,pmxnnal
_the creative Ergges;,nnd_ihe o

thereb recogmmng art as much
Sym doctnne had made




tion of musxc (Pound quotes approvmg y the
of Pater) it is should be devoi
of meaning.’?? /This insistence on ‘meaning’ offers us a help-
ful clue to Eliot’s fundamental opposition to the Symbehse

therefore,
much more than an arrangement of sounds.
re ) autonomous in relation to the

‘can _be g_g_tach e _poe : uch a paraphrasable

content may often exist as a secondary or ancillary meaning
to satisfy a certain psychological need of the reader, com-
pared by Eliot with ‘the nice bit of meat’ with which burglars |
silence the house dog, ‘while the poem does its work upon 1

him.’?* What poetry ‘means’ amounts to the total co

cation that takes place between the poem and the pep€eptive

reader. A poem thus incarnates its meaning and compiunicates ]

itself. It is what I. A. Richards called ‘the total mieaning’ of

L

V-")‘ poem with which Eliot came to concern himself mor

persistently in his later criticism than with its 1ntegnty
early as 1928 Eliot gave us the clue to his ‘expansion or
development of interests’ when he asserted that without
disowning what he had said about the integrity of poetry in
The Sacred Wood (p. viii) he had ‘passed on to another
problem. . .that of the relation of_‘_/poctry to the spiritual and
social ‘ﬁfe of its time and of other times.” This cryptic formula,
constituting in itself an incisive criticism of the eﬁm&xm "
of the Symbolist doctrine, has been oipanded and elucidated ¥

‘in different aesthetic contefts in g}fnost all his major critical

ieces from tshake%zl_and thé Stoicism of Seneca’ ( 1927) Ll
:to!‘Thc Three Voices¥of Poetry’) (1953). THe questions s rais 2
by the formula, “the relationof poctry to the spmtual and /il

social- hfe, are NUMerg s ¥ Ot, SO om._ dis
Eem as irrelgvafit or here cal as the Symbohsts did,
them valid and import; o




leentlﬁed with feeling and emotlo For Eliot, poetry isf

\ 9"1ne1ther pure > cerebration/fior pure sensation or emotion but
an mtegrahon of both. A 'hat is why he rejects the facﬂe acile division
of poets into those Who ‘think’ and those who do not: ‘The| ¥ W
poet who thinks s merely the poet/who can express the
emotional equivalent of thought,’# 'With a poet thinking
and feeling are a single fungtion: he thinks, to use Eliot’s
own ms ‘at the tip of his senses.” This is what he meant
by ‘unified sen31b1hty when he cited Donne as an illustration
to it: ‘A though‘r tp Donne was an_experience; 1%&1

his sensibility. A v’;"\/’

{ The question of belief in Jpoctry, Jas Eliot said, is an insoluble
\jk)\% being the special /preserve of phenomenologlsta like
Husserl and Meinong, ,Hls own approach, howevers is purely
aesthetic and what he has to say on this issue }funportant
mgs on his %1?55011%{)1;1011 of poetryy Belief of some

sort is certainly involved in poetry but it is ‘belief as felt’
Irather than ‘belief as held uThen again the belief implicit 4
in_poetry need not necessarily be identical with the belief of
ithe poet in actual life. The poet makes use of beliefs, as he 8

makes use of ideas, whatever their intripsic character or
\ worth, as Shakespeare C d1d ‘to cxp;egs the greatest emotiohal =

_-_l'

intensity of his time’” in Eoetry/{)anle created great poetry
by making use of the most substantial body of, ﬂac Catho

plulosophy of the Middle Ages, that oﬂSt Thomas Ag ;n

while Shakespeare made his poetry, M};
e mixed and muddled scepticism of the Renaissanc
J Belief in poctry does not necessarily mean personal €O

e,
*ﬁ}:‘;{'-’ e A 4



the Symbolist Aesheti

- on the part of the poet, far less
. as Eliot sa.id, 4s not the assertion that s
T

th more fully rca
etry just as he is not lled upon t it.

further distinctio he ‘Danfe’ €552y between
i cal belief}}omparablc to

Chards’s distinction between “htellectual peliel” and ‘emo-
i describe

 Gonal belief—and uses the term ‘poetic ‘assent) to
the right response of the rwmnt’ means
1S ‘%g?iﬁg’ and, as the ante’_essay (PP- 269-70)
| shows, althodgh Eliot is aware_of the am biguity of the term
| v t helpful in clarifying his

far as the r
implicit in po

i‘_‘u‘}'la'erstan ing’ itself, he_finds 1
point:7] v/
When I spe

|
o not mean merely

knowledge of hooks or_words, any morc than I mean
helief: 1 mean a state of mind in wHich one SEcs certain
| ‘beliefs, as the order of the deadly $ins, in which treachery
' d pride are greater than Tust, and despair the greatest,
so that we suspend our judgment altogethcr.\,/_/

as possible,
(‘Dante’, Selected Essays, P 259)

ak of understanding, Id

of this relevance of belief, although defined

and limited b from the point of view of the poet and that
of the readess, explains his_objection to Richards’s notion of
seudo-statement’) in poetry.% A P),z(_tcmcnt which is to be
taken as nothing but a L‘{{ycudo-statépmn’,‘- cither from the
author’s Or from the readers’ standpoint or from both, can

exist, according to Eliot’s formulation on the issue, only 1n

o ‘pseudo-po etry’ sjace it disrupts at its yery source what Henry

V| James called he pouer to-be findly_aware and richly res-
of thought and belief in poetry,

Eliot’s recognitio

|

ponsible.”’ hus the plac
| as defined by Eliot, Ej}fs/c attention to what he describes a
V9 ' thel_illusion of a”%iew™of life"\verbally embodied in poetry: S‘é

b . A e

great poetry gIves the illusion of a view of life. When

we enter ™o the world of Homer, or Sophocles, or

bl Virgil, or Dante, or Shakespeare, we incline to bcﬁe
that we are apprehending so ' e e;e
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ECEL e /S N Mita
| pressed intellectually; dor_every precise emotion tends
- | towards intellectual formulation. ' i
"~ (Shakespearc and the Stoicism of Seneca’,

2 Selected Essays, p. 135)

The intellectual formulation itself is not poetrépé an obvious,
though legitimate, derivation from poetry. MPoetry does not
9 ormulate ; it_embodies. The concrete verbal embodiment of what
we apprehend as “an illusion of a view of life” is poetry. That

is what Eliot means by ‘meaning’.”]

is leads us to a specific implication of the words, ‘the

) Jrelation of poetry to the spiritual and social life of its time
d of other times’. It is the moral £ontent of tie -‘vi%w of

Jlife’ embodied by poetgy—not as doctfine, or code, or even
statement but_as awareness, as a_complex nexus of related
values/and insights which clarify and sustain that ‘view of
life’d/In the Preface to the 1928 edition to The Sacied Wood,
1 Eliot broached the subject tentatively: ‘poetry has s_certainly

-

something to do with morals, and with re]_._i.gi'c';n,_.f;:nd even !
with politics, though we cannot say what.”/But in his later
tormulations, for example, in the ‘Heywood “essay, the emphasis
which he lays on ‘moral reality’ as distinguished from ‘senti-
mental/or ‘emotional’ reality brings the whole issue to a
focusﬁor Eliot _moral integrity is a condition of aesthetic v/
integrity. On this issue his close /affinity with guch dissimilar

artists d theorists as Bau,g_\cii:air'e, Matthtw Arnold and

Henry "~ James is about as clear as Bis?wbp_position to the
Symbolist aesthetic. The moral integrity, 1__1_0.\_@_\_'_eyer__ AMpon|
‘I which Eliot insists_bas nothing to do with the simple I‘—Sw-tlsm}‘
"* of Ruskin or Tolstoy, which seeks to purge _l,l,fc___oLJ.tsLJugl}nzﬁ
and concentrate edifyingly on the beautiful and the goo t
consists rather in the artist’s ability to ‘see beneath both
beauty and ugliness; to see the boredom, and the_ horr?}a; and 4
the glory’.?? Eliot is. on this issue, closer to Henry™ James

jthan even to Arnold whose formulations %1 fail to ist ate
ﬁ‘thc moral issue of art from that of conduct oral aw nc:’f'f-' 4
embodied in art, is, for Eliot as n:yl as for He A

— = il %

a part of the essential richness of inspiraﬁﬂ_""i_t

- | nothing to do with({the artistic process and eveIyLEES 28
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- do with the a.rtlsuc effect. The more a work of art feels
‘1t at its source, the richer it is;the less it feels the poorer
it 1S, A e

(Henry James, French Poets and Novelists, 1878, p. 82)

{Thls Domt of view has been variously focused 1r__1__y_@£1_gys con-
texts in Eliot’s studies on the Elizabethan dramatists, in his
Wte in s of his later essays _as those on
Pastal, Baudéfaire anc\l/‘%}f: Social Function of Poetry’ and,

LAl b ]
altho ough in Aﬁer Strange Gods and ‘Literature and Religion’
in Essays Anctent and Modern it led to some skirmishings on the
borderland between literature and theolegy on the issue of
‘orthodoxy’, the purely aesthetic relevasice of the moral signi-
ficance of art was never lost sight of,/It is on the basis of this
moral awareness as ‘a part of the essential richness of ‘inspi-
1at13}1/ that Eliot found the Greek tragedians superior to
Seneca, Baudelaire to Tennyson, Byron and Swinburne,
iddleton and Tourneur to Heywood and Massinger.

/ Although Eliot constdntly cited Danfe and Shal\cspcare ask

“ Ithe two greatest European pocts, he fmy‘é;gegf Dante’s poetry | %5

+lto Shakespeare’s because, as he said, in the Preface to The| *
acred Wood, ‘it seems to aac to illustrate a sanér attitude to |

the mystery of life.”{ <7/

) us, by rccogmzmg the valid content of poetry, iu‘id bv

( defining its mean;ng,LEhot calls attention to those’i ﬁJmpor-
tant dlmensmns of poetry which are ngmrcd by Symbohsm v

[Poct ; V‘Tt‘fuctmé\} but the/nature of the structure;

1s(¢om le)},or'a 1C/and{rrdlltyd1mensmnal \mtcg_atmg) _a):rdc

\{“S’ﬁholamg in’ poise thé personal apd the impersonal, the parti~(

cular and the uptversal, thought and 9ﬂ10t101‘l bellef and scep- )

ticism lérder and vitality, formal autonomy and mofal aware-

‘ness. JOriginally roqted in life, poetry, thus, be(:;?a a verbal

means to insight, which constitutes its social levance or
‘function’. In a later essay entitled ‘The Soci Function of
\)“ i

Poetry’ Eliot noted that i ‘has somcthmg to
oive us besides pleasure’, {/

there is always the communication of some new experi-
l ence, or some fresh understanding of the famlhar or the

-
expression_of sometﬁinz weé_have ex ve




o

- no words for, which ,enlarges our consciousness

. our sensibility; ./

v
e i . . ?/V'//, /
ah It is on the basis of the ‘range’ or the total area of experi
Bt \creauvelz explored Z’\d, thus, made accessible to the rea

(On Poetry and Poeés,

{that Eliot made t13 tentative distip,etion in the essay on ‘W.

\is Minor Poetry?* between ‘majors’ and ‘minors’ among poets

who are ot ise equally genuine. In his address of V944 to

the Virgil Society, published under the title What is ¥ Classic? 8

Eliot’s chi€T concern was to refdrmulate, in simplez-and less

M‘[ contenfous terms, the nature of “poctry as an infegration, using
“maturity’ as his key-word.\In his early essay “The Ptnction 4
Ef_CIleasm’ Eliot defined the classic as _f_thq___gg)_i;nplct(e}/fﬁe ;

5 i?du t 3139 the orderly’ as opPosed to wl_}_a__t__cyc;_,r__' is ‘fragmentary, ‘

v “immature and chaotic’ to which he applied the label ‘romantic’. # %
In his Virgil Society lecture he su_;‘tz}x;;_crd up.all the qualities

of the classic ina single word ‘maturity’ )4y which he meant

the full explgo}éc?on of the yotal genius_ f the ;_a::}e)},d't all the

%lues, language, literary forms, and

Tevels of manners, ethical ¥alues, langua
socidl life,—in short, “Ahe whole matrix of civilization out of
which it emerges, Wirgil who has been cited as the great
exemplar of the ‘maturity of the classic nourished by an ntire
civilization, also helps to clarify the relation of poetry to what
Eliot called ‘tradition’, first in “Tradition and Individsal
. = e P R T < =
Talent’ in the literary context, and, later/1n After Strange I8
Cods. in the wider context of man’s Conscious participation =
-.——"’ L e A R e e B B LT o T 3oe . vy Lo .3
in the ¢ lex fabric of social life. fi'radifion 1s that principle
of growth and integration which makes art, like maimers,
morals, religion or political institutions, flourish from roots =8
o into hi - .ctivefife of the race ==
going deep down 1nto history, the collective™life ol the T2CEISey
as it has evolved through centuries, anid gives it the urity
and completeriess of the _classic.?? . work of art, _‘_t_l’l.%‘ls a
N Fgrowth’ rather than an ‘invention’, fo(a_?LE}.LOLE@:L@z. s+ o
\f" “$originality is merely df;-x,(_e*_lgp_rnent’.33 his art 18 aclzjeved, 35 -
“Eliot said in thel Dial_réview) (Noy 1923) of Joyccs. Lysses,
not ‘by turning away from nine-tenths of the materials’ 0 &

life, but by assimilating _and 1nte ating them in
anic, multi-dimetfsional form, embodying the full
the contemporary civilization and yet rem




(2hde the i 'ez_t't poet 154
o Dot merely restores a tradition DEEn I e N
| ance, but one who in his poetry re-twines as many stray-

/  \'ing strands of tradition as possible. £
v Lracigjon as poss
r 'cg_—_—__ : (U_;g gf Pogtf_'y etc., pP- 85)

The result of this integration is that ?4 maturity of poetry
~which gives to it, to quote Henry Jamés again, ‘the fine aware-

v\) | ness and the rich responsibility’, establishing an 1n ienable
~moral relation between art=and the social “being. An_Eliot’s
own words: A ST i

it is ultimately the fl_.tﬁ«:h()ﬂ of art, in imposing a credible
order upon ordinary reality, and thereby eliciting some
perception of order iz reality; to bring us to condition
of serenity, stillness and reconciliation. | _/1
T — P T

(Poetry and Drama, p. 35) -

Eliot’s conception of p‘oe?f rests, as we have found, squarely
on the\idea of integFation./lt is natural, therefore, that langu-
age, as_a medium as well as an instrument of integration,

Ishould ‘be his Iifc-longvp'reoccupaii_op‘/@lism_gg;}cern fql ‘the
“question_of our speech’ "he shared with Mallapfné, Henry
Tames and Ezra Pound, but the nature of hi_s__g_?f)loraj:ioll and

the kind of importance and function he assigned to the langu-

“ace ol poet ive, on_the one hand, the final definition to
\ ¢ \his conception of poetry and elearly indicate, on the other
hand, the groun

d of his_final Yejection of the Symbolist acsthe-
Hfic. Ae Symbolist interpretation of +he nature of poetic
Tanguage has already been discussed/The Mallarméan point

of view is well represented in the statement ofZAbb¢ Brémond: %
‘Le poéte n’est qu’un musicien entre les autres. Poés1e, musique,

~ c’est méme chose. ®% Waléry sometimes-replaced the m}stical
interpretation of Mallarm a mathematical

v v) [one but in,?istcd on_the sam tract _ideal or_instance,
~hen he said: ‘la Musique edt calcul: elle offre a 'intelligence

une immense domaine de combinaisons pures—autre sujet

it




r le poéte.” This concentration on the mus
her from Mallarmé’s mystical point of view
i 'y’s mathematical point of view, leads to the f&51,

1 tion of poetic language from all other form%f_gppech In his

Zaharoff lecturg’of 1939 at Oxfor , entitled Poésie et Pensée
Abstraite’, Valéry made the mosf systematic attempt at estab./”

lishing the purity of poectic lin age on the basis of an abggl

= R ; - R S TET— 43

lute specialization of function rose, representing the normal “ B
'l

“Tinguistic functon of social communication, is compared with
walking to Some specific destination, while the language

J*| of poetry, independent of that function, is compared with
dancing which is an end in it.self.'_g" hus, Valéry argues, lang-

fuage i bécoming the medium o poetry_begins with being

‘non-language’; i.c., by dropping all signifieative associations
indispensable for social hcornm_li‘rii'ééjﬁ'”éa‘a,&’l“he language of
poetry, thus, becomes a special Tarfguage within the language:
‘En somme, c’est un langage dans un ;rmgage’.'dﬁ"mT}}_is specializa-
tion of langtiage revives in a mych more exfreme form the

J() old neo-classical idea of ‘poetic diction’ but, by jtg emphasis
on the musical properties of words to the_exclusion of all
“others, it voids poetry of all _ggr;;c__r;_t_anci___signj_ﬁc_ance.:Xg_ oetry
{is thus reduced, as ];.h’ot points out in ‘The Music of oetry’,

Y ‘to ‘merely an imitation of instrumiental music’. Valéry, less

categorical than Mallarmé, does not eliminate ‘content’ or
“*meaning’ but his formulations on the relation betw_e_crl music
and discoursé in terms of ”‘”lul_(lrsital"io'n’_‘ ot ‘ambi uity’ are in
themselves hesitant and ambiguous; /Le Poeme—cette fesi-
tation prolongée entre le son et le sens,’? or, as elsewhere, ‘La
poésie n’est pas la musique, elle est encore moins le clisccn‘n's.

) C’est peut-étre cet ambigu qui fait sa dclicatcssfe.’“ BLanli_gng
‘the function of language Mallarmé and’ Valéry, i different

-«

ways, aimed at purity ‘a&ig‘_]:f_ﬁ_t"r;nfgit}f/' Jut for Eliot who, like
Pound, regards poetry as language” charged wit‘h_meanir}g’,
this purity and intensity Are not necessarily poetic. Poetl_"y.bemg
an_essentially “omplex organization for Eliot, the function of

language @lfﬁnd‘t!zrougkrﬂhich it is_achityed, must also have
= - - 1 .l - - ’

correspondin eness:

-

101n_0 Vhat Eliot calls ‘the auditoﬁ imagina=
\tion’ is the full exploitation of t s power of langu-
\ gae by means of which it gbézgg, a_._;ﬁ_g}%: '-Ia.tes and emb¥dies

——
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concretely all the properties ‘of tone, suggestion and expres-
{g@, from the most primitive anﬁbsﬁhmost sophisti-
tcated and articulate. In_the following passage, the key-word
if;u_s_es’ underscores this integrative function of language: -

S

What I call the ‘auditory imagination’ is the feeling for
syllables and rhythm, penetrating far below the consci-
‘ous levels of thought and feeling, invigoratir‘}g, every
word: sinking to the most prinfitive and forgotten, re-
turning to the origin and bringing back, seeking the
\beginnifig and énd. It works through meanings,Certainly,

or not without meanings, in the ordinary sense, and
“ [uses the old and the obliterated and the gite, the most
ancient and the most civilized mentality.

(Yse of Poetry etc., pp. 18-19; emphasis mine)
'\/;n almost all his

I his major critical writings, 6m his early
“_stﬁay of Elizaf)ethan__‘g etoric’ in LTfhz_ffd_,._‘f‘ggré’c'? Wood to such
later essays and _lcc;&;ésh;s- ‘Poetry amtl Drama’ (1951) and:
(({The Three Voices of Poetry’ ) 1953), Eliot is persistepty con-
cerned, either directly or inditectly, with this esseitial com-
plexity of the nature of poetic language and the multiplicity

of planes on which it operates simultane6usly. The language

\\ felpoetry which transforms ‘the slimy mud of words’ into ‘the
') Vperfect order of speech and the beauty of incantation’, as the
\ J¥phrases go in chorus IX of The Rock, organically unites order’
with ‘vitalitzﬁi is this which makes language such a difficult

tool for whoever seeks to handle it creatively, thus makin
the whole duty of the poet, as Eliot repeated-in different
contexts, a lifelong struggle to ‘learn to use words’ (East
Coker, V).[Eliot studied the complex phelomenon of poetic

language, 1t function and behaviour, its periods of growth

-

and decay, the roots of its vitality as well as the s mptoms

of 1ts ossification er atrophy in_the/diverse ﬁractiégs EI' the
Elizabethan dramatists the Met __h"’gi"’éa oets, Danite kes-

,'peare, Milton, Dx;y(igﬁ, Kipling, Swi

mention only those poets to whom

full-Tength studies. What he lear

t’?a.nd duly emphasised, is the close and inalienable relationship

\between the language of poetry and twq_other _modes of

-




et :IS thc same as that of good QI'OSB, quotmg :
val Pound’s ass rtlon that ¢ verse must be at l-

writte The minimal quali referred to
Fj:)l‘dﬂ? a 1111_:1, and, accorﬁin to Eliot the langu
Jpoetry gains by assimilating it from roseﬁ try

much to learn fiom prose as from other

;-*3 that an inter between p oj__,n p " ike em

tion between | ngua ,1s a_condition of vit

in literature,’*% Thus thc old debate between Wordswo

ir Coleridge is résumed and ré?c;]_vcd by Eliot when he interpo:
v

\ the term ‘verse’ betwccn _PIOSC and poctry in the followmg
~ statement:

s

Poetry may occur, within a definite | hnut on one side,
at any pomt alonq a line of which the formal limits are
\ verse’ and_‘prose’.... As a matter_of fact, much bad 1
prose is pogtic prose, and only a very small part of bad
verse is bad because it is prosaic. W4 ;
(Preface to Eliot’s translation of St. John Perse’s

Anabaszs, pp. 10-11)

-3-

’/’I{r Eliot the relation of the language” of poetry to colloguial

p)C speech is even closcr ‘the norn%for a poet’s 1anguage i the
" way his contemporar e§ talk,’ 4] /By assimilating both \%#e aﬂd
Tthe contcmﬂomry coll oquial speech, the language

resilience of the other, At is on the basis of the degrg
ness to, or remoteness from, prose and colloquial i
Eliot scrutlmzcd the languages of poets wit
ﬂnaﬁg an apprommatc ulation of a limif:

self said in & of Paetry’: W

We may think that Milton, in exploring(the ¢

music of language, sometimes ceases to talk
at all; we may think that Wordsworth, it

M unites the order and sta[ﬁﬂ ity of the one with the vitall a"
: Yy - 1 o

<
~c

- Ehot




~jrecover the social idiom, somet mes oversteps the mark i
- | and becomes pedestrian: but it is often true that only

II*'-. II - f }I: - z
2L by going too far can we find out how far we can go;
‘li-ﬂflOug’h one has to be a very great poet to justify such

T e—

‘perilous adventures. / :

(On Poetry and Poels, - 36) =

h’{he language which mediates between music and the _social

S i@iom and effects a_delicate anpdl undefinable balance between

“\ fixity and_flux, is_Eliot’s ideal language. In ‘Little Gidding’,
Eliot describes it as one

\V 4 where every word is at home
Taking its place to support the others,
The word neither diffident nor ostentatious,
An easy commerce of the old and the new,
The common word exact without vulgarity,
The formal word precise but not pedantic,

g

The complete consort dancing together.

-

r

"‘41ence the task of [‘purifying Ht_}_lﬁ?/cllalgcto_i: _the tribe’>which
v- 9| Eliot assigfied to the poet, involves much more than the
o musical purity which was Mallarmé’s preoccupation 4t in-
L ’-‘"\’? 'lvolves the very life of language—its jvigour, sensitivity and

)

resilience, on the/one hand, and clafity, stability and “order,
on_ the other~/¥he objection that Eliot raised to Valéry’s
theory of poetic diction may be extended to cover 7g@;__vzexrieties

9. fof Symbolist_forniulation on_the question of language: ‘In

e
T —————

ssimilating poetry to music, Valéry, it scems to me, failed to [ )<
EL—#" h,’2 (,:”/

nsist upon_its relation to _spece
“/XThe ‘auditory imaginati of the poet that manipulates
speech _so as-to integrate “music with the social idiom has a

——

) function y’hich is neither one off P;EIE “autorfiation nor of deli-

erate Calculation) It is, as Eliot’s own description ipaplies,

much more elastic and vifal, mediating between spontaneity

and rigid control./When Eliot said in his broadcast talk on
Dante (1950) that the poet as a ‘conScious practitioner of his

. "IW _%Eould be the servant 0'1'_ his language ?ther than
the master of it’,*3 he underscored the poet’s ndefinable,

and therefore _insuperably difficult, compro ise. between




w\

4 long st \ggle, a glg_q__thu_ culate’, as” Eliot said in
ﬂEast Zjokcr V, with ?ﬂ%lﬂeﬂt > in which
er wha

n artic

‘there is only the fight to rec as_been lost/And

e g}

A ound and lost again a 2}2(\1}2111 As DOnaTd | Davie observes:

That is the_paradox of poetic_ composmon to which

V- 3[ Mr Eliot draws attention. Accorclmg to Mr Eliot. . .the

oets traffic with words he uses mduces in }um a state
of mind that is neither active nor paﬁwe but_both, and d _both
—-_———

at once.
| e m—.

: (Art-z'culate Energy, 1955, p. 141, my emphasis)

That gives us the right formula, not merely for the issue of
language, but also for a larger ae%thetlc issue, viz. the degree
g_f' conscious control exercised by the poet on the creative

process itself. [The creative process, for EhoL 1s_an_organic
process which is both conscious_and unconscious, both sponta—\" rE

4

neous and COIltIOH(.d and both, as Donald Davie said, at once."]
This conception is-implicit in the second _section of “Eliot’s

__-—_._“_“___" ¢/ -
in more exphmt telms 111 his later lecture “The T ee Voices

['Tradluon and Inchwdual Talent’ but it has b been presented

pthe initial impulse and the fini

of Poetry’. The process begins with an _olu)s_clg_re 1mpulse or
‘creative germ,” which has ‘no_face, no name, _Qgt_hmg
The entire process amounts to an attempt on the part of the
poet to fix and define it by means of language, ‘the resources
of words at the poet’s command’: “When you have the words
for it, the ‘“thing” for which words had to be found has dis-
appeared, replaced by the poem.%/{The process in between
sfed poem is obscure and,”
perhaps never to be complétely analysed, but the process

{cannot be called trulv crnftatlyc il Ehojs sense, unless at a

/

‘I

certain unspecifiable pomt it _passes under the conscmus \/

control of reason which selects and dlscnmmates between
alternative possibilities ‘and resources of language, form and

|

technique for the purpose of ﬁndmg ‘the appropriate verbal

shape for the impulse,. at in fact is the creative labou; of

the artist. Valéry distinguished between two ki kmds of Verses

\“vers donnees andl\vers rs_calculés’ )(Tel Quel I, p. 150). For

¥ the pect’s ca.llmg a 11 e-‘ 5 &




weer _COhscioﬁ's organization _and compl - and
.redlctable impulse known as ‘inspiration’ (which Eliot?¥
"does not reject) is the test of maturity. As ' ;C)t/&‘id= . SR
i
There is a deal, in the writiﬁ/ of poetry, )’hiChl
{ must be conscious and deliberate. In fact, the bad poet! 3 /

is usually unconscious where he ought to_be conscious, |
and conscio ht to be unconscious. Both !
errors tend to make him personal. E

- (‘Tradition and I ndividual Talent’,
The Sacred Wood, p. 58)

The foregoing review of Eliot’s conception of poetry and of

the poetic language may well serye as a gloss on his owpr'state-
ent, made in hig’essay on ‘Dante’ (1929), that, ‘pure poetry’
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a ‘phantom’/In a later essay From Poe 10 Valéry (1949)
in which Eliot makes a mature and retrospective assessment
Symbolist tradition, he points

of his relationship to the entire

out that by the very attitude to life implicit in it, and the

%’gorous restrictions in_purpose,_ material and_medium it e
] les, the Symbolist

ccepts as its fundamental aesthetic_princip
esthetic inevitably ‘refines itself out of existence’, as Joyce
~id in a difierent context, leaving only a ‘purity’ without a

content. As Eliot said
P

I believe it (Eoési(?’ pure) to be a_g_o};l that can never be
[g_q_gl_‘led, because 1 think that poetry is only poetry so
ong as it preseryes some impurity in this sense: that is
. o say, SO long as the subject matter is valued for its own

%akc. /)
SR (‘From Poe to Valéry’, Hudson Review
Anthology, ed. F. Morgan, 1961, p. 331)

same context, but it is 4mportant as means: the_end is the
> /The basic mistake of Symbolism was that 1t wanted

-y
p—————

i 'Thc subject matter is not_poetry, as Elipt explained in the




9 " the end without the means, I hot’s theoretlcal{nungs
e fore, constitute a vigorous criticism of the essentially ez
character of the doctrine of ‘pure oetry’. That Mallz

sessive references, in his letters, to_the ‘void® (‘le Néant’) to

which his esoteric cult of ‘pure poetry’ inevitably Jed him.4?

J Valéry’s confession that his interests are focused on the
poetic procké’s “rather than on the _poct or poetry lrnphes a
f‘~? metaphysmal evasion of the aesthetic impasse: ‘Ce qui m’inte-
;_csse .ce n’est pas 'oeuvre. . ce n’est pas "auteur—c’est ce qui
fait Poeuvre. ’4}"T o Eliot, the Symbohst aesthetic is a dead end
‘and his final summing up of luiﬁtumdﬁ..tngﬁc_Symbohst
tradition offers a helpful clue to_his overall critical position:

9. ‘We should have to hawe an aesthetlc which somehow com-
rchendcd and_transcended. Thzt of Poe41nd131eryj—j‘9 This
programine, as we have already seen, has been amply fulfilled
7bg'_hls own theory of poetrv Furthermore, in the light of the

oregoing remark, the influences on Eliot in his undergraduate
days of Babbitt and of Symbolism as presented by Symons
to which Montgomery Belgion, Aalled attentzgn appear in 3
new light. \For Belgion, I Babbitt and Syrnbohsm were two
isolated “influences: _[rom/fhe one Eliot 15 supposed to have
acqulrcd his_‘sense_of Yraditiop? w_hlle the other fostered his
“individual’ talMxt;But in the light of Eliot’s ideas
and emphases reviewed earlier and, specially, of the remark
quoted, we should be able to see a deeper and more signifi-
cant connection betyeen the two influences than Belgion saw
or cared to noticgy/{I'he 1a110mhs11c -cum-tfioralistic classicism

{ of B b t and_the esoteric and m*mw'il cult of poetry as
’E { pure fhusic, upon which the Symbolist_aesth€ti¢ is based,
}\) ‘may be inter prelc_d_'_{i L}gg tfesis zand\antl-' c?%of the inner
| dialectic”of Eliot’s growing aeSthetic ‘insight. By their very
contr_a_dmhon these two oppomd outlooks aﬁ"ectcd and ‘modified’
‘Eliot’s sensibility, leading to a synthesis which enabled him

to ‘comprehend and transcend’ both.| If; in spite of the classi-

cism which he professed and the stimulus he unquestionably”

received from Symbolisny] Elio®was neither tied to the,apron-
strings of sevqnteenth—and cighteenth century French and
English classicists, nor was a permanent dweller of Axel’s

Cé_tlc (ln spite

%

himself was ayare of 1t 1s clearly indicated in his almost ob-

PP L




are

bbitt and
wn_résumeé of it n-the-

| the g._k;ﬁstragt con_ception | _ \/ ' ‘ :'% i
Of private ‘experience at its gregteﬁ.intwegﬂit%

Becoming universal, which we call ‘poetry’, .
//~May be affirmed in verse. | j ‘-g
- i
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ENGLISH POETRY IN THE FIFTIES

By Havypn Moore WILLIAMS

g Fadavpur University, Calcutta
oo

CMR ALvarezjin his introduction to the Pewin anthology,
New Poelry (1962), argues that what English poetry (as distinct
from American poetry, etc.) suffers from most of all is ‘gentility’
which he defines as ‘a belief that life is always more or less
orderly, always more or le;siﬁolit“é, their emotions and habits
more or less decent and more or less controllable; that God,
in short, is more or less good.’/He suggests that the root of
this ‘gentility’ lies in the insularity of Britain from Europe,
the public—gghé’bl code, the old imperial tradition, the ‘stiff
upper-lip’ idea, and so on. It is a survival of a world that
has passed away—the Victorian and Edwardian world in
fact with their comparative orderliness and peacefulness,
with England as a rich ‘top’ nation. {Now the macrocosm
and microcosm present 2 much more sinister” picture after
the upheavals of two world wars, the rise of many new ‘hations,
the shift of power from Europe to America and R}ussia—all
this together with the shattering intellectual impact of Karl
Marx, Sigmund Freud, and other modern” prophets. The
twentieth century it is true can scarcely be matched in world
history for the insane destructiveness of its wars, its revolutions,
\its rootlessness, its gross worship of stark power represented
by class, state or race, its materialsim and hedonism, its
adoration of the Child, Fool and Madman. No one can

w.ﬁ__Y_feagsis;pﬁyrf;__i.n'ﬁ'_ﬂ?f_ Second Coming

Things fall apart; the centre cannot hold;
Mere anarchy is loosed upon the world.

‘)Alvarez’s E_Ileﬁis while keepipg his premises; in praising English
| writers for clinging to ‘oentility’ in face of barbarism. Like
Scott-King in Waggh’s“iavel, they may feel that it is wicked
\to prepare pe le for the modern world.
~ The real enemy of modern English pgg%ry since about 1930

—

o .
Indeed there may be strong justification for reversing Mr

|
I
rv—ers i




em in blood, sweat and tears, Tt is i
to do this without passion, without f
eeply and exploring f¢§}iﬂf§8 more searchingly than is us
One of the distressing ;%EUI’CS of modern poetry has be
| the desiccation of spiritudl emotion bound up to some ext
~ with the cleverness and cynicism which have come to be
hallmarks of highbrow art and literature. This accounts t
some extent—it is not the only reason—for the dg__é‘[gl'”; ‘of
poetry as a major cultural force.'The Victorian public devoured
the long poems of Tennyson with the same eagerness that is. =
displayed in our time over meretricious best-sellers. Of course, %
the taste of the Victorians was not always critical enough— E
&a_nd we could no longer put up with the long-windedness =
and slow pace of a lot of Victorian poetry. But the Victorians '
were not ashamed of strong passion and considered it proper
that poets should deal with problems now reserved for novelists 3
and psychologists (like the problems tackled by Tennyson in :
Moud and In Menioriam, to take two examples). Our own age
ha?completed what Eliot has rather dangerously called Ehe
dissociation of sensibility’ by carrying it a_stage further into
the social sphere. [We have created a‘g:\a_st_eféfstc@ of literature.
Since the late ninete&nth-century literature has split threeways
‘into lowBrow, middlebfow and highbrow—and this fissi-
‘paration has had a most unfortunate effect on poetry by
tending to remove it (because it is classed as ‘highbrow’)
from the larger impulses of Eygyy_‘cfay life. So the poet cuts
% himself off from his own blood supply and rapidly dies of
*~ emotional anaemia.
- It has often been remarked that the great names of the
| poetry of the twenties were not English but Ame can—Eliot
- and Pound.! They were among the ounders gf’@m English
poetry but in fact were alig%ls to the main_g't_;‘v;a_r'n of English
life and literature. Americans are more susceptible to experi-




@R DOALIISE Y ccawas
: (as it still is to thc ‘BeatnfEE’" of our own day). EJ Eliot’s earl -
inspiration came from the French ‘?j olists, “and Pound,
has completely identified himself with Latl Europe. In some
ways, the Eliot-Pound type of revolutlonary poetry, though

tremendously exciting and a seminal influence, still jarred ‘'on S SESES
the English poetry-reading public; it was felt to _be unEEghsh.s, v 8
And the history of English poetry in the thirties, forties and
N i_"l__f__i_:_}a(;s is partly the hlstog of escape from Ehot and of the
" search for the ‘Enghshness of fngilsﬁ poetry’. {This does not
‘mean that Eliot’s influence was a bad one. Obviously too
‘many modern poets owe their 1mag1nat1ve awakening to
Eliot fer this ever to be true. But it does show that there is
|a tenSion between European-American influence on the one
‘hand and /native English* influence \on the other hand. This
recoil fon? Eliot 1ed to all sorts of dangers and pitfills for
the poets—the most serious of them being the temptation
to turn aside from the ‘big’ SubjCLt to use poetry as a means
v.9 4 of cultlvatmg the domestlc ‘garden, to dissolve into tnwah"fy
‘and 1rrelevancy | g
We see this cultivation of Englishness in the poetry of
W, H. Auden in the thll‘thS Though it was the reading of
(' The TfVasa'e e Land which made Auden a ‘modérn’ poet, . his own
{develo ment was in a direction away from Ehot One of the |
most Enghsh of poets, . Auden deliberately sought models and
| inspirations in Anglo- ~Saxon and Middle Enghsh ‘and the
\ poems pu #-hed in 1hc early thirties are Jittered with cu,mtatmns

from Beowulf, The Battle __LMaldon and from medieval writers.
Another thing which had the effect of counte alancmg
¢\ Eliot’s influence at this time was the belated ‘dis¢overy’ of a
Victorian poet, Gerard Manle Hopkms (1844—1889),
Jesuit priest who had published nothing in his lifetime.
poems were pubhshed posthumously by his friend Robert
Bndges and by the time Auden and his contemp ries came
‘on the scene % opkins had become a p opular”poet among
patrons of the new modern stylg of Versc,f Hop! '-

extraordinary mnovator in metncs ‘and vocab




msular or mbred [On the contrary, tb,e/poets of the

were abnormally sensitive to the stresses and challeng

_their world—a world of screaming “headlines and loqg_ dole

3 queues. In fact the thirties-writers accused the writers of the

: enties of locking themselves up in an Ivory Toweﬂ They
on the ot}}_gr hand were determined to- ccﬁfn?@ps ,

the rez}l_problems of the age—-»economlc political, social.

Auden and his friends did for a while believe that the funﬁgm

of the poet was to throw himself into the maelstrom of politics.

EI‘he situation jn the thirties was abnormal with unemploymcnt

on a catastrophic level, bourgeos socicty in a mess, and F ascism

and Nazism triumphing in Europe.| Auden looked out on

the scene through Marxist spectacles and saw England as a

fossilized dinosaur trapped in a new ice age. But what gave

depth to Auden’s criticism was not his Marxism but his

adoption of the clinical attitude of psychiatry. Freud, Groddeck

Adler, Homer Lanc—these ‘healers’ taught Auden to see the

ma[azse of his time in psychoioqmal terms. To the Marxist

myths of the class war and the inevitability of revolu’uon Auden
added the death-wnh and the mtolerablc neural 1tch’

— ..-m-—--—.-u—

(SH‘, No Man’s Enemy) w1th the prayer

Harrow the house of the dead, look shining at
‘New styles of architecture, a changt of heart.

Clearly in the thirties, poets were far ﬁ"om aban( oning the
‘big’ subject. LNothmﬁxseemed more important at that time

than the Spanish Civil War, the rise_of %;msm, the
3& ‘of liberal dem democ rﬁ f [here were lots of dangers in is a
ere : was. thc dangcr that poetry would 1 to :




from the slick newsiness and headln h
, per ages There was the further danger that el
‘might turn himself into a propagandist; and this danger was
particularly acute in_the Marxist-dominated atmosphere of
_the thirties. Stcpher'i/ Spender in his autobiography draws a '
" ludicrous but horrifying picture of the way writers were used
by the Republican government in S_pa.l;n/du_r_‘ing_ the Civil
Wara Behind everything was the graver pitfall of regarding
politics as(the be-all and end-all Auden a ided this pitfall
or rather was saved from it by his own boredom with political &
propaganda, and his interest in psycl_a_gﬁna'lysis, perhaps too:
by the residual Christianity of his High Church childhood—
soon to emerge as a major force in his poetry. But poets like
C. Dax_}ewis and Stephen”Spender were confused and side-
tracked from their genuine feelings and preoccupations by the
aggressively political pressure of LeftiSt groups. Both Com-
-munism and Psychoanalysis which could be stimulating to
writers like Auden were depressing and inhibiting influences
upon others. There was an aridity and amechanical inhumanity
about the commissar and the analyst. It is not surprising that
_ the dominating ideas of the first half of the twentieth century
have been the offspring of mechanistic determinism. It was this
mechanistic determinism and aridity of spirit which provoked
Y the reaction of the ‘Apocalyptic’ poets of the forties and
- provided a backcloth for the personal revolt of Dylah Thomas. |
The new psychology of Freud and theoffshoots— Jung, Adlgr, ‘
Prinzhorn—had done something to encourage the irratinal
tendencies in art. Joyce had explored T:%ﬁs_gi_ousness and
even attempted to chart the unconScious jn Finnegans Wake.
There was the movement known as Surrcalism. Even Auden
_..thad flirted bricfly with it—only to reject it finally in favour
V-2 6t rational statement and CSQ@:@EEW almost Auglistan in
its cool witty way. Now, to some extent, the poets of the forties
who went under the banner of New Apocalypse were Surrealists
or at least had ___S__tg-l_"r@afﬁ__stic tendencies,, This is true of the
early verse and prose of Dylan Thomas who was a fellow-
traveller of the APOcalypse@H;lfo_l_rTf;T reece,” Vernon Watkins
and-i?No_rjx_}_an MacCaig were oosely connected with the
Apocalyptic movement. Like many literary movements it was

1




: 1

a reaction: a reaction against the poetry assoc 1ate d w:tth

W. H. Auden and his ‘disciples’. The Apocalypucs did not
take issue with the thirties poets on the issue of their politics
per se. This was not the _quarrel {But they felt that the political

reocc%uons and the tcndentlousness of the poets of the thirties
£ad dried up H&e roots of their 1mag1natlon, had produced a
feehng “of deadness and sameness, Auden’s lacomc rowaway
style‘compounded of toughness and cleverness was all right
in its way but it had fostered a poetry of narrow range, and

v lAudcns imitators lacked the genius of the master and un-
{)

consciously parodled his style.[The Apocalyptlcs cried out that
the poetry-reading public was starved of passion and sick of the
tight-lipped buttoned-up style, longing for the poet to speak
out—to roar like @ ‘lion, to be vividly alive and to bring the
reader to life as well Primarily, the Apoc.:.lypse was motivated
by a desire to be frée of thelinhibition of passion.’ It was a

“‘romantic movement ,against the Augustanism of Audcnj

.Dylan “Thomas’s 1ncoherer1cy, wcrboqty, his self—hypnotlzmcr
chantings—which mayphis earlier work in particular—demons-
'strate the unhealthy side of a romantic reaction. He seemed
to construct his poems on the principle of free association
(a Surrealistic technique). He wrote to Henry Treece: ‘I let
an image be “made” emotionally in me, and then apply to
it what intellectual and critical forces I possess—let it breed
another, let that image contradict the first, make out of this
image bred out of the other two together a fourth contradictory
image, and let them all, within my imposed formal limits,
conflict.” Actually Thomas was already aware in this letter
that poetry was a highly conscious process of selection and
arrangement (even the subconscious mind selects and shapes
material; witness Coleridge’s Kubla Khan as ana;ysed by J. L.
Lowes in The Road to Xanadu) and his mature style shows a
high degree of craftsmanship. Yet it is by ebulhe‘t{ce and
rhetoncéf power that Thomas’s poetry gains its greatest effects.
When these are combined with a ‘story’ line 6r a well-defined
scene, you hay ave poems like Quer Sir Fohn’s Hill, Th@llad
of the Long-Legged Bait and Fern' Hill. Tn Fern Hill passion and
med1tat1on go hand in hand. The harvest scenes of the poet’s

%oyhood become the symbols of the creation of the world
‘and innocent Eden before the Fall: _/




With the dew, come back, the cock on Ius sha der:
it was all

Shining, it was Adam and maiden,
The sky gathered again
And the sun grew round that very day.
So it must have been after the birth of the simple light
In the first spinning place, the spellbound horses
walking warm
Out of the whinnying green stable
On the fields of praise.

Read this poem immediately after the colder intellectual

- poetry of Auden and you will see why the Apocalyptic reaction
WV [was both necessa arysand inevitable.

It was too sucCessful. In the years that followed the Second |

World War, Britain was a bleak and dreary place and perhaps |

jone reason for the amazing popularity of Dylan Thomas was

ot merely his broadcastmg personality but that his verse was

g dlrect challenge to the austerity Qf the English scene.. His

deaffl- in New_York gave an extra fillip to "his reputation.

There was even something in common between the Thomas

cult and the Jamcs Dean cult. In both cases the pubhc was

'hungry to canonize figures who had captivated the 1magmat59'1

‘of their fans. 5. So the hagiographers began on the lives, loves ]

and deaths of Thomas and Dean. It was even alleged that 1

Dean was 1mn’fortal that he had not died at all (though the |

evidence was mcontrovert]ble that the young actor. had died

in a road acc1dent) and Thomas was seen as a martyr dymg

in a New York hospltal the victim pot so much of dnnk as

of a gwan ic struggle with Philistinism and commiercialism

(a sentzmcntal view!). ‘Thomas’s “death in 1953 coincided with |

,Bnta:lns belated"' emergencc into aﬁlué’nce There was a lot |

of mo __gy about; clothes were 1 __ghter and more co‘fl/tmental

in style; foreign travel became popular once again. {The

iproblem of delmqué,r ncy was now concentrategéat on products

Jof the slums but on expenswely clad “Teddy Boys’. Here was

'a new, more ¢ comfortable world and Man ways much

more fnghtemng, a world under the monstrous shadow Qf

it
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phy ulsion. {Just as the Apocalyp sehad
ustlon of the Audel‘(group, so the wri _@f - ;
fiftie: began by destroying the wge of the Welsh Roaring
B @y, the ‘Rimbaud of C mdong]?n Pavie . 1L A% |
w It is also a period of icono€lasm and satire. Novels are =
appe {'lg which poke outrageous fun at some O‘B;he prominent
featur o“f English 11fe and culture.{Kingsley” Amis presents il
in Lucky 7 I-Es antl- ¢ro who refuses to conform to culture %
snobbery and won’t kow tow to his Professor (he is a History |
lecturer), altheugh in the end he cynically—but very amusingly e’
-——plumps for money and a good 1 job offered by a genial C&Eltal- |
Amls is of course anti- rofhantlc antl-pr’étensmn anti-
:a.uthont\yr anti- g’ush and in his books adopts an attitude
of amused “Ress1mlsm in the face of causes and ‘g_nat moral
1ssues’ 1Amls s hero is the sort of man who blows rasternes
at the speeches of leading public ﬁgures—pﬂlars of the
Establishment. [Lucky jim, though its hero was far from ang
/7 was connected in the public mind with the so-called ‘Anj
i, oung "Man’ movement. {]-Bhn Osborne’s Look Back_in Anger
dropped like a bomb in the West End theatre and created
a cult of its own—projecting the image of an ancrulshed bitter
yo_:{l__ﬁg Lr.riéln not fighting poverty any longer (aftcr all we have
a Welfare State now!) butfthe more powerful shadowy enemies
—snobbery, the Establisliment, tradition, even women shown
by Osborne as the enefies of man’s ﬁeedonﬂBoth Amis
(cormcally) and Osborne (seriously) present literature of
" cynical rejection, of ‘cogking a snook’ at authority and dignity.
n1t is rather a _]uvemlvattltude based on no Mﬂg}véss-
| ment of valdes, based on no new philosophy or religion (al-
lthough Colin Wilson who was associated with the movement
has gone in for philosophising—he is a g__smden’f/ element),
and yet it ‘l}as a dramahc“/lmpact and trate% of shock_
which enlivens and illuminates the literary world o g
m England Some of the ideas and attltudes typical o 'thf-' SfEiL,

\Anw Young/ Men found their way mto_poctry




war—-th-e' Soviet

o The Entertainer) had a great deal of indirect influence on the
development of the Angry You an cult and therefore on
the emergence of a-new % ind °o§ poetry.\New Lines presented

y\//gﬂe'pﬁéts*: 'Fﬁili]‘;a]':arkin; John W Ep(Kin_g_sle)'f}lz:nﬁS, Thom

Py
unn, Elizabeth Jenhings, D. J (b nright, John Holloway,
~ ~  Donald Davie, and R_g_lgg_g:"qonq-uesgconquc t claimed that
the poetry of New Lines was ‘fre¢ from mystical and logical
= compulsions and—Ilike modern philosophy—is empirical in
its attitude to all that comes. This reverence for the real
person or event is, indeed, a part of the- general intellectual
ambience.” Conquest stresses the need for honesty recognized g,
by his fellow poets of the fifties, and the characteristic refusal §'
. to surrender to idgg;logies. There is otherwise littlé in common
between these nine poets. Gunn and Larkin are poles : apart.
Amis and Wain were both successful novelists often classed
]with the éﬂgﬂéﬁ_ﬂg Men—but there the resemblance ends.”
It is possible too to find echoes among many of the New Lines
poets of the crisp clever style of W. H. Auden without his
recondite references to Freud and Marx. What of the subject-
matter ? There is a recognition of common enemies of honesty
and a hatred of capt and rant. Their dislike of the exciting
rhetoric of Dylan “Thomas is perhaps natural in a new and
younger group of writers who have become tired of the excessive
adulation poured upon him after his senia}ion'al death.[ But
;they are also against the thirties poets’ obséssion with politics,
and are no longer interested in producing the learned ‘go?£
' politan’_poetry of the Eliot-Pound vintage. {They feel “that

most modern pdets are too inbred, too co cerned with litera-
- - . P———— R T e -
ture instead of life, too concerned with_books and writers.

They want to restore poetry to ch':i_‘z ay_ life en at the e
cost of identifying the poet with the ‘ord mary:cg;p’ in the
elevisi ’

FEARSEE "

uub and tubg, or sitting in front of his Television set jn his
council house. Part of this attitude is the deliberate iconoclas :




Ll
£k Y, sceptl sce [
 may be impossible for many people but positive un

equally a dogma to be examined by the sceptical intelligence.

It 1s the dilemma of modern philosophy, the attack on meta- ¥
‘\l-‘-‘) physics, the refusal to build up phil_g_;?.ogbicaf’gystcms. = =

Philip” Larkin represents the quiet scepticism of New Lines

in his now famous piece Church Going—the locus classicus of what :

came to be known facetiously as “The Movement’. The poem, o

excellent in so many ways, suffers from\a failure” of nerve.)

[The poet’s visit to the Church beautifully and amusingly

\ described in the first part of the poem, the attitude of ‘awkward
reverence’, does not séem to issue in anything positive in the
second part. True, the Church will always be needed if only

to remind us of the dead, but we feel that Larkin does not

even take his own agnosticism seriously. But the poem has

. great merits; Larkin as a poet prefers the lukewarm to the

! ebullient. His grip on réality, his ability to make you sensuously
aware of our moderii world is shared by I{incsle)Yen is. He
\{/’ too has a technical mastery of forim and a witty colloquial style
which links ‘The Movement’ with the: Augustans. Amis adds

his own spice of impertinence. Dirty Story has wit and economy :

Today a butcher, you cuckolded the grocer,
Fouling his sugar, in thirty seconds only,
All the while tickling a pretty customer.. .

but Amis can al,s-dl extend the experience of the poem to the
archetypes of literature and history so that the scabrous hero

of dirtz,jok_es becomes

Hero of single action, epic expert,

Beggar prince and bandit chief of the SEXY,

-

' Spry Juan, lifter of the lifted skirt.. .




d passiona ¢"intensity. "
trugele between the
_p-pbé‘f. New Li_\ﬂj,f, ;

antk -olog'jr
a?crgiant) Pproc: a§¢ﬁ poetry as a §
Dionysian’ subject-matter and the craftsm:

it was allégec{k-, ';acgied this tension. Mavericks inclu d David i
ilkin and Vernon Scannell.

Wright, Michaet"'Hamburger, Jon Si
74 One poem by Jon Silkin has the déeply-felt emotional intensity
absent from New Lines (in the main), expressed without the
least mawkishness or sentimentality Death of a son (who died

in a mental hospital aged one) ends

And then slowly the eye stopped looking
Inward. The silence rose and became still.
The look turned to the outer place and stopped,
With the bird still shrilling around him.

And as if he could speak

He turned over on his side with his one year
Red as a wound :
He turned over as if he could be sorry for this

And out of his eyes two great tears rolled, like stones,
and he died.

v’
It is interesting that|Thom Gunn) should be associated

with New Lines. He might equally wcllﬂh}v'e aligned himself
with Mavegtks.fThom Gunn is a classicdl poet with a highly
romanticimagination. He deviates totﬂzl)_;. from the quietism
\of Iarkin, but his wit is more metaphysical than the leg-
‘pulling of _mnglcy_mgcﬁﬁ" has matured steadily from
the publication of Fighting Terms (1954) to My Sad_ggp‘ﬁzins
(1961). Like the Angry rYoung Men, he reacts sensitively
to the contemporary scene. The of the fifties comes
| vividly alive, for example, in On the Move with its evocation
V' vof the black-jackéted motor-cyclists of the James
e generation : ” it T L




d:nglt,-mi:

-meaning in their noise.

om Gun has caught the paradox of the
1" ol'our age: the taste for speed and violence that conceals
- uncertainty, the fear, the fecling of inferiority. “They i
strap in doubt.”] But when you examine Gunn’s poems
Jmore closely you see how far he is from the ‘Angries’ or indeed
rom most of the other New Lines poets. Gunn describes the R
world of the fifties in all its graphic reality, but he is essentially
a philosophical poet; he is intensely curious—intellectually
curious about human behaviour. A poem like The Corridor,
for example, is a Metaphysical poem in the psychological and
]spiritual' Sues it raises. Writing of the ‘rock ‘n’ roll’ singer in
4 lElv_z's Présley, Gunn achieves an epigrammatic style which is
A \rg_q;iniscent of the later Auden (of Another Time). Someone
puts a coin in a juke-box and out comes Presley’s song:

We keep ourselves in touch with a mere dime:
! Distorted hackneyed words in hackneyed songs

He turns revolt into a style, prolongs |
The impulse to a habit of the time. E

%He turns revolt into a style’ is beautifully terse and memorable.*
Thom Gunn’s insight into the mentality of the young
especially in the great cities is considerable. Black Jackets is
a sympathetic exploration of the character of a young gang-

member for whom even defeat is acceptable
.b . - . . F,
his sense of identification with the gang: /

if it increases

It was only loss he wore,

He wore it to assert, with fierce devotion,
Complicity and nothing more.
He recollected his initiation,




M 'here Gunn shows hims nself t\e{bc independent of Th
Movement’ is in the range of his material and his willingness -
cts, myth, and the problem

5l o come to grips with religious subjec Bl
V\}'&Eﬁgﬁgﬁ is a deep strain of pessim‘%fﬁ which comes out

‘in his love poetry—the belief that humarjlu}.f:ings cannot
really communicate Py?ﬂ; one another (7The Monster, The Feel
of Hands, Lofty in the Palais de Danse). With this pessimism which
again links him with John Donne and the Metaphysicals is
the sense of the strangeness of human experience. In Fesus

G and his Mother, Gunn imagines the Virgin’s confused recollec-
tions of Christ’s conception and the angelic visitation:

He seemed much like another man
y That silent foreigner who trod
Qutside my door with lily rod: l
How could I know what I began
Meeting the eyes more furious than
| The eyes of Joseph, those of God?
| T was my own and not my own.

. There is a strongly intellectual bent in Gunn’s poetry which
‘reminds us of the effects modern poetry has derived from
Eliot and Auden and the rediscovery of Metaphysical poetry. ;

~+ Gunn’s poetry suffers to some extent from this Metaphysical-

"'/ | ness; he can overdo the intellectual content. It is gratifying

to note the mellower emotional note of the poems in My Sad

Captains. Compare Lines for a Book (from The Sense of Movement)

- ‘with its irony and cruelty with the title poem of My Sad Captains

73 i with its rather similar subject.

They were men
who, I thought, lived only to
renew the wasteful force they
spent with each hot convulsion.
They remind me, distant now.




¢ a poem ab
aticm Hltler by plan
- - ‘/(/on Stauﬁ'enberg
§ --t onally or hls country 's*flﬁ'ermg mutilating woun
ich removed him from the front line to the Staff, He early"i '

bﬁce dlsgyit?d with Nazism and was the" leading spirit in

the resistance movement in Germany. The bomb blew up
the bu;LL-ker killing several of Hitler’s er’s aides but Hitler thou gh

wounded was not killed. The p] planned cou up- d’état thcreforc

i \“ifaﬂed and Von Stauffenberg wag shot. Gunn pictures the
" heroic Von Stauﬂ"enberg as a second Brutus:

The maimed young Colonel who can calculate
On two remaining fingers and a will,

Takes lessons from the past, to detonate
A bomb that Brutus rendered possible.

The scene in the Fast Prusszan bunker where Hitler reviews

the war with his Staff just before the bomb explodes comes
alive:

Over the maps a moment, face to face:
Across from Hitler, whose grey eyes have filled
A nation with the Illoglc of their gaze,

The rational man is poised, to break, to build.

} Here we t 5’ ch the core of the poem, the contrast between the
,' mad Fuehrer and the rational would-be assassm. In she last

stanza, Gunn pronounces s his valediction o on on the dyire’Colonel

in the&rim winter of 1944 % o e ure but like Brutus (though e
withdut 10ut irony) an_honourable failure:




-—

T e—— ﬂ his e
y Poetry, it has been said, is saying many
same time. This is certainly true ok the

scape of East Prussia in winter, the figures of the p
(Hitler’s ‘grey ¢$e:' s, von St?%berg’s ‘two fingers’), the
atmosphere of fear in the }_Zoli %-state, and Gunn’s comments

upon the experience (his admiration fo&};hc failed hero and

o+ his heroic free @€sture in a time of tyrann —all are unitcd%

in the succession o s't{nsuoﬁ images which m];)k p the poem.

‘Above all, the poem springs from the winter landscape—the

\ -\\sr}_g : ic_;f_ and ﬁ:_?st—thc cold time where honour cannot

grow. o~

” Thom Gunn illustrates in conclusion certain macked and

general tendencies in the poetry of the fifties. He shows a:

return 1o regularity of metre, rhyme and formal structure.

' There is no ‘vg:‘)‘s{}_ibre’. Gunn’s poetry exhibits a high degree

of craftsmanship together with the intellectual emphasis

.+ reminiscent of Donfie and the Metaphysicals which the New

Lines poets took pride in as part of their recoil from wordy

romantic effusiveness. And finally it shows an alert awareness

of the contemporary world and a ‘tough réasénableness’ in
facing the facts of human existence. e S 1T

*““The intellect is not the chief target of the poetry O(Tcd

Hughes born in _I‘_Q_Q_U‘,_/a year after Gunn. Hughes’s poe'r'n“s

‘have a ris}ﬂmgggo_@_;cxture which aims primarily at affect-

.ing us through the senses. Once he has gained your attention

however, Hughes can be as philosophical as any of the New

Lines poets. 1 suppose Hughes could be classed as a belated

averick. The Dionysian quality is there. He is fascinated

ith animals. In A_Dream of Iiorses the grooms dream of a

stampede of wild horses:

4
We crouched at our lantern, our bodies drank the din,
And we longed for a death trampled by such horses
As every grain of the earth had hooves and mane.

-—

depth of Gunn’s imgg"_;é‘ in Claus Von S@‘fmﬁyﬁe jand- T8 .
rotagonists




R e

or'se tnown symbo of m

pare R ampbells treatment of ho
| C nargue and_ The Sisters) and D. H. Lawrence make
1se of the stallion as a sextal symbol in Sons ons_and

A@wr, and &ﬁnbow THughes s poetry is thus not.so much_"'_ i
a rational medltauon as an excited and exmtmﬁ"éfloratlon 2

through the nerve ends. Tt i s more Romant1c t}jEP Aupiisel V] b

v It is pas onate and ebulhent and even b01sterous—-a poetry
v’ of exclam _atmn not of quiet Statement or 1ron1cal interrogation.
n place of the spare rather terse diction which the New Lines

policy had encouraged, Hughes employs a rich an ighly [
ensuous vocabulary There is somethmg of'r]')'ybl__n ﬁ

omas
again, somethi something too of Hopkins, in the sheer ; Joy he takes in

v | words. Turn to Famou5 Poet which might well be about Dylan
¥ “Thomas:’)

Is it his dreg-boozed inner demon
Still tankarding from tissue and follicle
The vital fire, the spirit electrical

That puts the gloss on a normal hearty male?
Or is it women ?’

S
Hughes exploits the devices of onomatopoeia and alliteration

in a vigorous and uninhibited way. Wind is full of soﬁds The
woods ‘crash’, the hills ‘boom’, and the sounds are wedded
to sharply visual images:

e e— ™

e = .‘

-

- . .then under an orange sky
The hills had new places, and wind wielded
lade—hke, luminous black and emerald,
exing like the lens of a mad eyRasn
I dared once to look up— i
‘Through the brunt wind that dented the balls of my eyes
"The tent of the hills drummed and strained 1ts ]




E 1 kill where I please because it is all mind. R
There is no sophistry in my body: s 7
My manners are tearing off heads.

s

-

v
‘/One of the most refreshing things about Hughes’s poetry 1s
at it is rural rather than urban. We feel that Philip”Larkin
and Thom Gunn are essentially t wri_poets (note again the
\August'an connection) but Hughes’s poetic universe is full of v
‘creatures of wood, field and farm—birds, fish, a bull, horses, \f : )
a dead pig, and Kughes is eager to convey the sight and
|sounds of these animals—and to explore their mysterious
“associations with the emotions and instincts of men who tame,
\train, hunt, kill, observe and eat them. Hughes is as romantic
as Emil@rgnté or Thomas Hardy, but he has little in common
with Rousseau or even Wordsworth. Nature is fallen not &
'innocent. Even the pggt’g_d@i‘ling, the much-celebrated thrush

is a terrifying “monster to worms !

LY

S

Nothing but bounce and stab
: And a ravening second.

. V4
“To Hughes life is fascinating and puzzling, an interweaving
\of b@‘ﬁy _and_pain, violence and tenderness. The pa;i'n"is |
- 'relieved by colour, vitality, passion and a kind of splendid |
viciousness. | The hawk with its patient controlled “le €ss
is yet a figure of beauty. The girl in anmmﬂl (Secrétary)
is seen as beautiful, lonely, life-denying, self-cricifyin the- e
oo e B high agaimst the very thought 6f sex—
i “The martyrdom of the Protestant Bishop

. arrar by Blood ’s men in Carmarthen becomes a :..-'-
terrible but wil ﬁr‘y " fascinating orgy of bursting orga

v’

_and steaming blood and yet Hu%/ implies that

wrﬂ"‘"‘-“ —




T bubbles th,

etches their lungs: no
his ever their eyes so still,

ever, as now his agony, his wit. ...

~ Gave all he had, and yet the bargain struck

~ To a merest farthing his whole agony,

His body’s cold-kept miserdom of shrieks

He gave uncounted, while out of his eyes,
Out of his mouth, fire like a glory broke,
And smoke burned his sermons into the skies,

¢ critic once complained that everybody was giving prescrip-
“ ™tons fogpoe’f';y but nobody” was producing any! At least
’ Thom Gunn and Ted Hughes offer_poems not manifestos.!
Gunn is more important than the ‘policy’ of New Lines, and
Eno one, as far as I know, has placed Hughes in any group: : )
Yet these two are the most important and promising poets *"?
now writing. (They offer a link between English and American j;
» poetry,” for Gunn now lectures in an American“University
and Hughes is greatly admired and widely read in the Unifed
| States. We may say ver 1oosely that they represent the classical
(Gunn) and the romantic (Hughes) sides of the poetry of the
fifies. Ted Hughes will perhaps’have a wider appeal—parti-
cularly as the Angry Young“Man movement dies away—and
will develop in"a more interesting way, because he has that
\very passion, that emotional intensity, that controlled ebulli~
ence and sheer excess which as we have scen has been conspicu-
C};ﬁﬁbﬁ,@hﬁ@.ﬂ.t_ from modern English poetry with the exception S5
of the explosive career of Dylan“Thomgas. Yet his is a furious |
th{'m“in words which never deser sense, and there is
\) fresh earthiness in his imagination which prevents his p
- lfrom dissolving into rant. i |







" Tae word ‘research’ has acquired a sort of talism
lin recent years though there does not seem to be any cer
Ithat what is called research would represent an intell
effort of a high order,/Often, a little ofl-the-record chat with
\a Doctor of Phﬂosophy convinces us that mtcllectu%cxcellencc-:
or mental refinement is not perhaps a criterion.”One’s claim
to that somewhat medieval-sounding title is established by
$ ‘writing a thesis which presumably embodies original research. ;
The solemn declaration that generally accompanies such a
thesis informs us that the research in question constitutes an
original contribution to knowledge. Now that is a conveniently
comprehensive phrase and the onus of proving that a certain
piece of writing does not constitute a contribution to know-
ledge will be on the objector Nevertheless, it is true that a
great deal of this work is often found to be extremely deriva-
tive. Being about books about books about books, it is of the
nature of what may be called ‘hearsay’ knowledge or know-
ledge at third, fourth or fifth hand. Far from illuminating
what hitherto was dark it may actually deepen the obscurity
and increase the confusion however slightly and, perhaps, how-
ever unwittingly.
Some credit should be conceded, surely, where factual
!matter has been 1ndustr1ously gathercd and set forth; but
then, the merit we recognize in such a case is largely the phy31-
cal stamina to do hard work as well as a sort of ‘smartness’ and
practical skill rather than the power to make valid generali-
zations from facts or the power to respond sensitively to poetry
in the broadest sense. The setting forth of the facts in itself
may hardly be called a virtue, particularly in literary study,
if the facts are perversely employed or if the conclusions
drawn are jejune, platitudinous or misleading. One would
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ve bulk of

the so-called research which can make

AR claim to the kind (_)f intellcct.ua;l-emincnce we CXPGCt; e

- This raises an interesting question: Do we regard research
simply as'a special category of work which may or may not
demand a high degree of intellectual ability ? Or do we regard
it as a kind of work which, in addition to being of a highly
specialized character—and to some extent because of it—
requires a higher order of intellectual effort than is implied
in the common usage of the words, ‘study’, ‘learning’ and
‘teaching’?

There can be no doubt that it is the second and not the
first of these alternatives that we should accept unless we seek
to interpret the term ‘research’ in a highly untenable way.
There is perhaps a difference here between the Sciences and
the Humanities. In the Sciences, specialization in any narrow

~field can only be by its very nature very advanced work; it
) is simply unthinkable without a sound knowledge of the sub-
_ ject as a whole and a high compectence in its techniques.
In the field of the Humanities and particularly in literature
studies, one often comes across a young aspirant who takes a
narrow theme and confining his attention to a very small
segment of a subject is able to bring forth what is generally
regarded as research. The value of such research would
depend precisely upon the extent of the researcher’s grasp
of the subject as a whole and his maturity of judgment in
that field. In order to deal meaningfully with his particular
theme he would need the light that the surrounding areas of
knowledge cast upon it. He needs a prolonged contact with
the subject and a mature understanding before he could hope
to contribute anything significant, however narrow and limited
the theme may be. For this reason there is something to be
said for the excellent British practice of not encouraging the
very young to engage in research. Not that the gifted young
should suffer neglect. So far as literature is concerned, at
any rate, the exceptional gifts of the young are likely to be
those that tend to creative writing. Whereas it is the slowly

maturing qualities of detachment, balance and critical judg-




. pr u@ed Thc mnature of the theme itself wouldtyd_ -d*e

_the most suitable approach. One can, for the sake of conve-
mence, divide the entire field of research as far as literature
is concerned under two broad heads. Firstly, there is the
kind of theme which though connected with literature has a
strong historical, linguistic or sociological side to it and hence
would require to some extent a scientific approach and the
employment of techniques appropriate tothesocialsciences. The
emphasis in such an inquiry would not be on literary appre-
ciation and the power of responding sensitively to artistic
work. Though this may be necessary in some measure, the
issues that are raised would require a predominantly scientific
treatment. Secondly, there are themes which depend chiefly
on literary appreciation and critical judgment of a high order.
The mode of inquiry here would be properly speaking ‘lite-
rary criticism’ as commonly understood, one in which litera-
ture is valued primarily for those artistic qualities it has in
common with the fine arts.

The first category of work would correspond roughly to
the traditional definition of research as an attempt to ‘write
fair what Time hath blurred.” In the literary field this takes
the form of discovery of hitherto unknown or neglected lite-
rature and the effort to present it in terms of modern scholar-
ship. This type of work is of special importance in classical
languages where there is a great body of ancient literature
whose meaning and worth are in no way exhausted by its
own time; it needs to be presented in the light of new facts
or new avenues of interpretation that may have emerged. This
is important also in the modern languages where a study of
older hterature may yield valuable linguistic and other infor-
mation. This is chiefly the task of editing; and expert edit
is an eXactmg demands a lngh scholarshlp bes;des h
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text. A classic example of the magnitude of that task is the

’enormous scholarship that clusters round the Shakespearean

‘canon or the original corpus of the Mahabharata. No less ab-
sorbing are questions like those of ‘the date’, the ‘sources’ and
related matters. In all these cases, the qualities that are called
for in the researcher are not those of the appreciator, a spon-
taneous responsiveness to poetic stimuli, but rather those of
the judge coolly deciding an intricate issue faced with a
confused array of facts that bear upon it. The entire work is
bound to have a scientific side to it and scientific disciplines
such as a full and careful documentation of data and a clear
grasp of the principles which should govern emendation or
disposal of textual apocrypha are essential for success. In
the absence of these disciplines this kind of research
dwindles into a very harmful form of speculation or special
pleading.

What we too often find being palmed off as ‘editorial’
research lacks these intellectual disciplines that give it value.
Some obscure little composition, often a few verse fragments,
is rescued from the dust of the ages; some correspondingly
obscure little author’s bones are disturbed; an attempt is
made to reconstruct his original puny likeness from its other-
wise well-deserved restful oblivion...whereupon the ‘dis-
coverer-editor’ makes a valiant effort to show that he has, in
fact, lighted upon the scoop of the century. An unconscion-
able amount of literary excellence is wrung out of the dry
bit of composition, if the editor is clever, and our puny author
is duly installed as one of ‘the foremost’, ‘the most significant’,
‘the most representative’ (and so forth) of the literary men of
the time. In the place of the just and balanced perspective
of the editor we have partisanship, senseless use of superlatives
and sheer sentimentalism.

Often this kind of research has only the remotest connec-
tion with literature. Most of the effort lies in linking discreet
picces of historical evidence together to the end that we may
claim to know something of the quondam author or of the
why and the wherefore of the literary piffle in question. The
common foible of this editorship is illustrated by the fact that

thesc inquiries take the form of ‘the-life-and-work’ and the >t

times of such and such a person. The whole approach puts




:

: overed material, the nature o

- sets before the editor and the scrupulous care and
with which the editor accomplishes it.[Tn other wor ;
if anywhere, we have good reason to insist on the importance
of the subject in research—even greater reason, perhaps, than

Y had Matthq_yv__ Arnold for insisting on the importance of sub-
ject in poetry! 3 B L g

Of linguistic studies on literary themes those which deal "8
with the poetic use of language demand a more than ordina
finesse in the appraisal of the verbal and the symbolical ele-
ments involved in creative writing and for that reason very
few think themselves qualified to handle them successfully.
‘To that extent, that particular field may be said to be free
from the inroads of incompetence and charlatanry. On the
other hand, there is a new kind of highly spécialized work
that modern Linguistics has opened up. This new kind of
linguistic study claims to give us clues to a poem’s meaning
and power, or at any rate, to help us in that direction by
making a close analysis of the poem in accordance with the
principles of Descriptive Linguistics. This remains still a highly
technical job, not immediately in danger of being misused.
One also feels that as the new science of Linguistics is more
widely understood, its usefulness in the appreciation of poet:
may not seem to be as material as the Linguists had thought
in the first flush of their discovery. |

And then there are, to add to these, all sorts of studies
which are partly or wholly Sociological in character and only |
nominally ]itgf‘ary. To relate the literary work to the age, to
show how it illustrates the history of ideas or merely to use
it is so much evidence in the construction of the biograph

research that takes this line; but the canons of ¢

which that research must conform would be those
- to socio-historical reconstructions. There is
~ must govern the study of fact:
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of the past; the ‘literary’ researcher tends to ignore that logic:
and tries to make up for that lack by a spurious kind of enthu-
siastic writing which may do justice to his sentimental regard
for his chosen literary hero but none at all to the nature of
the research he has undertaken. X \

And lastly there is that second group of themes which was
described as literary criticism proper. The most obvious and
the most popular of these is the critical study of an individual
author. This is very like the ‘life-and-work’ type of theme
referred to earlier, and often hovers uncomfortably between
two poles of interest, the purely literary and the purely bio-
graphical, the latter of which was particularly fashionable in
the 19th century. The discussion generally follows the chrono-
logical sequence in which the works have appeared; and this
further strengthens the biographical character of the whole
inquiry. | There is also the great temptation to talk of the
‘development of the author’s art’ as a process which, it is
natural to suppose, takes the curve of his life, showing him
‘in the work-shop’, ‘on the heights’ followed by decline or
fulfilment as the case may be, much in the manner Edward
Dowden dealt with Shakespeare. In itself, this scheme cannot
be said to be basically unsound or ill-conceived. except for
the fact that it tends to become a trifle too meéchanical and
wooden when applied to all and sundry. Some corrective,
some countervailing factor, seems necessary.

For instance, we could put a check upon any such unseason-
able incursion of the chronological by insisting on a close
analysis of individual literary products carried out from the
strictly artistic point of view. This mode of criticism has been
very much favoured in recent years. Such an analysis would
mean that we pay adequate attention to form and to the
artistic activity that takes place within a poem, a play, a
novel and so on. As a matter of fact, the quality of intellectual
effort that has gone into any, piece of ‘literary’ research could
be measured by the soundness and subtlety with which the
researcher has handled such analyses in the course of his
thesis. This is true whether the theme is a critical study of an
individual author or takes an extended form. It may be a
consideration of a certain literary movement or trend or of
certain forms that have been prominently practised or of




legi _'=,atf: and are perhaps productlvc of the best whe

ea:msly mzxeg/ ors. l'
_ Another field in- which research may be undertaken is

@rmaples of Gntlc'igm) This is a highly abstract and theoreti-

cal field of research where only those who have the necessary

‘background of pthosopmcal training need venture. Here too,

much mediocre work can and has been done under the plea

of bringing to light some forgotten critic who happened to

| have spun out certain theories in his day. Indian researchers

have similarly done research work on the ancient Indian

theories of art and rhetoric. The value of such research has

been great in proportion to the Indian researcher’s ability

to look beyond the specifically Indian point of view in rheto-

rics. Whatever is done in this field without an adequate grasp

~of the main traditions of critical thought Eastern and Western

“Vis worth very little. The criteria that must be decisive of merit

here are those that apply to Aesthetics as a branch of Philo-

sophy and the technique is the technique of logical thinking

which is not exactly the strong point of the ‘literary’ researcher.

At the same time, any research in the principles of literary

criticism needs must proceed in some relationship with con-

crete products of literature. The researcher must first feel

the force of a poem before he can see a certain critical prin-

ciple exemplified in one’s appreciation of it. To analyse a

concept philosophically while all the time remaining fully

attuned to poetry is a difficult requirement to fulfil. No wonder

that successful research of this kind is very rare. AT,

‘Talking of research and the need to keep up standa.rds, 4

it should be said that there is nothmg inherently hlgh or low

111 the - 1

~ lence appropnate to each kmd whmh we may try to

ut mne of it ¢
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Wh - ‘Literary’ Research?
mands the first-rate and is not willing to pass as -

work that is palpably of an inferior quality jud-ged by the S -'-,

best academic standards. Given that we could make the most
of all the varieties of research referred to above and many
more.

In conclusion, I would like to mention a species of literary
work which though it does not strictly fall in the category of
research is fully as important #nd can be intellectually®®s ¢
taxing a§ the best research in the field of literature. I mean:
the work of tranglating a classic into another language, SOI€-
‘thing that is 6f spe#ial interest in our country which has a
multiplicity of languages to cope with. Siiceesstul translatiof®

is by no means easy to achieve; andif a research thesis entitles

one to the ®h.D. degree there is no reason why a really goo
translation of an English classic into Hindi or, Tof the matter?
of that, of a Tamil classic into Bengali should 8t deserve
that award.]Apart from a certain amount of initial ‘scholar-
~ship it 'would require the capacity thoroughly to absorb the
| spirit of the original and, what is more, a mastery of word-
“craft which is next only to that of the creative poet. There
is no standard™tc measure all this; but a good translation
will easily be Tecognized and a bad oné even more quickly,
detected by the discerfling. This is also true of good and bad
research. The whole question is, will our academic men in-'
sist on that distinction and not allow a poor pigce of work to -
pass as good from a mistakeh sense of kindness to#he aspirant?

BRENA B 7 Yy -

* Note- The whole question serves to show, once again, how teaching and
research may be fruitfully related. The objection to ‘the early thesis’ is that
the researcher has still to achieve that cbmprehensiv? experience of literature
and of critigaﬂ_}_g:chrﬁques which alone would have made his concentration on

any one-theme really worthwhile in the way of research. A vigorous interest 1.1

reaching sustained. through a number-of years would have given him precisel
this kind of competence. A teacher of our.“special’. ourses.has the best chanc
of decpening and widening his knowledge of the subject by judiciously shifting
his area of concentration from time to time. This is about the only chance -*‘ma_ny'_ 7t
of us have ever had of Hlling those numerous (alas, how numerous!) in
our knowledge which-graduatiow had left-unfilled. Often we -have really
only when ngm v attempted to teach. And-that proe
complete. It scems wise then to regard ‘the thesis’ as
kgac_hex,"s riPEnéd experience rather than as a sort of ¢

 the profession. V. Y. K.
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A HOPE FOR CRITICIS‘M
By V. N. DHAVALE

Fergusson College, :’?p
S '
MR Georcr ATSON, in

a The Literary Critics,® remarks that
’.'ﬂe secoAd half of the twen

ticth century marks, in a rather

(ne ative _sense} a _{e_vplutionary_ phase in the evolution of
~ English Criticism, a pause imposed by apfiacccss of idoubtji
lThe 1950s brought with them a{flood “of warning against

critical arrogance and a series of demarcation-disputes, follow-
wg u h u y@fﬁﬁﬁmﬁgﬂm activity.” Has English
criticism gained by this access of doubt? Or ha$ the doubt
merely impeded the spread of revolutionary, ideas which the
fﬁ:}-"_s't'half of the century had introduced ?’ sjf we agree with
Mr Watson that the record of English criticism “is rather one
of great revolGitionary individuals’ who have ‘attacked estab-
lished complacency’ and ‘struck out in new directions®, the
|criticism of the 19505 will appear, in a sense,(anti-reVolutionary )
or_reactionary. Yet this cdunter-revolution 195 |
very healthy) anﬁgo@n_g* influence) Qn_criticis

553“3&““'&?5[(:31 anc

»
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elieve, a
m in England
will help rather than '1'1i1:1*(;:'1:é1:,_‘7€m?'é',ccep-
t: _pLthe useful tenets in_the criticism of the
lutionary leagders. /., '

MY, S Eliot and Dr I. A. Bi(_;_h_g_rds are obviously the
fleé'féﬁis_ﬁf__thg Tevolution in the first half of the century. The
mnfluence of their writings was no doubt considerable—parti-
cularly during the._LQZOS_ and 1930s. The effect of a ‘critical’

revolution can best be seen in the general tone and idiom of
!:‘iticism in any particular period. When some of the ideas

revo-

Y- o N

and more frequently, the phrases)” made popular by Mr
liot and Dr Richards found their way even into casual
Yeviews, it was clear that they had won the dayﬂy, then,
is a counter-revolution inevitable now? The revolu

tion has

already lost much of its prestige. Several, able practitioners i j
i the art of crinclsm ars now dissatisfied with the ‘new’

criticism and are reiter

ating the very principles discredited
by the ‘revolutionaries’

. That a reaction soon sets in against

almost any striking achievement or point of view is—fortu-




e,

k"'Jﬁc reasons, of course,
I 518 the atutude
Mr Eliot and.

\[thelr original positions. The& not se
\{to defend their revolution

e y. But an nnporta,n : .
the twq leadcrs of the rcvaluuo‘n—é-

made the-task of their_followers. rather unﬁnw.a s 10
followers. must often find it difficult to defend positions w ich i J"
the leaders seem to have abandened.2./The rerl'éIIQ...;__l&
short, appears to have been a_half-h -héarted revolution.

In spite of the obvious d1ﬂ"erenc’gs ‘between their am_udcs
towards literature, their main assumption and their conclu-
101'15, the two cr1t1cs show a tr1k1n 1 i development.

berehet

" and revise earlier sﬁ;ments occasmnally contradmtl_gg_thery-

selves and recently/ both seem to have given up_ their{dog-

® matism and intolerance. How these two critics have retraced

their steps and disappointed their devout followers is indeed

an 1nterest1ng story. But Mr Eliot has taken the wind out

[of his critics’ sails by admitting that he does not mind 1f' ‘he

L occasmnally contradicts Ir}mnself or defeids diflerent points of

\// view “at_different times.”The following passage, written as
learly as 1942 can be taken as typu:al of his attitude:

Ne - e i
I can-never.re-re any of my own_prose. wnungs w1th,
out acute_ ¢ emb ment: 1 T shirk the task, and conse-

tly may not _asacruons t
'chH % have at o_g_t&_or another commit cd '

_ 4T may often repeat what I have said before, and"I may

v ITEH contrgdlct myself. But I believe that the critic: i
‘writings of poets, of which in the past there have be@ gs

“ some very distinguished examples, owe a great deal
their interest to the fact that the poet, at the bac!

.




AT tmg, or to fnrmulétﬁ

Bout pociry, in short, must_be_assessed
N 9-& etry he writes?

Mr Eliot’s lecture, The Frontiers of Uriticism, in_which he @vven
%

disclaims any special responsibility for the New Criticis,2
mﬁrﬁﬁhat cpiticism. of literature can be Of
various kmd:i, z&l :mqre or less useful, b’l:lt the primary iﬁterggt".
of a [iterary critic should be_‘to help his readers to T;g@'md_
¥ Lond enjoy’ A That Mr Eliot has a good word to_say about all
ypes of criticism_shows how tolerant his own €riticism has
, §-lpecome; it also shows that he has no desire to lead any kind
\',/’ of revolution in criticism,] Hle cannot/even ‘recall a single
v book or essay, or the name ofa single’critic, as representative
-of the kind of ;i_lg}pfc';s__shuioﬁ_i;ﬁ’éﬁcritiéism} which aroused’ his ire’
‘thirty-three years, ago’.” But it'is not even necessary to cite
such PaSSElgCS-"MI‘; Eliot’s criticism has generally suffered
from s0 many reservations, so fany qualifitations afid asides;
/-5ithat with the exception of some of his earﬁEs‘t essays, the main®
|body of his criticism is merely tentafiv
gdirect or indirect, attacks® on his crifical theory and practice
\appear, thercfor€, to be irrelevant,/He is‘always ready with |
oy | his {disarming hymility2-humility “which also seems to be a
* {part of his irony. ./
Dr I. A. Richards presents a striking parallel. He was much
g ?more confiderit thar®Mr Eliot that a revolution in critical |
¥ “ltheory and practice would $Hon be inevitable: for he based
his earlier theories on psychology—a fast-developing sciencél¥
/ But the system of objective gr scientific c;it(cism that he wanted
to build has not yet been xiltlﬁ}ﬁnd he Has modified his attitude
to such an exteént that anyf serious Student ofhis books will
) Jsee that Hie has himself contriButed a sreaP desTrbhs '
revolutiony] Dr Richards, however,

has_contradicted_or considerably m

Dblames his critics Who do _not read and ‘inte; "i’é”f“‘lﬁs*b&g S v
as_they ought to be read and intcrpi"‘e”fé'(%ﬁ fy
‘twenty—ﬁv*e years after the pub]icatig_n_ of his The Principles

of Laterary Criticism—he announced: -......._...

write..” What he writes

eJLhe mild or strong, ey



t they have been read as_Supportiz

: _admit. But in sum their burden is sufficientl €4
‘the vain attempt to orient the mind by belief :'gf__‘-_ the ,

| Ny L&cicntiﬁc kind alone’.” . /...- e e

] Dr Richards’s interest in Q_olé@%gfs ._vy_ﬁﬁj}gs and his own

i attempts t _ dge’s,hints have no doubt
dbeen very valuable to modern criticism But the influence of

VY Fjéi'eriag%c has also changed the tone and method of his criti-
cism. In fact, we can even detect

| AL niany passages in his writings
| which remind us of the{Bradleyan 0
LAYP

f criticism which heg

had condemned in -his Pripciples.5fHe seems to have withdrawn! .
his_opposition to imp réssionistic’ criticism—even. to._the dis-:
cussion of ‘characters’, ‘philosophy’, and similar features of a

n Troilus and Cressida, for example,

play ormefmis essay O
he writes:® /

How we see Troilus here depends in a measuré upon
how we conceive Creésida. 1 like to make her very young
—_almost with her little finger hooked in her mouth still—

_ari actress through and through....u

Our conception of Troilus himself will, of course, be the
key to_the rest of the argument.. T i DU
ey to the s B
. . et | ev
What is exceptional, to my mind, is the degree to which
its central thought seems to accord with Plato’s.. ..

@mut forty years have elapg'g/d since the first indication
or promise of a possible revol_u_tion.,]Angl_ as. aders. them-
selves have given up_their initial enthlsiasm, it A8 not-sur-
“ , ‘ prising that other critics have exposed. the limitations of their
*§ views, and have revi ier fruitful approaches
re¥Several books published in England and America
during the last two or three decades can be menioned in this
connexion. I propose to refer here only to th{ujgooks,_ pub-
lished recently, which clearly indicate the present attitude,




Eluc1da.t10n, or illumination, is the critic’s Bnma.ry t
as 1 conceive i #'1' v

V- 9 ¢The cr1t1c should not claim to be the sole arbiter of ‘taste’ or L
\fa.]-ue For ‘good tdste is not an absolute’.12 The critic’s
A function ‘s to assist his readers to find the value which he
elieves the work to have.” How far we have travelled from _

the intolerant criticismm_of the 19205 can be seen from™ the

followmg passage: /"

il

\/\/To attempt to measure the amount of value, to declare
or attempt to demonstrate that this poem is more valu-
able than that, or to range writers in an order of merit |
does not seem to me to be the true purpose of criticism. X

l§uch attempts ignore the nature of taste and the nature
of Values 5

/ /' Miss Gardner has convincingly shown how some of the
me'thods adopted by the New Critics are certamly not as

9 luseful or valid as they are ¢ claimed to be! Speaking about
\the critic’s_responsibility (when he wants to offer his ‘inter-
pretation’ of a passage), she remarks:

Lo s A cation’, as it has deve-
loped, to begin by expressing om_plete bafﬂemcnt, as if
the cr' 1 had never meta meta hor in his Iife.” cn after

J possﬂale inter
‘ consxdered t

[e——




| : 159
_5'?' = : . i S1 e S’ %Ollt the
ine of mpersonality’ which has enjoyed a great deal of]
yopularity, she says: as 2L A - A LR
TInsistence on the impersonality qf the poet or the P;ZI;
seems t0 me to be a hdtesy which ,.la.i..a.'}.}.sen’fas s
heresies have, from a reaction “against imperfect an
vulgarized notions of the truth.!® v/

‘There are innumerable passages in Mis:fardner’s bpok which
"‘" \show that she wants to place criticisth once again on thf:r
pedestal 6f ‘common sensé€ and uncommon sensibility’. 3
kmwf;also can be describedgas a leader oflthe ¢omn®n-

v ense point of view in criticisnT¥With his vast lé’érning, he
can 1illustrate any ;i_l_]_fg_ﬁ with %remkillaﬁﬁaﬁ'éﬁnﬁuct his
Argument in_a very simple, delightful style. He argues in
favour of an experiment,’ _which, if really conducted in a
V-9 systematic way, mfay lead to some startling
{the reading habits of difforent types of readers.y,The subile
@Epc%guasive argument in his book cannot be eas;
rized ¥The important point in his book which €oncerns qs
here is his bold attack on some of the assumptions inherent
V‘)l\\m the New Criticism. Thus he expresses a | fundamenta]
‘_19_‘;19") about the use of what is commonly called ‘criticism’-

: : > Chapter,
stanza” or ling~ has been_impm\(cd by my reading of

cristotle, Dryden, John¥on, Lesiing, Coléridge, Amigld
himself (as a practising critic), Pater, or Bradley? I am
not sure that I can 17 e 3 2o

vy | e

-Mr Lewis is not ely sce t\ié;l about e
: ______T___%p.e,i y_Sceptical ak the necessityor -
VY lllty of cvaluai_:l_ge *g_ﬁg—cl‘shm_ ; he even suggests : G =

VY

Isu-cstthata'

, abstj <%
V.Y frr..)@.t ¢_rea d from the Writing o'fnengju '\trh
,cnnmsg might do us a]] . great deal o g0od.18 g

T TN
Te




m normally cas retrospective __;Ligh on what
have already read.X® // 2

YThough very few_;fg_q@f;{,sm@re as ‘%t_ure and thqrgugh_g-oing” 4!
Jas Prof. Lewis wants them to be, and so cannot dispense with®
all criticism, every seriou dent”of literature ‘will bénefif i

the emphasis on criticism 18 reduced andgfhe response of the
individual 1s en uraged and respected. ®’he insistence on the
"aII—impm:te_mt.__conj_unctiun——Reader Meets Text’?® cannot be,

objected to by any critic—whatever be own_school of
m_to the reader

criticism.{Prof. Lewis_gives greater freedom to_the reac

V“'}N and frees hit from the fear which certain critics have instilled
into his mind. v :

Aiss _Qa_ﬁq_ex) and{Prof. Lewis)agree on many points. Miss

Gardner cites a well-known passage from Dryden which, she

bl et :
"'ngs,_ “sums up for me the purpose which any research I may

ndertake subserves.” The passage begins:

They wholly mistake the nature of criticism who think
its business is principally to find fault. . et

Prof. Lewis remarks:

i
/

“want to convince people that adverse judgements are
always the most hazardous, because I believe this 15 the

truth.... A negative proposition _is_harder.to establish
. than a positive....2 /,

e’s admonitions:




G piied Mg S, e
ting information, such as experience wo
aﬁthonzad ‘me in anticipating.

| i .Cism-
such utterances that we can find a hope f:%l}fl :r;zlaliza\
ay succeed where arrogance fé{lls._;_ 2 tlons) _
ary criticism has its limits (and limita |

will 1o doubt make th critic cautious and tolerant
‘in his judements,
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te -,mént about As You Like It Wthh ﬁeeds to be
Pettet thinks that ‘as we listen to Rosd;gd’ w1tty

61' Rg];grguon Gomedy (p. 129). What Pettet seems to have =
completely ignored is the nature and purpose of Rosalind’s
ram]lery Rosalind is not Millamant and the basis of her raillery

1is not coquetry However brilliant may be the wit of a Resto-
ration comic heroi e, it should: always be remembered that it
18 es_§ent1ally sce-i'?u(:al cyniéal, sexual and, therefore, largely
negative. In order to understand the nature of thlS wit we
have not merely to go to contemporary materialistic philo-
sophy but also to the social conditions of the penod Such a
wit is the sole defence of woman in a society which is_intelli-
gent and sgph;stxcated as also crdel and ruthless. It is a society
in which there is no sense of security for a woman—however
‘gallantly she may pretend to ‘chase’ man. She has always to

be on the defensive, not merely because the man she is dealing
with is a rake, but more fundamentally because it is the very
nature of man to demand variety which he seeks and finds
at the cost of woman®She neither is, nor can be, his_equal

| ‘partner In no society where sex occu_lncé such a Elﬁdﬁmlnant

place can a woman be man’s equal partner. It is often not

recognized that however hierarchical may be the conception

of society in Shakespeare, such a society not merely pe

but in fact guarantees equality between man and woman: In

Restoration Comedy, on the other hand, there is a lot of ta.lk i
qabout equality betwpen the sexes but in actual effect there is

no equality at all.” Woman 1s man’s V1ct1m 1s comedy

‘unless she is clever “enough to protect
{ : ;{-—_ ‘not able to




n ever gets the full approval of ‘society’ in Shakespe”‘f‘:_
’s reaction (‘Kill Claudio’) is symbolic of Shakespearg {
approach in such matters*Moreover, Shakespeare fully recog-
inizes (the cases of Hero and Imogen more than conﬁrm» |
opinion) that equality betwgén man and woman is7a spirittal
condition and not a tempdrary sexual or social Zdjustment as
it is in Restoration Comedy%lfe Restoration Comedy’s is a

| callous, cynical and self-centred world: here everybody is
j,v_t suspicious of everybody. Love between man and woman |
" U {in such a world becomes a real battle between the sexesas”
Consequently in such a world e_:_tcr__n'—zﬁ_ vigilance is the price-6f |
virginity. Shakespeare’s is a different world altogether:-Xhere
1s something final and irrevocable about the love that exists
between Rosalind and Orlando. It is an experience which is
at once both real and mﬁtical./Such an experience alone
can give the kind of spiritual fulfilment to a woman which
is the chief distinction of a character like Rosalind. ‘Come,
_woo me,” shouts Rosalind to Orlando in a spirit of perfect
abandon. The assumptions in this attitude are simple, confi-
dent and positive: that life is good apf beautiful and that
love is the solvent of all problems./Orlando’s world, in a
sense, i1s dark and threatening: it gravitates ‘From tyrant
Duke unto a tyrant brother.” But how does it matter? The
mere thought of ‘heavenly Rosalind’ is enough. For Rosalind
too, ‘this working-day world’ is ‘full of briars’. And yet nothing
need matter as long as ‘there is such a man as Orlando’ in
the world. \/
S/ Ina song in The Old Bachelor, Congreve gives the following || .9

expert advice to contemporary women:

Would you long preserve your lover ?
Would you still his goddess reign ?

Never let him all discover,

Never let him much obtain, / |




1 :_nbmng falth 1n_the constancy of her lover. Mﬂla.ma,nt "
j 5 "-1app11y lacks any such confidence a.ltogether It is not
~ that she is necessarily a person of inferior calibre, but that she
is placed in a different kind of a situation and is confronted
with a different set of moral and social values. She is desperate
about exercising her ‘power’: ‘One’s cruelty is one’s Power,
and when one parts with one’s cruelty, one parts with one’s
Power; and when one has parted with that, I fancy one’s
old and ugly.’ It is not without significance that ‘there’s no
clock in the forest’ of Arden and even though men like Jaques
will always ‘ripe and ripe’ and then ‘rot and rot’ wherever
they are, the lovers can never be touched by time: they re-
present eternal youth. In the world of Millamant, however,
time is the most devastating enemy of woman. It is no wonder
that Millamant creates for herself the pathetic illusion of an
everlasting ‘chase’: ‘I’ll fly and be followed to the last moment,
tho’ I am upon the very verge of Matrimony. ... I’ll be soli-
cited to the very last, nay and afterwards.” It is only a part
of this illusion that she should turn to Mirabel with superb
archness and say: ‘Well—I think—TI’11 endure you. .:. Wellj
you ridiculous thing, you, I’ll have you.” And yet only a
minute later she exposes her real state of mind to Mrs Fainall:
‘Well, If Mirabel should not make a good Husband, I am a =
lost th.mg—for I find I love him violently.” That she loves him i
violently is in fact the crux of the problem. Love is danger-
.)-ous in Restoration Comedy. To fall in love is to be destroyed,
more especially in the case of a woman. . What Restorauon_ -
Comedy demands is a kind of attitude where one is never
tetally committed. And vyet t Rosalind is more than totall 7
committed: ‘O, coz, coz, my pretty httle coz, that thou didst

.




|

, 2 sense, the rea) theme

v

bin, IS and blood breaks.’

and t is more natural aﬂds
to laugh at the follies of lovers? In the s i

the play she had described ‘falling in loeliat: i

“sport’ and it is as well that this sport continue . .

i ine and
of her own lover, Her love for Orlando is 59__%5{1_::1;11 s
poWerﬁJI ﬂ(at no comment, howsoever cynical, e

touch it.Such a comment would only enrich it by showihg
R o ‘ i “love. This love has depth
1ts superiority to any other kind of love. botl B
and understanding enough to face all onslaughts bot (¢

without and from within. Jaques and Touchston.e _cannot
blast it and Silvius and Phoebe cannot make it look rldfculous 5
similarly the ‘witty raillery’ between the lovers will oply
serve the purpose of a hilarious joke. Rosalind may remind
Orlando in a mock-serious tone: ‘men are April when they
woo, December when they wed; maids are May when they
are maids, but the sky changes when they are wives.’ But
she knows, as does Orlando, that they are not covered by
this universal law of change. They are different and unique

ay call love a folly
» but Orlando’s retort to such a view is an affip.

- I would not pe cured, youth.’ Worldly
wisdom and caution jn the guise of Jaques may sneer: “The
worst fault you have is to be in love.’ Byt in the sphere of

youth, youth knows better: ‘It is 2 fault T win not change
for your best virtue. Jaques

rom the
contest and the play very appropriately ends with his blessing
for Orlando: You to a loye that your gy, Jaith doth mei‘it *
(Italics mine). -
. If we muys; iqafgw_a  character in 4 You Like 1y who ma
give us 2 temporary _i_llusio}? that we are or 'Rmtos-’-
.}‘titlon Comedy, it is Touc stone. It hag not ofte

_ n been noticeq
at Touchstone rajses a problem which was o’

of Restoration Co

: hakespearean
Olve this problem—apt eternal

bind
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| 1t—but amongst the many roles t}ySf he is capable of play-
~ |ing, that of a Fo is certainly ones’ It is not for nothing that

~ he claims to have ‘trod a measure,. . .flattered a lady...
- been politic with my friend, smooth with mine enemys. .. i
undone three tailors;. ..had four quarrels, and like to have

| 'fbught one.’ His chief infirmity, like that of many Fops in

=7

Restoration Comedy, is lechery. He would certainly have
“preferred a Lady-Fop as his mistress but in the Forest of Arden
there are no Lady-Fops—not even Phoebe is ‘available. So he
picks up Audrey, ‘ill-favoured, sir, but mine own.” She is
good enough for sex and Touchstone (unlike a Restora-
tion Fop) is honest epough to confess that he is inter-
‘ested in notFing_"iri_icire/ﬁgt for Shakespeare, the countryside
can never become a mere foraging ground for lecherous
courtiers. /It is of the highest importance that Touchstone
..J.> 'should be trounced first by Corin (in argument) and then
by William (in his wedding sheets). It is perhaps Shakespeare’s
¥tention that we look on Touchstone 2s a cuckold—a typi-
cal husband of Restoration Comedy:” The sole purpose of -
introducing William seems toO be to drive home this point.-/
On the very verge of _matrimony, Touchstone is made to
(speak 2 Tanguage which is that of a typical Restoration would= 8
3 e! As horns are odious, they are necessary
— the forchead of a_married man /is) more honourable
than the bare brow of " a_bachelori/He does not realize that
Audrey, that ‘foul slut’, is going to be more than even with =
him, Ao make this plain the playwright brings William on
the stage. He meets Audrey and Touchstone and the follow-

~ §ng revealing conversation takes place:

“be cuckold: ‘Courag

WAL Gd even, Audrey.
God ye good even, William
_even to you, Sir.




N

&
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| Tﬁﬂch Good even gentl . triend. . -

_ the astonishing commen
l than when he hazards that

As You Like It

.. .How old are you, friend ?

Will.  Five and twenty, Sir.

Touch. Wast born i the forest here?
Will. Ay, Sir; I thank God.

Touch. You ;io iove this maid?

Will. I do, Sir.

Al ne tries t0 browbeat William through

courtly rhetoric but William r ot afraid. He leaves only
aywright leaves the

When Audrey pleads with Fim. The pl
bt as to what is going to appen to this

freader in no dou
Jartiage in future. ;‘7
'-:/_%or Shakespeare, marriage is a §gc_1‘gd__t_hing__a1_1__c1___it_i_s never
puchstone is @ special

allowed to led. But the case of To

one. He does not believe in the sanctity of marriage and he

must be punished. It is surprising that even some of Shakes-
eare’s acutest critics have failed to notice the importance

of William in As You Like It. Professor Nevill Coghill offers

t; Jaques never made a worse guess

their (Touchstone’s and Audrey’s)

leaving voyage s but for two months vitual”. An audience
may well imagine it will outlast tharof Rosalind and Orlando,
Tven_in_that e warld.. /(More talking of Shakespeare,
p. 12). Professor Cloghill seems to forget that Jaques had the
advantage O chstone and in any case he

ads f overhearing Touchs
Wwﬂppg_the working of Touch-
stone’s mind than any modern _c_rigig_:i@@ry_foﬁhave.
If an audience imagines that the marriage of “Touchstone
lando and Rosalind, then

| and Audrey will outlast that of
; dience is misunderstanding

After this Touchsto

a1l that one may say is that thig/au
ouchstone’s marriage cannot

and will not last: Audrey is marrying him to become ‘a
woman of the world’ (Touchstone’s reasons arc much less
honourable) but in Shakespeare she is bound to go where
she belongs—to ‘good William’. The situation is different
from a ical one in Restoration Clomedy in one illuminating
sespect; here the hushand belongs to ‘high’ society and the

* Ghakespeare’s real purpose.
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The bliss of man (could pride that blessing. find) .. 5 =CTG
‘Is not to act or think beyond mankind; * = ©
No pow’rs of body, or of soul to share, _
- But what his nature and his state can bear T e
‘Why has not man a micrbscopic eye?

For this plain reason, man is not a fly.
(Essay on Man, I, 189-94)
7 g

The faith of the czghteenth century in reason was also the
starting'point of its distrust in logic and its growin¥ concern with
im ulse_s and emotions.[[ One suspects that prose -was the \/«9
sion_not so_much becausgro! ;
ary admiration of Qg_ as for the love of orderliness,
ity, #hd _cominon-sense.] |+ v
i eness 1ouna expressmn in a sim lification of ideas.

Complex and grandiose ideas and expansive emotions are

v- 9 {pretentious; therefore_man should take delight in simple
thoughts and neat habits of reasoning¥/This intellectual

.‘el'x_n_gg_gsty formed an element in the popular outlook of that
_' time represented eloguently by Pope. and Locke.
resump/ ous man! the reason wouldst thou find
.' M_d_wk, S “so little, and so blind ?
First, if thou canst, the haraer reason _guess,

sk of thy mother carth why oaks are made
aller or stronger than the weeds they shaclaep w

\(y. 1, 35-40)

: '%an was no, longer the centre of the universe. The uni-
L F verse was not _eatcd for him, as was beheved in the Mlddle =3




niddle Position in

cor “ould_con dently declare, ‘N

Bac 1I we 100k to
cau ¢ _of the world;

ses, may be ‘regarded as the cent =il
‘much that if man were taken away from the world, t
Test would sec all astray, without aim or p
(Works, Ellis and Spedding, VI, 747). That confi
V ain the superiority of man was replaced by pruden considera-
“tion of his limited excellences. One could no longer exult
o like Hamlet over the glory~of man. Pope had no__l}esitation:_

lin ridiculing man for his intellectual pretension:

...‘

In pride, in jc_ag’n;né pride, our error lies: B
Ask.for what end the heavenly bodies shine, . n
Earth for whose use ? pride answers, *Tis for mine:
For mekind nature wakes her genial pow’r v

-

§ﬁcklés cach herb, and spreads out eyéi‘y-ﬁoi»vj’xjw:’; REN
(Ibid. 1, 13T4)

<, v

_Maxi _should confine himself to ._modcs_g;xims and cti-

cable ideas; in other words, he must be a r_s_;gﬁlisibl'e,:_gaga.cfaﬁs,i Y
mediocre”person with_approyed habits and measured cheer

fulness, and the imagé& of the product, a__bglatx_&i@ human per-
sonality seems to have captured the Augustan imagination,
{{We do not associate Shaftésbury with .utilitarian thinking

-

ut even he thinks that “Whoever therefore, by any strongePer-

———

v-Y

suasion or settled Judgment, thinks in the main, that Virtue
causes Happ_z'nes‘sv,li_ce_ﬂiﬁe?y, carrys with him that Security and

NS

sistance to Virtue which is required.” (Characteristip. , 172758
‘z. 67). A fairly well-known poet of the time, Matthéw Green,

expresses his idea of ‘Contentment, parent of delight’ in t
lefinite terms: .//

1 feel the deity inspire, -t




AN ng-man
~ Aboytohelptotread themow, - -
e And drive, while t’other holds the ploug
| A chief of tempgr form’d to please, =
Fit to converse, and keep the keys, __

- - - -

SR

And better to preserve the peace, RSt Pl
Commission’d by the name of niece; M
With understandings of a size _ b
To think their master very wise. e

SRRy S

(A Cure for the Spleen)

\K/poet, even in his poetic ecstasy, could not forget,
and did indeed write, of an annuity of ‘Two hundred

pounds half-yearly paid’ and of ‘A serving-nfan not quite a

clown’!

LA he C&%t?és‘ of:«inchilsé‘a, another minor Augustan poet,
wanted an ‘absolute Retreat, ‘mongst paths so lost, and 'T'rees
so high, That the world may nc’er;myadt;.’/éut she did not

\forget to ask for a ‘Partner suited t0 my niind. . .since Heaven

has shown, it was not good to be alone’ and R .

L ]

Courteous Fate, then give me there

Only plain and wholesome Fare

Fruits indeed (wou’d Heaven bestow)

All, that did in Eden g&v, 2
_All, but the Forbidden Iree ;

Wou’d be coveted by me: e e

Grapes, with juice so crouded up,

-

As breaking thro’ the native cup,

S — —

B i

- - 5 "
Figs (yet growing) candy’d o’er, oy
By the Sun’s attracting pow’r;

Cherries, with the downy Peach,
All within my easic Reach...

(The Petition for an
. Absylute Retreat)

-

rad
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t-ithe temper of e ugusta Pgnodj 1ts worldly'._ ,.
prudent halts of thought, its concern , :

In a Polonius -hkc style the venerable Lord advises

~ son: w@ﬁgrce of exterior seriousness in looks an
V-)-:” otions, gives dignity, without excluchng wit and decent

Cheerlulness, which are always serious_themselves.’ (Letters,
| OAug? 1749). In all moral wrltmgsﬂh,ga e the virtues of
a Températe, Discrect, cheerful person are extolled. nfret’s
3. 8 Clhoice (1700) is representative of the settled ac!u"es and
temEered ambitions’ of a bucolic hfc

If Heav’n the Grateful Liberty wou’d give,
That I might Chuse my Method how to Live,
And all those Hours, propitious Fate should lend
In blissful Ease, and Satisfaction spend:
4.
This appreciation of ordered securny and t1anqu11 enjoy-
ment valued above all a reasonable approac ards life. H
he questlon of happiness occupied the minds*of _thoug 1

9 .!Beogle and Eoguli’f‘ writers, Locke c11t1czlzcd the theo of

R T

innate ideas but also thus 'aqsel ted

ature, I confess, has put into man, a_desire (3{ ‘happi-
ness and an aversion to misery: thcsc indeed are innate
practlcal principles which (as practical principles ought)
do continue constantly to operate and influence. all our
Eons without ceasing: these may be_o Eigwed in all
Bersons and all ages, steady and umvcrsal .these are
inclinations of the appetite to good, . "1 deny not tﬁat there
are natural tendencies 1mpr1nted on the mmds of men;
and that from the very ﬁ’I"_S_tl instances_of sense and percep-
‘l"* tion, there are some thmgs that are grateful and others
unwelcSme to them ¢_things téat the _L__gl.me to -*
others that they fly. &
4/ (An Essay Concerning Human Understanding 1, ii, 3)

I]_é_glance through the articles of the Spectator would CW




T shall cndeavour to make what I say j

ord_lm capacities; but if my Readers meet

Paper that in some Parts of it may be a little dut of their

mch I would not have them discouraged, Jor_they

may assure themselves the next shall be_much c1earer¢

As the great and only End of these my speculatmns is to
banish,Vice and Ignorance out of the Territories of
f Great *Britain, 1 shall endeavour as much as possible to
establish among us a Taste of polite Writing.’

S m———

Not knowledge or realization of some\]_ofty moral ideas)is
the aim of life. ‘Oh happiness! our being’s end and alm*’ as
Pope says in his Essay onMan IV, i. Moral virtues are necessary
for they contribute to our happmess vLike the eighteenth-
century garden, virtue, however, is shorn of its rucrgéﬁ elements,
‘virtue in general is of an amiable and lovely Nature’. ‘The
two Ornaments of virtue which show her in the most ad-
Eﬁtlntageous views, and make her altogether lovely, are Cheér-
ulness zindGood-ﬂ/ture (Spectator, no. 243, 8 Dec., 1711). The
age appreaates stlrhng qualities of head and heart no less
than any other age. But the essentially praghatic attitude
dwarfs everythmg to mediocrity and the commonplace Its
sole cdncern 1s with the comforts and Jhappiness of a peaceful
ife. ‘Usefulness is the first criterion of Judgment Addison is
only swimming with the current of the time when he says
in the Specta®or paper 1o. 925, 17 Nov., 1711, ‘There are many
more shining Qualities in “the Mind Man but there is none
()| ['so useful as Discrétion; it is thlS ‘indeed which gives a Value

| to all the rest, which sets s them at work in their proper Times
s 1 laces, and turns them to the Advantage of the Person who
L3 mﬁfof them.\//%rtue is identified with pleasure. As

3 'ﬁme says (1 reatise, I1, i, 7), “The very essence of virtue. ..is

[to produce pleasure, a and _that of vice to give pain.’ Human
ature, says Basil Willey (Ezghteenth Century Backgroana’ 111) , ha

2
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- “Readers of Jane Austen’s novels know her characters as they

|

By H. S. Saxena
University of Allahabad

JANE AusTeEN wrote to her \}ister Cassandra (24 May, 1831)
that she went round picturé galleries, hoping to find portraits
of Jane and Elizabeth, “when she had completed Pride and
Pquud -zce.[ TES—snggests that she might have had a c_E;r and
complete picture of her characters in her mind and might

have known them if she saw their likes in the galleries.]

know their friends and neighbours, but they can hope to
know Lawrence’s characters only if they know.themselves
or are mature enough to be familiar with their e@étional
feelings, as they exist far beneath the surface of gesture.
Lawrence himself explains this new level of experience:

Allons! the road is before us. Know thyself! Which means,
really, know thine own unknown self. It’s no good knowing
something you know already. The thing is to discover the
tracts as yet unknown. And as the only unknown now lies
deep in the passional soul, allons! the road is before us.
We write a novel or two, we are called erotic or depraved

or idiotic or boring. What does it matter, we go the road
just the same. ‘If you see the point of the great old com-) A/,
mandment, Know thyself, then you see the point of all art.? (

As a novelist, I feel it is the change inside (the individual
N \which is m reai concern. The great social change interests
me and troubles me, but it is not my field. I know a
change is coming—and I know we must have a more
generous, more human system based on the life values
and not on the money values.... ol
My field is to know the feelings inside a man, and to
Imake new fe 1 fscious. What really torments
civilised people is that they are full of feelings they know
nothing about; they can’t realise them, they can’t fulfil

i R

them, they can’t live them. And so they are tortured.?

*;31-"4-"""' Sr s S it el R s
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COMmMmon S

d women’.?, i

Y nd wom comparison between ty
ne from Jane Austen and the other from DX
-will help bring out the csscnﬁiafr difference in
. Here is a passage from Pride and Prejudice: .

 Mr. Darcy, who was leaning against the mantle-piece
with his eyes fixed on her face, seemed to catch her Words .
with ngo_less resentment than surprise. His complexion
became pale with anger, and the disturbance of his mind
lwas visible in every feature. He was struggling for the
appearance of composure, and would not open his lips,
till he believed himself to have attained it. The pause
was to Elizabeth’s feelings dreadful. At length, in a voice
of fgfggil calmness, he said. ...
= o~
Lawrence would have dwelt on ‘the disturbanc&of his mind’
and the ‘struggle for the appearance of composure’. There is
ore or less a similar situation in 7#e Rainbow where Tom
t;lrangweg asks the Polish lady to marry him:

‘No’, she said, not of herself. ‘No, I don’t know.’

He felt the tension breaking up in him, his fists slackened,
he was unable to move. He stood looking at her, help-
less in his vagzxc collapse. For the moment she had become
anreal to him. Then she saw her come to him, curiously

ect and as if without movement, in a sudden flow. ™

‘She put her hand to his coat. . :
~ %Yes, I want to,” she said, impersonally, looking at hun \
. with wide, candid, newly-opéned eyes, opened now with
.~ supreme truth, He went very white as he stood, and did
- not move, only his eyes were held by hers, agd/ he :_mﬂ'
'  seemed to see him with her newly-o ened WIdC_' e
of a child, and with a strange movement, 1:h$L ,

* IIJ -‘ :
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i distinctive glﬁ was his insight into the
e Origins s of human relationships,’ His noggl{ are, in
one sense, the studies of the least arnculat/ movements of
- Sympathy and antip4thy between the people, or as Lawrence
uts it, “the low, calling cries of the characters, as they wander
of their _aestmy *6TThe traditional technique
and make the characters
of events. Sometimes there is
'an accurate descriptive portrait in the very begifining and
the reader knows what to expect. Henry James mentions that
Turgeniev wrote a sort of of biography of each of his characters
and eve g they had done.” But one finds a certain un-
“expectedness about the motives of Lawrence’s characters.
- Lawrcnce was interested in the real person beneath the
b (

conv ntlona,l pattern of thought, and his characters sometimes
love and hate, not knowing why they do either. In a letter to
Edward Garnctt he describes his method thus:.

You must not look in my_ novel for the old stable ego
of the character. There is another” ego according to
whose action the individual is unrecognisable, and passes
through, as it were, allotropm Egtcs which it needs a
deeper sense than any other we’ve been used to exercise, to
scover are states of the same single rachcally unchanged
E-I‘emcnt .Again I say, don’t look for the develop-
ment of the novel to follow the lines of certain ¢haracters:
the characters fall into the form of some other r}_lthmlc
form, as when one draws a fiddle-bow across a fine tray
d'éh(_:ately sanded, the sand takes lines unknown.®

/!

_ \/ t has not been gcyrally observed that in spite of his
enthusiasm for instinctive life and for the possibilities of
(psycho—analysw, }J?frence recognized the necessity of some

~ Isort of outer envelope for his tales. Lawrence could draw
‘unf rgctta e C aracters with almost Dickensian facility. |

f P —————————
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M-RS“’Z rasies. If he Had liked ‘he rmght “have by
tmmn of chkens of the Midlands.’11 ]i'l;_T. records a
gmﬁcant incident in D H Lawrence A Personal Recorg

Lawrence now began to talk deﬁnitel;‘r/! of writing. H
-;said he thought he should try a novel, and wanted me to
‘try to write one too, so that we could compare notes.
“T'he usual plan is to take two couples and develop their
relationships,” he said. ‘Most of George Eliot’s are on
that plan. Anyhow, I don’t want a plot, I should b bored
¥ Lwith it. I shall try two /0 “couples for a start.’

““You see, it was really George Eliot who started it all;’
Lawrence was saying in the deliberate way he had of
| speaking when he was trying to work something out in
41113 own mind. ‘And how wild they all were for doing it.
It was she who started putting all the actibn inside.
Before, you know, with Fielding and the others, it had

been outside. Now I wonder which is right?* +=
I always found myself most intgrestéd in what people
thought and experienced within“themselves, so I ventuped 3
the opinion—that Gcorge Eliot had been right. E
‘T wonder if she was;’ Lawrence replied, thoughtfully. =
O ‘You know -I can’t hc]p thinking there ought to be a blt
N 3 of both. ’1‘29 ’

- g ——

. There ought to be a bit of bolh is a very Sngﬁcant statcmcnt.- 'j
!,Law‘?é'ﬁ?:"é""fook most of his charaffﬁ/ﬁom life and he did not
hesitate to put even unflattering portraits of his friends
his novels, but he has treated them as if he gdid not k
—_
them, that is, he has descrihed the inter rplay” of “their
fec]mgs and the state of awareness that sometimes
between two persons  even when they do not speak a
word. {Lawrence’s peculiarity lies in the adaptation




__reud as the symbol of the scmnt]st logmal
‘the laws of cause and effect, and 1gnorant of myste
L he value of peo or Lawrence, consisted i in a nwterwus
t resence behind ch racter, and in heyf'ar they were conscious
] ‘
' of it. He describes this mysterious presence in his essay ‘The
Novel’: S

T

‘G’

\/ Character is a curious thing. It is the ﬂam?/f man which
burns brighter or dimmer, bluer or yellower or redder,
rising or sinking or flaring accordlng to the draughts of
circumstances and the changing air o?fe?, changing
itself], continually, yet remaining- one gle separate
flame, flickering in a strange orld: unless it be blown

\o_yt by too much adversity.'® R
el 3.

Psycko-ana{yszs and the Unconscious was published in 195/
In tHis book, Lawrence attacks the stream Of consciousness
technique descnbmg it as ‘the stréam of hell’.6 An analy-
| ifls of his major novels will show that he not only turned
j//.’ rom _his predecessors, b #from his contemporaries as “well 17

In his “Study of Thdmas Hard}r , Lawrence admires t}
{Er Hardy shows his people in their relation to the moon
Egdon Heath plays a vital role in the novel Accordmg
to Lawrence the real sense of tragedy is got_from the setting.
- |What is the great _tragic power in the book? It is Egdon
V' 'Heath.'® The characters of this novel can only be understood
in their relation to the heath. “Take all the varying hates
felt by Eustama Vye towards the heath, and translate them
into loves, and you will have the heart ofﬁ Clym.*1? Snmlarly,
there is never a divorce between the settmg and the people in
Y 1D H. Lawrence. n the contrary, his :g:éracters are illu-
mmated by the description of the non-hu world. thony
West refers to the beginning of the short st story ‘Suf’, where
the character of Juliet’s husband is deplcted 5y C contrastmg

his colloquial speecE with a rich descriptive” texture:

i



deeper than one 1mag1nes and full of memories. A
|moment the sea seemed to heavs%ﬂce the serpent |

chaos that has lived for_ever.
- “These partings are no good you know,” her husband

[

sayl ~5. at Ther side. They are no good. I don t like them.’

o ’

here is a slight Jé/rence between Lawrence and Hardy

{in the use of the deseription of the non-human world.
[Lawrence himself refers to Hardy’s Egdon Heath as ‘a great

back%round vital a_t_nd"vwld which matters more than the
people who move upon it. Against the background of the
dark, passionate Egdon; of the leafy, sappy passion and senti-
gments of the woodlands; of the unfathomed stars, is drawn
lthe lesser scheme of lives.’2'}*The heath holds the action of
the novel and its characters as though-in the hollow of the
hand.’?® In Lawrence the descriptive scene does not ov\:rnde
the acuons of human charagters, although his characters
"“(/ have a qu1ck relatedness to all the other things in the novel
snow bed-bugs sunshine, the phallus, trains, silk-hats, cats,
9 SOTTOW, people« food; diphthéria, fuchsias, stars, ideds, God,
[ tooth-paste, lightriing, and toilet paper.’*® “T'he man in the
novel’, says Lawrence, ‘must be in quick relation to all thesq
things. What he says and does must be relative to them all.’2¢ =
flnstead of merely creating social and mental personalities,
he novelist should, according to Lawrence ‘restore into life =
the natural warm flow of common sympathy between man
and man, man and woman. 28 He accused Galsworfhy and
1E. M. Forster of treating their charactars on a purely social
level. In A Propos of Lady Chatterley’s Lover, one finds him{}
attacking Jane Austen for The creation of soc1a1 _p_ePE%nahtle

instead of c¢ aracter:

In the old England, the curious blood-connection h
‘the classes together. The squires might be arroga

i.



%ﬁamfz-;m‘..mﬂ: “and she is,
s, thoroughly Wnpleasant, English, in the
- snobbish, sense of the word, 3ust as Fielding
s English in the good generous sense.2®

| v

Lawrence’s tant desire was to change the quality of
an _relationship, which in a aq@wﬂal and 1ntellect-
den society, he saw based or wrong values. He wanted to

revive and re-establish a living contact between man and

g nature, man and his circum&ﬁbicn,t universe, ‘for the related-

: / ‘ness and unrelatedness of all things flows and changes and

/ trembles like g___s_t:lreafn, the characters in the novel swim and
drift and turn belly-up when they re dead. 27" : / /
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Hoops in Der Einfluss der Psychoanalyse auf die englis
lelberg, 1934) points out that, although the OE ?m :
central motive, it is not the only one w. ence
"mglym. There is also the conflict between and whman,
the ‘duel of sex’, and there is the human tendency o oonnm defects
and a@g disagreeable to the realm of undbéiousnm. Hoops ill s
- 4all this from passages in the novel. Miriam suffers from the infeﬁoﬁm )
\‘-\ lex; and is even supposed to be infected with the inc&ﬁ"‘r/rlotive:-rn- her ecs-
tatic love for her little brother Hubert.

‘Es ergibt sich somit, dass Sons and Lovers der erste psychanaltisch beein-
flusste Roman in der englischen Literatur ist.’
—Hoops. R, Der Einfluss der Psychanalyse auf die englische Lileratur,
Heidelberg, 1934, p. 73.

15. Reflections on the Death of a Porcupine, Martin Secker, 1934, p. 116.
16. Psychoanalysis and the Unconscious, Thomas Seltzer, NY. lyl, p. 13.
17. ‘Lawrence exists at the oppdsite pole of the creative impulse to Joyce; he
is a great romantic poet, who used the form of the novcl,_sh{‘l stories, verse,
travel books, and essays to express his criticism of moderh civilization and
his vision of good life.” -
P —Walter Allen, The English Novel, Pelican, p. 357.
b Becmatuisr %
18. Phoenix, p. 415.
19. Baker, The History of the English Novel, Vol. 9, p. 39.
20. The Woman who rode away and other stories, Penguin, p. 26.
21. Phoenix, p. 419.
22. Walter n, The English Novel, Pelican, p. 249.
23. Rtﬂxﬁaﬁz the Death of d Porcupine, Martin Secker, 1934, p. 111
'N24. Ibid. p."111.
25, Assorted Articles, Martin Secker, 1930, p. 102.
26. A Propos of Lady Chalterley’s Lover, Mandrake Press, London, p. 58.
4 27. Reflections on the Death of a Porcupine, Martin Secker, 1934, p. 114
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T. E. HULME ON FANCY AND IMAGINATION®

By Suni KanTi SEN
Indian Institute of Technology, Kharagpur

(}( v’
0ING to Hulme in search of a coherent aestheuc is@an exacting
experi ‘e_nce )His notes and_ essays are mostly ﬁ‘ggglentary, he
writes in a rapid, elhgué‘{l style and the manner in which he
tosses about well-established critical terms is almost dis-
concertmg Lan¥uage, Hulme says in his Noles on Language
and Style, is a large, clumsy instrument. Hence his aphonsm.
‘Always seek the hard, definite, personal word.! When he is
obliged to use a counter word he bends it to convey a meéaning
different from the convéntional. The object o j’ this _paper 15%
| to CXg_]’_I‘_}_}l‘le what he does with_the te,rﬁs ‘farfcy’ and 1mag1-
V! J\\g_&}jlon in_his_essay on Romantzczsm Vand CZa}::zicrzsm v "
/ To underline the distinction between romanticism and
classicism Hulme cast about for two terms and he went back,
f 9 reluctantly it appeags, to the overworked critical terms fancy
and ‘imagination’. “He is aware of the danger ¢ of using these_

 you can never be sure When you use them that you are convey- |
ling over at all the meaning you intended to.*flulme begins by |
saying that the h1story of famcy and 1mag1nat10n as two
different faculties is recent., tprIndecd neo-classic writers_used
them as interchangeable terms Colerldge discovered in_th

process of analysing the pccuhar.e}cellence of Wo,rdsworths

e i

oetry that fancy and imagination are ‘two istinct and |
w1dcly dlﬁ"crent faculties, instead of bemg the lower and
hlgher degree of one and the same power.’ Hulme reversgs

al  Coleridge’s valu\eéxstmctlon by saying that fancy is superior
o to imaginationgHe however, presently concedes that this
supenonty is not general or abs ute. The age demands a

Mnew kind of verse, a dry and lassma.]._YﬂLfor whlgh"
v-Y fancy alone can_serve as an_eflective tool./ “better

lhence its contemporary superiority ulme’s preference
for fan e detects his deep-seated” distaste for the vocam-

wmems He quotes Ruskin on imagination.

fitted for the specific task of rev:;%%g classmal spirit;

terms. Words current in Cl'lthd.l vocabulary are so vague ‘that ¥- 9.

[/



i | H Notes and Con
vy, I--‘_ ,_-'tiOn ce}nn.oj:w_'l_a_gt‘_ be serious; S _
darkly, too solemnly, too earnestly ever to_smile.“There

something in the heart of everything, if we can reach 1t,'

that we shall not be inclined to laugh at. . w’-”/The term ‘ima.
.o | gination’ is, according to Hulme, messed up with a bad
A s hysical aesthetic. The kind of verse that he is looking
forward to ‘will be cheerful, dry and sophisticated’, If imagj-
9 1ation gives us solemn poetry, then classicism would have
vy one of it. This is how he rationalizes his distriist of imagina-§
tion. /- 25 |
After going round the terms for ‘the greater part of the,
\l.j essay he at last offers in an (antithetical fform a definition of
the two faculties. “Where you get this quality exhibited in
the realm of the emotions you get imagination, and [that]
where you get this quality exhibited in the contemplation
of finite things you get fancy.’3 *Thhis quality’ had been defined
earlier. “To see things as they really are’ and ‘to get the exact
curve of what he sees’ are the two things which distinguish
good art and ‘the fundamental quality’ of verse lies in this}
Isincerity.‘ﬁ;'"I‘;_g return to_the definition of imaginatjqpf" ‘M_ere‘
~you get this quality exhibited in the realm of the emotions you :
¥ get imagination’. The antithesis—realm of the emotions and
y | finite things’—would no doubt suggest that_ emotions are
] generally vague and indefinable,’ When he says that ‘this_
quality’ may be exhibited in the realm of emotions he makes

a grudging admission that emotions too may be amenable to

precise description and th_i{s. difficult task is accomplished by

imagination.v.Emotions in ' romantic poetry _are _generally

V- I escapes into the infinite’, hence Hulme cannot get oyer his
distrust of emotions. He insists on the physical basis of poetry.

| “All poetry is an affair of the body—that is, to be real it must.
affect body.” His aphorism that ‘beaut ay be in small, dry *¢

laffect body."* His aphorism y.may be in small, dry ' ¢/
things’ is a plea for an avoidance of vague, abstract emOoUIoNA Sy

and a return to dry pregision and_concrete visual images. 3
inﬁc:z_ﬁi _é“s":a:_is:w operates on finité things and imagination on iy

emouons which tend to stray into the he concedes |

N+




' T E. Hulme on Fancy and Imagination / '

: id earlj€r that a classical revival does not mean
oo B =id o pacla vese that e i lookin for
| ( & 1o will be ‘cheerful, dry and sophisticated’/The epi-
-‘fﬂé carefully chosen. He had earlier aI;:P’SC(_i__ one of
:ﬁ: —radoes of romanticism §While it is grodnded in the

"
L tion_that man 1s inherently’ good and per-
: tic assump lqn . '.

v). L-‘f’;ﬁ, the poetry that it.inspires tends to Be gloomy;}—'lulme {\v g |

traces it to the first sentence of Rousseau’s Social _C_‘gntfact;
“Man is born free, and he finds himself everywhere in chains.
\'Ilﬁe classicﬁrkriew, on the other hand, holds that man is

4
)

intrinsically limitéd; hence there is no moaning or whining-in

classical verseA classical mind rescued from the sentinfental
assumgti%n tell‘at'ﬁlm'aﬂ__nat.ure is potentially infinite will findy, ¥ |
V‘\)I\;ﬁgt in_finite things and here fancy (which _contemplates
tiite things) will come to its aid. Hlulme rejects the Jgurrent

assumption that certain subjects are better fitted for poetry. v/
‘Wherever you get an extraordinary interest in a thing, a
great zest in its contemplation. . . there you have sufficient §
Jusﬁﬁcation for poetry.’s _MWhen he says, ‘Subject doesn’t |
matter. ... It doesn’t matler if it were a lady’s shoe or the”
starry heavens’,” he expregges with an implied relish his
Et:efercpce ff)r ajaay’s' shoe.\,‘_ﬁ}_t;_r ld poetry dealt éssentiaﬂy‘
with_ Q}gj_tlnrigs’, he. says in 4 ;Lec;.ggrgé ;é!’vModern Poetfy.vi"he
o classical verse w1ll.conr-1e back to small, dry thiﬁgs. Hulme’s

* § preference for fancy is directly related to his belief tha .
lady’s shoe may be pelief that 9.

good enough for
Hulme, it should be note d,g poetry, aw

: noted, is completel
V) 13}13 1r}ﬂgence of neo-classic aesthetics, aﬁ)thOuyhu}?:ﬂ%Eted by
.2 revival of classicism, /Dryden, for in eads forl :
o !\

1

T . Or instance, uges
Imagination as mtercaﬁé‘ngcable terms. Fanc ancy and

him, is a wild and¥lawless faculty, a

-ra
A‘_ccordmg to Hobbes, the function of E}gﬁgllg-?meﬁ s
vitive. One pecalls his dictum, ‘Fancy | “Cly_decora-

O€t_discovers ne

t Fancy is not mere decoration added on tq

Plain language, he says over and over again
afld abstract which can-never express i

. exactly whe
1sees, 32 poet must continually crea ‘




; ohorism from his Notes on_Langua
~ pthe direct opposite of literatyre, which is ne a T
‘ tion and mec But a deliberate chq.osing_ and workir

i

; ita L ork
Ep. of analogies.WThe continued, close, compressed effort.”

o — e g

ancy, as he defines it, fits into this aesthetics. .o~

Hulme _djsELngll_ishes different levels of intensity in the
operation of fancy. ‘When the analogy has not enough con-
nection with the thing described to be quite parallel with
it, where it overlays the thing it describes apd thepé is a {0
certain excess, there you have the play of fancy.’i/Here 38 11
fancy working at a lower level of intensity. The analogy and
the object are juxtaposed and, to borrow a phrase from Hulme

there is'no ‘fire struck between stones’, no flame leaping from

analogy to object giving them a new visual meaning¥When
fancy operates at a higher level of intensity it effects a fusion

of the object and the image; the analogy may appear amusing
but it is necessary to get the ‘ei&t curve of what the poet
sees’. Hulme cites an examplegd In Herrick’s ‘tempestuous
fpetticoat’ the analogy does not overlay the object; it is an
exact image of a woman’s skirt billowing and flapping round

he_r shapely legs as she walks down the street. & ’
W1t is too often taken for granted that Hulme’

is anti-Romantic and that his plea for geometric a |

classical verse means a total rejection of romantic tradition. -

Frank Kermode has argued in his Romantit Image that Hulme | &

e | =y
Wlis very much in the romantic tradition. His theory that intellect” | i
: - — - g

|18 a discursive and expository faculty which gives us ‘mecha-
¥ nical complexities’ while intuition gives us ‘vital complexities’ =
and a poetic image is an/intuited truth places him ﬁrmly”i_g/;_-
the orgaticist, anti-poSitivist Stream of romantic tradition¥
The fancy-imagination distnétion made b Hulme shows the
mbiguity of his anti-Romantic position. hen_he says that
fancy 1s better fitted for the task of revavi classicism h

“does not state clearly wﬁy he regards imfagination as an i - Vi
rior faculty.gc cites Ruskin on imai;;ig(E :

e

s aesthetics )

rtandadry

tion and there is an
to th

oblique_reference to Coleridge _too.»Hulme seems ,
that the term: imagination’ has been debased by :




::.‘ ' _. I"'. . ¥ 4 - =1 >
- aesthetics. Sloppiness, imprecision and the habit/of straying

not make for precision? Imagination he says, belongs pri-
?grily to the realm of Emotions,/The ability to see things
reshly and to communicate them in clear visual images—
this is the positive quality he values and he says rather airily
that this quality has ‘nothing to do with infinity, with mystery
or with emotions’. Here he seems to imply that emotions are
t_ame: to precise description. But his definition of
aittation recognizes that emotions &an be precisely orga-

nised. Hgl@g_’g‘j_p_l_angf_ fancy’ is__@_t_ygg#fé?{rom Coleridge’s
fancy. The faculty of fancy, as Coleridge defines it, yokes
fogether images but does not fuse them info one single inten-

ity. And the activity of putting together the image;%ln
e
f

affair of choice, ‘an empirical phenomenon of the wil :
conceits of Cowley are in this sense fanciful. In the ‘play o
;fq"ry_:y’, Hulme observes, the image and the object stay sepa-
rate. This, he says, is inferior to imaginatione’In the intenser
operation of fancy the analogy and the object become one.
{Coleridge too recognizes in the operation of sec_oncfary imagi-
‘nation _this ‘shaping’_and_unifying power. It is significant
that Hulme uses another Coleridgean word ‘vital® to describe
how fancy realizes an object by visual metaphors. He says
rather quaintly that Coleridge used the word ‘vital’ ‘in’'a
perfectly definite and what I call dry sense.’*? It denotes a
new. kind of complexity ‘in which the parts cannot be said
to be elements as each one is modified by the other’s presence.”*®
This is precisely what Coleridge says about the gsemplastic .
|p0wer of imaginatio

of fancy’ and the intenser operation of fancy is | thus_analogous
to Coleridge’s distinction between fancy and imagination.
“Hulme recognizes the nature of imagination as defined by
Coleridge but he rejects this term (the rejection is not how-
ever absolute) as the symbol of a dying tradition. When he
relates the exercise of fancy to the ‘contemplation of finite
things’ he is unconsciously echoing Coleridge. ‘Fancy. . .has
no other counters to play with, but fixities anc&ﬁ es.” He
M.y also have remembered Wordsworth who said _in “the

Preface to the Poems of 1815 tha imagination recoils from

)

into the infinite are, according to Hulme, the marks of roman tic 4
oetr .mDsseg he imply tha tiiwe T of imagination does | - %

n. Hulme’s distinction between the ‘playn



Further Speculations, ed. Sam Hynes, p. 85.
11. Speculations, pp. 137-8.
12. Ibid. p. 138.
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V}_":";{Jo'r’s debt to Gourmont in his critical essays on metaphysic
poetry has not received sufficient careful consideration by
critics so far, though attention was.drawn_to it by F. W.j

ateson! in 1951 Before undertaking a study of this aspect =
of Eliot’s criticism of metaphysical poetry, it would be desira’blle )
to consider some of the principal critical ideas in ?9 mont, R
particularly those in ‘Dissociation of Ideas’ (1899), an essay | i
which was considered by Gourmont himself as_being more
fmportant than his other, essays. In this essay, Gourmont

Observes:

= |
L gt
.

b
-

e———

Vélere are two ways of thinking. One can either accept
_current _ideas and association of ideas, just as they are, .

or else undertake, on his own account, ne associations

! capable of such efforts is, more or less, according to the
degree, or according to the abundance and variety of
its other gifts, a creative intelligence. It is a question

ither of inyenting p_gyﬁ_;gl_@tjﬁgs,bmm_am_idﬂs, old
. Jmages, or of separating old ideas, old images united by

Jradition, of considering them _one by one, free to work
them over and arrange an infinite number of new couples
which a fresh operation will disunite once more, and so
on till new ties, always fragile and doubtful, are formed.
(Decadence and other Essays, translated by W. Bradley,
1922, new edn. 1930, p. 3). . ity

| It is wy(fx the second mode of thinking whic dertakes
' ‘new associations, or what is rarér, original dissociations’
| ¥ | that Gourmont is concerned in his essay. This mode of
v ing involves the artist’s capacity to(i) establish mes
| fions, and (ii) undertake the dissoci ;

- e e 5 ’
Lrggards new associations, he says, ‘there are no

-~




B by 113 to .'
mical analysm separates the elements i
which by combining with other elements ‘may form
new substances, similarly ‘dissociation’ separates images .
ideas within a concept so as to leave them free to combine
with othegs, thus forming entirely new conceptss As an ex-
mple, Gourmont refers to the idea of beauty trmy*
V9 fassociated, because of its pleasurc cvokl___g__power with woman
ut now fo_ggg to exist mdependeqtly of sex attraction. |
«/These ways of thinking age. precisely what Eliot fihds in
metaphysical poets. ‘Remote”ideas’ and ‘ill-assorted images’
are brought together in their poetry by assoc:atlonaj{)hnsbn s
Eﬂectxon is that in metaphysical poetry heterogeneous ideas.
re yoked by violence together; Eliot says that though the
\}'Hcas are heterogeneous, they are, in the best metaphysacal
r1t1ng, fused so as to produce a smgle effect“He says that
d1sparate experiences are always forming new wheles in the
poet’s mind. Eliot affirms that ‘a degree of heterogeneity of
material compclled into umty by the operation oet’s &
‘mind is omnipresent in Poctry > He thus seems to repeat what
‘Gourmont said about the inv cmlon of new relations gs the
work of a creative writer. @ 4
/The other concept of Gourmont, ‘dissociation of ideas’, also

finds its place in Eliot’s criticism of ‘metaphysical poets:

. J

/‘]ohnson has hit, perhaps by accident, on one of their
peculiarities, when he observes that ‘their attempts were.
always analytic’, he would not agree that, after t

‘ﬁusoc; ion, they put the ma
\ (Selected Essays, 1953, “The Metaphysmal :

6)//

This is clearly what Gourmont says when he speal



makes /between (the int 1al’ poet )(Donne)
ective’poet (Tennyson) is the differepce between T
Eid < "~ thinking which undertakes new assbciations and orig nal i
- dissociations and the way of thinking which accepts current
' ideas and commonplace associations.|Donne broke away._from
v-9the poetic conventions of his times by ‘establishing new corres-’

ondences and analogies in his pe?ty._]
v/ The recognition of the poet’s ¢dpability to éabli_sh new
relations between altogether dissimilar elements is at the
back of Eliot’s statement that in the writings_of a cre tive'v. 9.

genius like Donne or Chapm; an there is_‘a direct sensaous

|2 rehension of thought, or a recreation of thought into
feeling’ WA creative writer is able to move with considefable
agility ffom the world of thoughts to_that of sensations,.and

-

e versa, a capacity, which, Eliot thinks, Iél_i_;_a@‘llan_;gnd
“_]acobean ~dramatists_and _also _metaphysical poets possessed

hut not_their successors: ‘with.the end of Chapman, Middle-N 9

ton, Webster, Tourneur, Donne we gnd a_period when, the
\\igtellect was immediately at the tips of the senses’, says Eliot

in his essay on Massinger: his leads Eliot to the statement that

whereas Eliza '"W.Whﬁi- ’

cal poets possessed(unified ensibil,i_ty,ith?f—f_successors‘sufferedr!

from aldissociati ensjbility’%\s BateSon has pointed outf
- - Sp———— -

this ‘sensibility’ concept was borrowed by Eliot from \V9
mont though it occurs there in a different context.?/but on
wonders whether there can_be_any sense in saying that a

oet_can possess unified or integrate serﬁibiljty by virtue of
having the capability of establishing new"relations, or that of

Plending disParate expeniences ingo new wholes. For instance,
to say that the ability to use onc’s_rcading in wngng’ a poem -
on the theme of passionate love pfesupposes unified sensibility

POsEs v |
u ¢ meaningless indeed. Wliot seemed to have realised /f |

———

WO! ingless 1ndee t seemed to hay
4. his mistake whén fen years Jater in his essay on Donne contx-i-l
I buted to A Garland O Johir Donne (1931) he said: |

.




. 1€_pieces. E
It, therefore, astonished Eliot to note that his phrase ‘!‘ﬁ{‘m

9.9 ciation o sensibilit%’ had acguﬁ’%& s0_much success in the
world. (“Milton 1T’ 47). But, at the samie time, he once again
affirmed his fajth in his thedry of ‘sensibility’ with, of course,

\ ‘some modiﬁc{:fions. He said:

\‘organization ; father a plf_zled and humorous shuﬂhng '

\(/{ believe that the general affirmation represented by that =
V Y. phrasefldissociation¥f sensibility’ ) . retains some validity- 4

2
' but I now incline to agree with Wﬁrd that to lay 3
vy the burden on the shoulders of Milttn and Dryden was i
S e TR TSR ] e i LI Y = 3
a mistake. If such a dissociation did take place, I suspect
shat the causes are too Eomplex and_too*profound to
Justify our accounting for the change in_terms of litera
eriticism."All we can say is, that something like this did
happen; that it had someth*f;fg__q to do xﬂ«‘ri_t_g/’the vCil

{War; that we must seek the causes in Europe, not in
England alone; and Tor what these causes were we may,
\dig and dig until we get to a depth at which words and
1@566@53_?&}1':us‘:'“"’(‘M'ﬂtOn, IP, 1947).

»

\J‘)‘._'_I;}‘j_js_, however, is not a sufficient_ jﬁstiﬁcation for what Elip;:
# said 1n 1921; it does not say that the dissociation definitely
v ;\It'o_ok_place, and only states that something like l;his‘_@ppened.
X under "causes t00 ‘complex to pe analysed. /7 = = -
CVHW. Smith, in his cssay Dissociation of Sensibility’
(Serutiny, xvii, Winter, 1951-52), seems to take the clue from
Eliot’s statement that we_must seek¥the causes i Europe,
not in England alone, when he says that KlZ}E_S_gﬁ_ was caused!
ngxﬁth_ebreak-tip of the Elizabethan world-picturd?, Shakespeare,
he says, was a defei’idgl; of the

stable social organism: s

The ethos which Sunde;n/td mind and TR |

spirit from,
matter, intellect from emotions. . -he could net but react

against. . .half a Century later the Restoration society
l\ saw _the Protestant spirit in triumph and ‘poetry as Shake-
Speare understood it completely vanished.,/ ~ §
| (Seruting, xviii, 1951-52, p, 115)
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two rcalm.-s of abstract and se{isib.lue had_a.lrca.gdy 31?;2
i ed; it Wasm—mﬁ@fﬁﬁfaﬁ@ ‘which separate 1 1
s that the l@@i@@é{gﬂ_&worked between them

(Seruting, xviii, 1951-52, p. 178)

ance in whom this schism
what Eliot meant in the

stated that whereas
ay ‘Digsociation“of Id
tical evaluation

ying Gourmont’s ess
“i;ery much in his oy
ithe ‘sensibilit}r’ concept, in the way he applj
lopment of English p

the ideas under-

cas’ helped Eliot

YAt may, therefore, pe
V.5 l'

S i e F-thig \_hli'“asct; ‘dissocig_t_ian AR "
sensibility’y'The 1o rom_dissociation 1 ideas’ tq ‘dissotiax :
tion of s'):ensi'b'ility’ IS not a long one_“é;ﬁ&iany Wlil-l'-oné V“f’)
V) uﬁnds that the term ‘I, sensibilite’ occupg freqﬁ'uéntly'iﬁ"(}our .§V 9::,-_.;
ment’s essay ‘Le Probleme dy Style’ (1902), =
 ¥One more aspect of Gourmont § mfluence oy Eliot j
@ ‘ cerned with the question of obscurity

,. us poets (‘The et
qct'_s;")v.‘OETiovt/ e may safelg,guegén th
with Gourmfé:g _essay ‘Stephane Mal

Decadence’ (1898) towards the end o

ﬂw&u{lﬂ{ of Mallarm¢




. . 2 .-'-- f1 2 . .
ey s, it is only an inattentive and vulgar mi
~ l|ldreads to undertake the delicious quest. (Decadence, p

He further observes: ‘When the brain is rich in sensations :

AT
-

n ideas, there is a constant eddy, and the smooth surface
“troubled at the moment of spouting.’ He is thus led to concluc .-

If, then, onc undertook a definite study of Stephan
Mallarmé, the question of obscurity wotld have to be &
treated exclusively from the psychological standpoint, for
the reason that there is never absolute, literal obscurity
in an honestly written work. A sensible interpretation is
always possible. (Decadence, p. 155).

This is exactly the position of Eliot on obscurity in metaphysi-
cal poetry.,He praises Donne and the French poets, Racine
and Baudelaire, for being great psychologists, the ‘most curi-
. || ous explorers of the soul’."_’Hc states that the poets of the meta-
. physical school were engaged in the task oy}xdigg_verbajf
equivalents for states of mind and feeling.
¥ It may, therefore, be concluded that Gourmont’s_critic
“ fideas were quite influential in shaping Eliot’s _criticism of
metaphysical poetry. '
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us,
———

aa ‘(STEP by sgep, it should be safe to say, we are getting

the esseftial meaning of phat Aristotle r-eall){ said. We
know about the three Yities and various other distBrii
that constituted the staple of critical thinking during the
\neoclassical period. Lest however it be thought that with the

triumph of Romatiticism we overcame all traces of misinter-
and important book shows

- Lpretaﬁbn, John Jones in this new

N that this is not so. ¥ ; A
With Romanticism b'geoming the new hg;_‘thodoxy, the ten- " pa}
dency to discover rules of art in Aristotle fell into disfavour..”
— —— e ——— - e ———g TS -’__.-__....--—-— ¥
Instead, the Poetics came tO be scru_gmsed as a document
light on the human and psycmogical

which could throw
aspects of Iiterature.?us after centuries of relative neglect,
9 ‘the concepts of Kathrsis and Hamartia came 1O be discnssed
in an active, polemical way_ﬂ’ﬁ;e concept of the tragic hero
also_ _’_c_m_e_rgefd{,about t‘.@,\ fime. Butcher’s book, Anistotle’s
T heory of Poelry and Fing Aris, written at the end of the last
century, might be regarded as representative of this srend of
thinking. To illustrate his argument Jones quote the opening |
words of Butcher’s chapter, “The Ideal Tragic Hero’, in this

‘connection:

e

M S | |Cagey —
" M 2 o e T
|

of the definition of tragedy itself;

in the Poetics has given rise to sO

he description of the ideal tragic
#-—-—-“

With the exception
probably no passage
much criticism as t
hero in Ch. xiil

—

= And having done so, Jones proceeds to show that there is no

S vidence at all that Aristotle entertained this concept. In

| fact, Eﬁe‘ first part of this book x;?;ch deals with Aristofle’s

= Poetics is 10 the nature of a polemic attack upon the Romar icy st
| notion of a tragic hero who 1s destroyed by his hamartia./ *

-
a
v

. o =

Bfﬂ:chcrs words s reflect, speaking generally, the nine
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'y House’s attempt to be th
ced. But that is done without the po
es brings to bear on this question
| the concept of a tra¥ic hero has been™
HYmported into the Poetics: there is no warrant for it in the |

ext.] V istotle T S?(éa ly insists upon is that “Tragedy
is an imitation of an a ion.” Equally obviously it is not an
}imitation of human beings, though human beings are neces-
‘sary to the action: ‘Being the imitation of an action Tragedy
involves a plurality of stage figures who do the acting .> How-
ever, ‘Tragedy is an imitation not of human beings but of
action and life, of happiness and misery.” Put in this way,
zncfﬁody_ is likely to misunderstand Aristotle today. b
But that Aristotle has been misunderstood in the recent
past is strikingly illustrated by Jones. By quoting a passage
Jdrom chapter xiii, he points out three important discrepancies
between Byﬁrgtcr’s translation (perhaps the most commonly
used translation) and the Greck _original. Where Bywater 1
uses ‘a good man’, the Greek has ‘good men’, where he uses -
‘a bad man’, the Greek has ‘bad men’. That the plural gets 3
converted into the singular is not an accident. Nor is it a
slip on the part of Bywater, a scrupulous translator other-
wise. This change comes about, as Jones shows with a wealth
of critical data, because of the nineteenth-century notion that
in a tragedy what Aristotle has in mind is a-singlé dominant
figure who comes to grief because of a fatal flaw in his char-
acter. Both the changes mentioned above lead to the third “
crucial change, where instead of ‘the change of fortune’ as in
the Greek original, Bywater renders it as ‘the change in the
hero’s fortunes’. :

ccording to Jone;ﬁ; reading of Aristotle, what is really

[tragic is the fact of change, not its {irection. Therefore the
n

change of fortune should be ‘situatiénal’, not personal. “Tha 3

is why’, Jones adds, Aristotle is ‘so. careless and unemp icH

in recommending whether the change should be dow

e
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The Idea of Coleridge’s Criticism T
see, he contradicts himself, once
ng and once the finhappy. V

-_,,_..—--—-ﬂ

or upward. As we s
referring the happy endi
temains hard to understan
tragic change evoked in him,
hepo and his individual fortune.’
As sometimes happens in such cas

case. Change of fortune is of course 1
fiow can there be any drama without change of fortune?'SO
in emphasizing the ‘situational’ change, Aristotle is stating

%}:;mething fundamental and obvious. But this does not prove

es, Jones isroverstating his
the sine Yua non of dramaz:

At Arstotle is indifferent to the elements of pity and fear
ih tragedy. That being so, Jones’s argument can ‘Hecome
finally persuasive only when it gives due weightage to Aris-
totle’s appreciation of the pleédsure of tragedy. As the argu-

“ment stands at present, there is something emotionally anaemic

about it. %~ -
{The value of
offers to some O
is as much true of J
have been discussing so far)

this book lies pritharily in the challenge it
f the accepted nibtions about Aristotle. This
ones’s analysis of the Poetics (which we
as of the remainiug three-fourths

of the book where Jones applies his interpretation of the
Poctics to the three Greek tragic poets. (This section of the
book is uneven in quality. At times he is brilliant; for instance
in his pages on Svgphqcl"cs and the Poétics. But at times he
\}tries to fit evidence to his particular theory about a play, as
for instance in his discussion of the legend of the Oresteia as
handled by Aeschylus. My own feeling in the matter is that

as the one dealing with the Poetics.

* this part of his book will not meet with such ready acceptance
i

Punjabi University AMRIK SINGH

Patiala

//The Idea of Coleridge's Crilicism, by Richard Fogle, pp. 185
University of California Press, Berkeley and Los Angcles’

1962, $ 6.00.

CorLERIDGE’s significance as_critic has been the subject of
controversy since the beginming of this century, and more

e

nd so long as we Suppose that ﬂi'“e-;" 2

-~ e

as it does in us, an lmage of the




yRead considers him ‘head a{l_g shoulders a
¥ English critic’, and 1. A. Richards presents hi
of semantics in literary criticism,§It is, however,
who, in his proyocative chapter on Coleridge (

Modern Criticign; 1955, pp. 151:87), has chagged him
indiscrimin¥te borrowings from the ermané ':'ti_cs andAra
cendentalists, particularly Schelling, Schillée¥ and Kint. .
[r——— & ] anmatl 2

wonder, Wellek’s own reputation in En has recently

e e em— . —

waned on account of his unsX'rx}E%thetlc pronouncements on
an established British genius. | T
Where, then, can one place Richard Fogle’s essay in the
vast body of expository and critical material that has appeared
to date on Coleridge’s criticism 2- Let it be said at the very
-‘outset that rY)ze Idea of Coleridge’s “Criticism remains at best an

o

engagingly Tycid, occasionally perceptive and pal ably adula-
tory exposition of Coleridge’s critical theories, El&ough Fogle
refers in his prefatory note to René Wellek’s” evaluation of
Coleridge’s critical theory as ‘only eclecticism roving amid
the ideas of transcendental Germans’, to Raysor’s dismissal of
the theory of imagination as ‘unfortupate’, to the New Critics® *
charge that he always over-psy'choﬁg?zes, over—ﬁh__i_mphizcs,
sentimefftalizes, to Tate that he never satisfactorily resolves
the conflict between subject and objett, Fogle does not under- BB
{ take to examine any of these adverse cr_itig_'ﬁs with any
. appreciable degree of thoroughness and plausibility: ‘Coleridge
emerges from these pages (ingidentally, the book might have
been subtitled~‘1ﬂefenc_e\étf_,Coleridge’) as ‘an inevitable
synthesizer or syncretist’, but once again Fogle does not care
to look critically enough into the precise nature and implica
tions of this process of synthesis, this reconciliation of op
sites. Ehe eader does expect, certainly at this stage, s
conclusiv 'é?idenc;go‘ show that this central”idea in Ci
iridge’s critical paiitheon was not a direct Borrowing
Schelﬁng%ora‘tion On the ﬁ}jg_tfzﬂ. the Fo
to Nature (1807). In fact, Fogle hardly makes :
tion to the vexed question of Coleridge’s heavy
from the Germans. Bl
- All this should not, however, detract from

: H
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The Idea gf Coleridge's Criticism

mentary on a

‘to be concerned rather with a few centr
» or ‘sources’)—his concepts

great y;ng@ critic. Fogle seems.
al tenets of Coleridge’s

criticism (regardless of ‘influences
“ﬂ"" “barticularly his evaluations

cuss at some length how grie
_how likeness should not_bg
and hyo_r_'ggnic‘{iflit
imagintive W rk
ogle’s chapter
| reproduces, rather Jamely at
from the relevant p '
excellences of Wor
controversial points re
\Coleridge’s analysis O
co_rly_iction? Fogle’s st
considers Wordsworth’s child
which he consequently

f the

y is a means of./de

ork and the imaginative
‘Coleridge’s Criticism 0

arts of Biographia
dsworth’s poetry.
main unsettled.

atement that ‘Rightly
-philbso |
rejects’, ral

ongly’

f Life, Beauty and Poctry, and partic
f Wordsworth andﬁkgkespeare. And here he has undoubtedly
made a few very significant points.| For instance, he does dis

in Coleridge is always Il ivated, :
(& IH V

mistaken. for- COMPIC entity, |
scribing both the
f

< ind that creates it
f 'W'c_nrdsworth’s Poetry’
some of the main points
Literaria—the defects an

But, once again, the
[fz;r instance, how does
y Ode fail to carry
or wrongly he
pher a basel&s metaphor,
ises a host of questions.

places,

Immortalit

__then how and why? The

Besides, if it is ‘rightly or wr
sifient of Shakespeare SCEmS to be

chapter on G ridge’s asses

more satisfac orily

Coleridge’s attempl

| upon a psychologica
tries to stretch criticism bey,

| cumstances all thgg;‘eticm

rather than try to supplant
whout Shakespeare’s mode
‘E!"ngh't' out very effectively.
eare playarc related to it

y contrast, balagice, 1 :

tj_og,.]E;Eh characte?a
in the law of bicen ality he

to the purposes

= n the Aristoteldan and the Coleridgean
d incigively: for Aristotle, it is the human

J rama is establishe

worked out.

‘to establi
| theory of Shakespeare’s development. ..

q:l(-re he rightly observes that
sh a chronology of the plays

nd its bounds, for under the cir-
nference must supplemcntﬂ_f_act
it | (p. 111). [LThe central fact
of charagtg-;’)’brtrayal is also
‘All the characters of a Shakes-
central idea and to one another,

ikeness, modifica ion, angd- subordina-
s Tis own being and individuality; as
- — 2

is subordinate but not englaved

of the whole’7(p. 113). Again?c distinction

concepts of

umizn’ character in_aétion. And,

ction, for Coleridge, it is h
ff course, none would

o Coleridge’s ‘snail-horn delicacy’,

ion Fogle's impassioned homage
especially in his treatment
| y




1. S. Eliot: His Mind and Personality, by S. S. Hoskot, Pp.
University of Bombay, 1961, Rs. 15.00. e

aboriously and monotonously compiling passage after pass
on all the issues concerning T. S. Eliot that the author h
chosen to consider. Quotations are certainly desirable for
substantiating the critical discussion of a point, but very often,
I suspect, there are more quotations than the argument
strictly demands. For instance, there are on pages 29 and
l 30, as many as seven quotations (V. W. Brooks, F. O. Matthi-
essen, Edmund Wilson) presented in support of Dr Hoskot’s
point that the tone of Eliot’s early poems is determined by his
peculiar outlook—an odd mixture of superior contempt and
personal frustration and regret. If Dr Hoskot has drawn his &
conclusion from the poetry of T, S. Eliot, he has every right

+) [to hold and express it, and it is not at all necessary to give a
Hormidable list of criticS who are of the same opinion., The
fact that some others have expressed the same view is not an
argument. On page 34, after having dwelt on his point that
Eliot had to ransack the history and literature/of the wor
&p find words for his feelings, he quotes Ferw' {.?‘ﬁ sugg
ing the same point. The excerpt from Leonard Unger’s b

& 1

on T. S. Eliot, used for rounding off the second paragr
on page 36, is another example of the author’s habit of qu
otherg&v;ho share his view./The long quotation on pages 8.
from Granville Hicks’s The Great z'yﬁz’zion is similarly
5 lcalled-fgr. It is to such redundant quotations, present
chunks, that I object; they distract the reader’s atts
Serve no purpose except of adding.| Dr Hoskot ¢
presented his matter more concisely and with
» It seems to me that an impgjant aspect of ]

’T HE book under review is(a tygihc;f doctoral disserta




thc form and the content

- passed over by Dr Hoskot. It is a
| Altfhough thc book: is intended pnmarlly to trace
of Eliot’s spiritual “evolution, there is scope in it
_ _n;g_@: changes in the manner of his poetic prac-

e ---q—...

] Eliot’s spiritual journey “from complete scepticism to
reh ouA)f’ ith, on which he lays stress, brought about changes
nof' only in the _matter but also in the manner of his poetic
practice. The fact 1s that Eliot’s approach to different ideas
is intensely emotional, not merely intellectual or didactic.
The prot?esLsmEots evolution which Dr Hoskot analyses
worked at a deeper level of the poet’s consciousness; at the
level from which poetry springs. An account of the transfor-
mation of Eliot, if it is to be adequate, should trace this trans-
formation, both in point of form and substance. Dr_Hoskot
‘ has however concentra ,,/Ed entirely on the second element and
so leaves a sense of Jacima. .

In spite of the defects I have mentioned, the book on the
whole reads well, offering a clear’exposition of the author’s
views. It has the quality of perspicuity. Dr Hoskot presents a
selection from Eliot’s poetry and prose works in support of
his theory that the contradictions in his writings are con-
nected the contradictions and conflicts inherent in his mind.

| An expatriate with an international vision, Eliot seeks, in his

: opinion, the security and stability of a life rooted in an ancient,
'5 ‘unconsciously accepted’, localised tradition.

{Dr Hoskot makes a painstaking analysis of the inner deve-

lopment of Eliot from his young days when he lived against a

puritan background till his s entry into the Churc]y 1 of England,

with consequent changes in the tone of his lltcrary composi-

tion./He seeks to disprove the preyalént idea, shared by such

critics as Granvﬂle‘%;mks and Ed nd""VVxlson that Eliot’s

surrender to the Anglcaileathollc faxth 1s merely“a- consequence
~J | of his aristocratic predil

ections, his love of fiterature and art

R e
‘and his Bge‘d/ef a subtle system of values tra\x?e%::hng those
of material existence, The urge came in Eliot’s€ase, according
to Dr Hoskot,yfrom a reahzamon that the Church offered a
structure of Btliefs enabling him to meet his _personal experi-
ence in a spmt of detathment, to interpret it as having more




€sponsipie for his
inclined to ask how m
ivictions. Normally it is
Sk ; ¢ his feelings and impt
B HElieE ST attitude. His convictions ate s Yarce
~ personality and so are bound to be reffected in his Po
Eliot is, as Dr Hoskot holds, contradicting himself in his p
writings, he js likely to be guilty of the same offence in
poetry also."{n that case, how is one to account for the pro- =
found impression made by Eliot on our time? Does one
remember Eliot only for the technical facet of his poetry? Or

Iis it possible e;or Eliot to}wﬁic in two altogether different
moods as poef and prose”writer? Can he temporarily forget ¢
his convictions while writing poetry? These are some of thef,
questions Which should have been discussed at length in thet ¥
book. ’

Regional Engincering College S. M. CuanDA
Durgapur

=T

The Revival of English Poetic Drama, by H. H. Anniah_ Gowda,

Pp. xvi+322, (Publisher not named, 1963), Rs. 20-75. R

.,f PoETic drama in England at present is puzzling pheno- “L_
Imenon. While interest in it is steadily in reasing, the output
of poetic plays is sluggish.' If poetic plays ar s_l_gjl and tenu
ous flow, books on poetic plays are a mereVirickle! Mr Anni
Gowda’s study therefore has the immediate distinctio
'being a welcome vefiture in good timt%t has a :
distinction in as much as it is the first contribution to

in book fo\z( on the contemporary English poetic

-




g a praiseworthy aim LBut while this sl
. foreign readers, it 15 doubtful whether it

fit Indian writers except as a warfing and

25 -,mplc,w;;c it is no more than a saga of deft
 "Znd lost bAttles] Limited to a study of the verse-p
\'in e Tdwardian and Georgian periods, 1t stops short of
i

vin laywrﬂ'ttu like Eliot or Fry. "\
¢ ground which-Mr- Anniah Gowda treads is not virginy
sorwas the first 1o scidoot on it when she

s_c.).il. Priscilla Thou cg
wrote Modern Poetic Drama about two decades ago. There are

as"ﬁéﬁfé"bm writer’s work, which are larger, fregher
and more interesting. The arca of his investigation is much
wider, for th(ﬁ&ﬁh_ it is defined as the ages of Fdward and
; George, it goes further back and forth. In analysing the
factors which made the poctic play of thig'period a failure,
\Mr. Anniah Gowda considers, and very rl/ghlly, the failure of
their language) What i« still more creditable is that in consi-
| dering the language of the plays, instead of cchoing opinions
or making haphazard assessments, he has carnestly endea-
| voured to fortify his conclusions by *riu_filingffr(-m the texts,
- though his quotations ar¢ not always well chgsen or happy,
and the principles by which he dubs some passages dramatic
and some others undramatic are m.tl'u;vzrlmrary.

U]hc study is sprinkled with certain héresies which are likely
to lead to critical asides. Ad@i:rs I?»d advocates of pure
drama will gasp at the author’s vagiic and amorphous view
of it, for he holds t};z:t a good prose play is essentially poetic
W land cites Shaw’s major lays as cxAm ples, His long and enthu-

siastic advocacy of ﬁar_y"s Dynasts as a ‘;4%(' play is difficult
il aé ricity. {Besides

1 to understand, exceptps a piece of critical sccent
i p——— teibate o Vears's D :
customary tribute to Yeats’s Lurgalory, ? author

:11‘\!

paying '
has not made any elfort to explain the supreme gnificance

| of its language. Serious students of Eliot canqo'rm? be amused
by his statement that Eliot has fashioned his later plays after vy

P

the N atre of Japan, 3
: W%M, K}Wﬂ‘h".s work is patently the proghict of a long

~and painstaking study of more than a score of playwrights

5
)
-

¥
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e ebullient énthusias,
he period

@nefthe dramatists of t
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An I}ztroductz'on to the Pronuhc’z'atz

wiiciation of English, by A. C. Gim
PP. xv4-294, Edward Arnold, London, 19623 305__

THE author of this book, an experienced teacher of phonet
lat University College, London, calls it an ‘introduction’ to
the pronunciation of English, but it is actually a book for

advanced students,) Besides dealing with ph“c‘)ag)ic theory, the
sound syst i |

L

advice to the foreign learner.

The phonetic symbols used in the b
system adopted by the International Ph
are in some cases different from those
Outline of English Phonetics. It would be
ticiafis could agree on a uniform s
for transcribing British English. :

The book has three main divisions: ‘Speech and Language
‘Sounds of English’; and ‘Word and Connected Speech’. ']
first section begins with an exposition of the theory of commus

nication, after which the author goes on to describe tl
production of speech. The speech chain is de_s_gcll"i/bcd-
series of psychological, physiological and physical activ
The speech mechanism is described in detail and the
'of the lungs, the 'Gocal_ cords, and the f‘?asoua&ng cav:
explained clearly. This information is necessary for a
- culatory description of speech sounds, but the a
- isnot neglected. The author discusses the nature

ook are based on the
onetic Association,-but
used in Daniel Jones’s
a good thing if phone- _
ystem of notation, at least

w4

-




e some a.' iculatory information can also be gwen
Cardinal Vowel Scale is clearly described. This scale

r values in languages’ and because the set is recorded.

~ Moreover the chart used for a visual representation of vowel
~ relationships is based on the cardinal vowel tongue positions.
- Having provided a basis for the phonetic description of speech
- sounds, the author distinguishes them from linguistic units

S r— A e

~ and brings in the concept of the phoneme. He also discusses
~ the ‘syllable’ and mentions both ‘the prominence theory’ and

‘the pulse theory’, but recommends a linguistic approach.to
the question, which means that the syllable should be defined
‘with reference to the structure of one particular language
rather than in general, phonetic terms.’
The second part of the book, its major section, deals with
) the sounds of English in great detail. The author first gives
the historical background and gives an account of phonetic
studies in England during the last four hundred years. He
discusses the types of sound change, and emphasizes the fact
that sound changes do not necessarily change the linguistic
system which usually remains stable. The evidence available
for a reconstruction of the older forms of English is described
briefly and an attempt is made to reconstruct the sound
system of Old English (a.p. 700—A.D. 1100), Middle English
\(A.D. 1100—a.D. 1450) and Early Modern English (A.p. 1450—
A.D. 1600) While it is true that historical studies are not of
much help to a student of modern English pronunciation, the
historical portion of the book will be of special interest to
scholars in Indian universities where languags,courscs have
so far concentrated on the historical aspect. .
j There is a brief discussion in the book on standards of
pronunciation and the emergence of a social standard. The

=

ecause ‘the vowel qualities are unrelated to parti- |




C mmo y described
glish and  traditional

“he author gives a list of the ‘distinctive vewel'_é_%-
ding glides, and describes these twenty vocalic
in great detail. The treatment of each vowel includes:

(i) ‘Ilustrations of the spelling forms, of variatio
length of long vowels and diphthongs, and comp,
tive examples for practising variation of length
differentiation from neighbouring phonemes.’

(i) ‘Articulatory description and an assessment of guali
in relation to the Cardinal Vowels.’

(1i1) ‘Indications of some of the chief variants—regional
and social.’ 2

(iv) ‘Remarks on the principal historical sources of th

(v) ‘Difficulties encountered by foreign learners, with
appropriate advice.’

Of these, (iii) and (iv) will not be of much Interest to a foreign
student of modern Spoken English.
The acoustic features in terms of
been given for the twelve pure vowels. i
The descriptions given by Mr. Gimson are ip some ¢
slightly different from those given in D_g‘r_gi,e__lf_{m[é_r‘ms’s 0
of English Phonetics. This is mainly due to the time-lag bety
D."J.5 generation and Mr. Gimson’s. For example,
Gimson’s [e/ and [=/ are closer than D.J.’s; his [a[ is 1
open and more advanced, his [2:] is closer; his [au/ k
at a central position, and his /au/ at a point nearer t
than the front open position. In connection with the
\thongal vowel glides, Mr. Gimson makes the im;
that ‘most of the length and stress associated

‘formant regions’ hav



sounded.” While examining the vowe
kly accented syllables Mr. Gimson
unaccented syllables are associated particularly with
of a central or centralized quality (or a syllabic cc
t), ie. [9f; /1], and [u/’, though other vowel phonemes

-+

 may occur in syllables not carrying the primary accent. He
also gives the frequency of occurrence of R. P. Vowels based

on D.B. Fry’s investigations which show that in colloquial R.P.,

Ja| (10.74%) and [I/ (8.33%) have the highest count. A

recent count made at the Central Institute of English, Hydera-

1:7@, showed that the frequency of [of was as high as 25%.

The longest chapter in the hook is on ‘the English Conso-

nants.” The author gives a list of twenly—fﬁug distinctive English

consonants——‘consonantal phonemes’-—and classifies them in

z . * .
two general categories—those involving closure or stricture,

i and the voiced non-fricative or glide consonants that ‘share

| many phonetic characteristics with vowels.” In the first cate-

f 1 gory are the plosives /p, b, 1, d, k, g/, the affricates [tf, d3/
and the fricatives [f; v, 0, 0, 5, 2, {, 3, h/; in the second category
are nasals /m, n, p/, the lateral /I [, the post-alveolar fric-
tionless continuant [r/ and the semivowels (j, w/. Each of
these consonants is described in great detail, and useful
advice offered to foreign learners, for example, that the Indian
labio-dental frictionless continuant [2] will not do for English
Jv| or |w/ and that the Indian dental /t/ and /d/ will not do
for English [8/ and /9.

The last section of the book deals with connected speech.
The author discusses the various factors—stress, pitch, quality
and qu-antity—-—that may render a syllable more prominent
than its neighbours. He deals with word accentual patterns,
the ‘weak forms’ of unaccented words, the different roles of
:nfonation, the different types of nuclei in intonation, and
features of assimilation. _{/ s ™=

The book ends with an’ exhaustive bibliography and a

e

L ok 1 7

chyfrt of the Phonetic Alphabet.




d M.Ed. 'stﬁden_t;s specializing in English L
also for teachers of En@sh In universities and te

1g institutions. \if/

The. Central Institute of English R. K. BansaL
Hyderabad

The Use of English, by Randolph Quirk, with supplements by
A. C. Gimson and Jeremy Warburg, London, 1962. E

IN Professor Quirk’s own words,
stimulate a mature and informed
so that we can understand the natu
to use it more intelligently, respond to it more sensitively, and
acknowledge more fully the implications of its international E
use today’“(p. v). All these aims, except perhaps the last,
“might have applied to any school course on how to use English
—the writer does in fact give question and discussion points
at the end of each chapter—but the book is otherwise. It is
Ia gay and intelligent survey of a number of aspects of the

this book was written ‘to
approach to our language,
re of English, be encouraged

language in use; there are chapters or shorter passages on
i those who use English and the uses to which it is put, on the
relationship between language and thought, on speech, class
and regional styles of English, grammar (i.e. structure),
words, ‘ordinary’ and ‘extraordinary’ usage, and the more
exalted modes which are associated with poetry and the
drama. Gimson’s supplemeént, called ‘The Transmission of
Language’ is, for the most part, a conventional presentation A
of the phonetics of English, but (p. 304) adds something new
and valuable on the question of how much the context of an

which are often taken to be essential for intelligibility. W

burg’s supplement, ‘Notions of Correctness’, is a light-he

trifle endorsing Quirk’s thésis at some points.

¥ The body of the book is full of good things rather

. ‘good thing in itself. To the interested amateur
will appear in a new light. He will scru




e will be able to investigate at various levels of 2

structure of typical utterances; he may for the firs
his hand at recognizing different styles and registers of Bg
The reader who comes to the book already initiated into
some of the mysteries, and into current thinking about them,
is likely to be less satisfied.’ This is not because there is much
in the book which is untrue Or inexplicit, but because one
E:oks in vain for any ‘thin red line’ running through it; there "%

nothing which is led up to by close argument OT the muster-

' ing and juxtaposing of illuminating examples, no very consci-

other. Rather the

ous movement from one proposition to an
to facets of the subject

| contrary, the writer frequently reverts
which are evidently of deep interest to him—style and linguis-
tic appropriateness, ‘correctness’, standards in English, etc.—

always profitably, it is true, because always with more illu-
mination to support his contentions, but the reader finds
himself constantly wishing that the particular subject had
been treated in full when it first appeared, and that he had
“then definitely moved on to something else.! This rather
haphazard approach betrays the provenance of the various
\chapters: they are versions of a series of talks broadcast by
he BBC in 1961, and there is a good deal of evidence to
suggest that the revision was not as far-reaching as it should
% have been. The book will, it seems to me, be valuable wher-
=ver students of English at college courses want or need back-
ground reading on the nature and use of the English language
as revealed by the techniques of modern linguistics.! Students

\:hosc main concern is with literature ‘§h'ould read and enjoy

all Quirk has to say about the ‘wrestle with words’ that goes
rain, and about the linguistic bases upon
which any work of literature depends for its special effects.’]
But the unevennesses, €.g. the placing next to one ano

of the rather -facile, easy-going Chapter 10 (‘Looking at
English in Use’) and the tougher Chapter 11 (‘Grouping
Words into Structures’) will encourage the professional to
skip and the amateur to _giyc,.up/r do not think that any 2!
amateur, pinning his hopes entirely on the explanations in
\¢his book, could leave with a clear conception of The cas it
trast _t:gdocennic—exogenuic (p. 193), or, indeed, of it *

n in the poet’s b




o

- Section
urpose of

to snatch it away :

categories of sentence analysis (as on p. 190). _ S
#" The liberality of the book sparks off many talking 1

5. o
just as the author wishes, and one hopes that readers’ cri
cism will go beyond the v

igorous and searching questions at
the end of each chapter, on to some of the fundamental issues.
There are many. One issue which disturbed me constantly as
I read was the suggestion that the ‘ordinary’ use of language
is the ‘phatic’, i.e. the conventional, the pointless, the futile;
the ‘extraordinary’ use is for the precise communication of
information, as in law and the natural sciences. Of course, 1
know some of the reasons for this attitude to language. In
the old days, pPurposeful conversation in well-rounded sen-
tences was about the greatest concession which linguists felt
able to make to the study of spoken language in actual use.
Anything pitched at an intellectual level below that, e.g. the
exchange of conventional greetings, comments on the weather,
corroborative synonyms to give the person you are listening
to the satisfaction of being agreed with, and the rest, was
considered not to Jjustify serious study. Then came a school of
sociologists who suggested that this ‘phatic communion’ was
also worth consideration and study, particularly from their
own point of view, since such talk, at least superficially,
appeared to be more ‘behaviouristic’ in character than, say,
that heard in a senior common room or read in one of the
novels of Peacock. Quirk’s thinking represents the extreme of
this position. To him everything except the social pleasantries
tends to be extraordinary, and much that he says about this
matter shows that he has fallen over backwards to be fair to
the opinions of the sociologists. But I do not think that Malin-
owski anywhere postulated a bifurcation SO extreme as ‘ordi-
nary—extraordinary’ to the pattern of speech behaviour as he
saw it. He and Quirk are unquestionably right to draw our
attention to ‘phatic’ utterances in oral communication and to
show how, in their role as instruments for the achievement
‘togetherness’, they are important but in danger of bei




; them, and awareness,
~of language cannot lie i . e

precise and careful modes which need attention in .
world, whatever sociologists may make of the process.
widely separated points in the book (pp. 171 and 207), Qun

presents some testimony in an effort to prove and illustrate

his point about the uncertainty and lack of control in ‘ordi-
nary’ spoken English usage. Both the passages he gives pur-
port to be true to life, the first ‘a transcript of a piece of
conversation, recorded from life’, the second the beginning of
an imaginary conversation. The first piece is evidently a
monologue (does it not take two to make a conversation?),
and it is so profusely sprinkled with um’s and er’s that the
speaker must surely be under considerable strain, committing
himself only with great reluctance—or perhaps he is a pro-
fessional philosopher. [A hint on the nature and origin of
this passage is given in Question 7(a) on p. 174]. Could the
speaker have been an interviewee facing the lights and cameras
of a television studio? If so, or if the stretch of speech comes
from an analogous situation, what is its value as testimony
here? As for the fictionally contextualized but fabricated
passage on p. 207, if an acquaintance of mine spoke to me
in this way I should assume that either he was covering up
some criminal activity or had gone mad. How far ends lag
behind means is well shown at this point: for years recorders
have been readily available to take down the speech of ordi-
nary people in everyday situations; there are repeaters which
will play and replay the material so that it can be accurately
transcribed; most linguists pay at least lip-service to the
‘primacy of speech’ in their research. Yet a serious work on
the use of English has recourse to a stretch of speech which,
although unexplained, appears quite exceptional, and another
which is avowedly fabricated, in order to bring home a critical
point in its argument. Better evidence than this suggests that

in ‘Normal’ speech as it is manifested in educated conversa-

tion there is in fact some underlying purpose, that sentences
are not usually left dangling in the air, neglected and un-




ich compels serious studs
h as phatic behaviour has perh t
to look for obscurities when they are r

>, even in written English. It would be interesting
‘what ambiguity in the following sentence (quoted on
~ p. 209) gives the impression that ‘British destroyers are mass-

“ing in Algiers’ (as suggested on p. 222):

A British destroyer and a cargo steamer, which had
been making for Algiers, spent hours searching the area.

The book contains a number of inaccuracies which might
be rectified in a second edition. The notes on the use of English
in India (p. 12) are out of date: Hindi, not English, is the
normal medium of instruction in the armed forces; not all
universities in India conduct their examinations in English;
Kannada (p. 11) is incorrectly spelt. Early in the book vari-
ous comparisons with other languages are drawn, though

' some are far-fetched. One wonders, for instance, how far
the uninitiated would think that English cries [krai(:)z] ‘sounds
like’ the German Keis [krais]—‘circle’. The difference between
the terms class and group (introduced in connection with lin-
guistic features which mark or do not mark these things,
PP- 67-8) is not clear, and I do not think it in the least ‘beyond
question’ that ‘linguistic features which can be identified as
the markers of real or fancied social classes are few in number,
and that what we have are sharply declining in importance.’
Is the implication that social ‘groups’ are differentiated in this
way? If so, what is the distinction between a class and a
group? It is only recently that speech schools have been
opened in Britain for business executives on promotion who
need to ‘improve’ their pronunciation to bring it up to ‘board-
room standards’. On p. 73, word-order must be included as
a requirement in English which replaces the inflectional sys- <
tem of Latin in the given sentence, since ‘grammatical words’

y are not enough; cf. ‘The girl said that the man. .” and ‘The
S it the gl Al i interesting to see that




ussion of the simple utterance, ‘He’
It is evident that, as Quirk says, the

ments for sort in this structure are few, and likely to be res-
tricted semantically, too; #ype would do, for instance. The
‘grammatical word’ of is the principal limiting factor here.
It is not clear on what basis 0dd is alleged to be semantically
restricted to a similar extent, to words such as queer; I imagine
that any number of adjectives qualifying human physique or
character, e.g. pleasant,. agreeable, thick-set, shifty, arrogant, WO

fit as well grammatically. _
I have touched upon only a small number of the points

raised in Quirk’s enquiry. To say that there ar¢ many morc
places where further thought and discussion would be profit-
able is to acknowledge the stimulus which his work affords;
he hopes for deliberation on the part of his readers, and this
he will certainly inspire. There is, however, a deep-rooted
objection to the book: its title, The Use of English, is misleading.
I expected a detailed account of where English is used, how,
in what styles and for what purposes, how written and spoken
forms compare, in the world today. Instead, the bulk of the
book gives (as I judge from what I understand of its structure)
an account of how English works at various levels and in various
styles—urbanely and intelligently, it is true, with a carefully
balanced background knowledge of modern trends in linguistic
thought, a warm understanding of the state of English langu-
age and literature today, but very little on the ‘users and uses’,
as one chapter heading leads us to expect. To illustrate how
language works, with, as in this and many other cases, ex-
amples almost entirely from English, and to show how we
can use English to better effect by pondering on its workings,
is a perfectly worthy aim; this Quirk has, with some reserva-
tions, achieved. But the use of English is not equivalent to
the way it works; every car-driver knows the use of the inter-
nal combustion engine, but far fewer know how it works.
The late Professor Firth, who strongly advocated studies in
the usage of language (in the way in which I understand the




il such work are not necessanly out of place, thcy are
~ in place there than in works on structural linguisti
instance, since some types of communication in a given co
text are going to be more effective than others, and this p
tion Quirk plainly concedes. But it is more than likely
he has gone too far in this matter: words, ‘vocabulary’ (which,
in his term1n010gy, tends to be restricted to ‘names’) will, as
he is at pains to remind us, fit particular contexts but not =
others, and are not therefore to be judged as right or wrong
on other counts. But on style he concedes less. For instance,
he quotes a news item about a cricketer named Craig (p. 165),
and reproves the news-man who wrote it because it contains
a good deal of ‘premodifying’—one of the stylistic features I
associate with Time Magazine. He gives as an instance, ‘the
modest 17-year-old Craig’, ‘which’, he goes on, ‘surely very
few people would in fact be heard saying’. True the remark
quoted is in what appears to be a very loose form of reported
speech, a kind of erlebte Rede, and may very well have been
recast in order to heighten its journalistic effect. But that is
not the point. All that really matters is that a vast number of
readers of English read structures of this type on innumerable
occasions, so frequently that there is no oddity at all about
them. They communicate efficiently what they are meant to P
do, and, pace the ‘speech primacy’ supporters, need not re-
flect speech usages any more closely than some of the literary "
extracts do which Quirk quotes with approval in his last
chapter. At one time, I have no doubt, they were an inno-
vation,—they came into the language, as it were, through
the back door—but that is a matter for the linguistic hxsmn- e
ographer and is interesting only incidentally to the ling
investigating the use of the language. The same could
said, mutatis mutandis, for the lexicon of the language. ! S
-words as probe (in pohcc probe’) and bride-to-be occur de




nd talkmg, or rather wntang, of dlsapproved yles, 1t
lmtzcmg that qurk’s own usagc in this very mattv:_ |

John is patting a flattered-looking mongrel. (p. 177)
[This purports to be one way of telling someone about the
little boy and the dog.]

The head of the college’s book of quotations.

| The Bishop of Durham’s mitre of beautiful workmanship.

(Both on p. 182). On p. 166, structures of this sort are called
‘atypical’. There is also the eccentricity of a Saxon gcmuve
for inanimate objects, e.g. ‘a particular area’s pronuncination’
i (p. 85), ‘a word’s value’ (p. 131) ‘the language’s own licence’
$ (p. 239).
g he need for statistical evidence as to what is typical and
i" what atypical is evident, and will have the closest relevance
to the accounts which remain to be written of the ways in
which English is used today and where these usages may be
heard, read, and studied.

The Central Institute of English BerNArRD LotT
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s 1 and most useful survey of Enghsh literature ﬁ:um _

1950 with a postscript covering the years 1951-1955.

A. C. Warp _
ILLUSTRATED HISTORY OF ENGLISH LITERATURE

To provide an account of English literature attractive enough in

style and presentation to be read from end to end as a book in
gaging manner.

its own right, telling an absorbing story in an en

Volume One — CHAUCER TO SHAKESPEARE
Volume Two — BEN JONSON TO SAMUEL JOHNSON

Volume Three— WirLLiaM BLAKE TO BERNARD SHAW
Each volume 30s.

PAPERBACKS FROM LONGMANS...

HeNr1 FLUCHERE v
SHAKESPEARE
Translated by Guy Hamilion

The work not only gives a conspectus of Shakespeare’s drama as
a whole but it exhibits that drama in its relation to other master-
pieces of the Elizabethan theatre. 12s. 6d.

F. W. BATEsON
WORDSWORTH
A Re-interpretation

An introductory report on Wordsworth as poet and man—the
two are indissoluble—in the light of the new information that is
now available. 125, 6d.

“_Davip DAICHES
CRITICAL APPROACHES TO LITERATURE v

This is a comprehensive and well-documented study of the
whole field of Literary Criticism. 155.

ORIENT LONGMANS

BOMBAY CALCUTTA MADRAS NEW DELHI
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