


The Official Organ of
The Indian Association for English Studies




) AND AT
CAPE -rown, CROYDON (AUSTRALIA), HONG xom,
KUALA LUMPUR AND TORONTO :

Published March 1966

Price Rs. 5.00




V. A. Gogak, m.A. (Oxon.),
Central Institute of English, Hyderabad
K. R. Srinivasa IYENGAR, p.ritt. (Madras),
Andhra University
G. C. BANERJEE, B. Litt. (Oxon.),
University of Bombay
B. Das, m.a. (Columbia), B. vritt. (Oxon.),
Utkal University

S. K. Kumar, ph.p. (Cantab.),
Osmania University



| Dreams in Chaucer L
-. —GovinD NARAYAN SHARMA -~

f' The Dramatic in Donne

] —V. K. CHar: 3 .

Dramatic Technique in Tristram Shandy
- —AMBARNATH CHATTERJEE 5

\:\D/h’e Reality Within &
—B. Rajan o i 44

The World of Maud Gonne() b

</—A. G. Srock 4 o i 56

Yeats’s Indian Experience O B
—V. Y. Kanrtak (i e At o 80

Notes and Comments

|
E The Text of Greene’s Orlando Furioso
: — Supir KuMAR MUKHERJEE .. u3 102

The Date of the Welsh Embassador
— TIRTHANKAR Bose .. S s 108

«— HARENDRA PrRASAD MOHANTY ..

Scott’s Proposed Edition of Shakespeare
— BALAKRISHNA Rao .. Vix 2

The Date of Meredith’s One of Our Conguerors
— AMITABHA SINHA .

' George Herbert’s ‘The Collar’
|




" The Teaching of English Literature Ourseas
- James Joyce: David Defoe .. S
Fowler: A Dictionary of Modern English Usage . .

J. G. Bruton: The English Verb in Context etc. ..




- In HE Proem to the House_
ralsmg the question of eams, their K
 ficance, concludes by avowing his comple
all these details and only expresses the pious wish
may turn every dream to good. This charming i
does not indicate the actual state of Chaucer’s kno
the subject. In the Proem itself, he dxsnngulswl}es six differ
varieties of dreams and suggests about twelve’ different causes
that might give rise to them. The frequent mention of dreams
in his work shows his deep interest in them and his great
familiarity with the existing literature on the subject. :
Macrobius’s Commentary on_the Dream of Scipio was one of

the most popular texts on the subject of dreams in the Middle e
[ Ages. About Chaucer’s acquaintance with it, there is no ey

doubt. This was his ‘olde book to-torn’ which had sent him B
; to dream of the Parliament of Fowls. The name of Macrobius
; 1s, as a matter of fact, mentioned by him in one of his earliest
compositions, the Book of the“Duchess, as also several times
again in his other works. Taking the views of Macrobius as
the basis, Chaucer enriched his knowledge from various other
sources like the medieval sciences of medicine and astronomy.
Macrobius' had confined himself only to visions that come to A
men in sleep, of which he named five principal species—first,
'? the enigmatic vision, in Greek o_nf_z:{qf, in Latin SOmmmn,
: second, the prophetic vision, in Greek horama, in Lam’
third, the oracular vision, in Greek ckrematim'?:,_ in 15
oraculum; fourth, the nightmare, in Greek enypnion, in Latin
tnsomnium; and last, t.hc apparition, in Greek . antasma, whidbl
Cicero had called wvisum. Of these five, the first three
regarded as significant because they foretell coming
the last two were dismissed as idle and devoid of any me
We call a dream oracylar in which ‘a parent, or a
revered man, or a priest or even a god really
will or will not transpire and what action to take or
We call a dream ‘a prophetic vision if it actually




perso‘ﬂal ahéﬁJ socid iniversal,
probably refers when he speaks of the-
1.18). |
The last two, the nightmare (z'mamm’um)
(the phantasma or visum), are not worth interpre
they have no prophetic significance. ‘nghtmares
caused by mental or physical distress, or anxiety
future; the patient experiences in dreams vexations s
those that disturb him during the day. ... Since these dr
and others like them arise from some condition or cir
stance that irritates a man during the day and consequentl
disturbs him when he falls asleep, they flee when he awakes
and vanish into thin air.’ This type is called insomnium x
because it is experienced in sleep—all the species have that
in common—°but because only in sleep is the dream-content
believed to be as it seems; upon waking one recognizes that
it has neither value nor significance.’® ‘The phaniasma or
visum, in truth, comes to a man when he is in a certain, as
it were, first mist of sleep, somewhat between waking and
complete quiet, and when, on the pomt of beginning to
slumhcr he conwdcm himself up to thls time fully awake. Ir

rushing in of tumultuously whirling, kaleidoscopically chan
ing things, cither delightful or disturbing. In this class is th
ephialtes (or incubus), which, according to popular behcf ta

AdImttmg that these two species of dreams are va
aids in acquiring a knowledge of the future, we are s
vided with instructions concerning the character
bilities of divination by the other, three.”

Chaucer’s classification of dr€ams has been s
critics to be on the Macrobean model. For



and ag

~ dreme’ and insomnium into ‘sweven’, ]
- terms are not sharply differentiated.® The Chaucerian
nology, as Curry has pointed out, is not exactly e uiv
~the Latin in the manner indicated by Ten Brink. Bu J
not true, as he says, that ‘we find nothing in Macrobi
corresponding to dreams having their source in complexions
of the body, or in natural melancholy. .. nothing to indicate.
| that he is acquainted with dreams called “infernal illusions”
caused by demons or with “‘revelaciouns” proceeding from the
influence of good spirits. . .”® While Macrobius does not de-
scribe in detail the dreams which are caused by the imbalance
of complexions or humours, he admits that they may be
caused by ‘physical distress’. Similarly ‘mental distress’ and
‘anxiety about the future’ are very comprehensive terms and
might well include dreams due to natural and love melan-
choly. ‘Infernal illusions’ are clearly mentioned by Macrobius
in his description of the phantasma or visum. ‘Revelaciouns’,
I think, constitute the main topic of discussion in Macrobius’s
Commentary. The dream which was granted to the younger
Scipio was a ‘revelacioun’ in the sense that it was vouchsafed
to him through the grace of his ancestor as one of its chief
| objects was to acquaint him with his great destiny. Of course,
L Curry is right in saying that in Macrobius, there is no mention
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of dreams depending upon seasons of the year or the power of
the moon, or the type of waking vision which comes some- 1
times to saints or with the direct revelation of God called
prophecy.’® The possibility of these was widely recognized in
the Middle Ages and it should not matter very much if Macro-
bius did not make any mention of them. Generally, Chaucer
was constantly drawing upon his intimate acquaintance with
Macrobius’s work, though he supplemented his knowledge
by a study of the medieval sciences of medicine and astronomy.
¥, Dreams were given an important place in medieva Yoedi-
cine. No physician could afford to be completely ignorant of
the nature ol dreams, because ‘a dream’, as Galen says
‘indicates to us the condition of the body.”™ ‘It is qu
rent that any disturbance in the normal balance ex
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physlmans classified dreams o
 to their causes into three general types, nar
nalurale, somnium animale and somnium coeleste
de Abano calls the first a somnium nalurale becaus
in the dominion of bodily complexions and humo
second a somnium animale because it ‘springs from
anxiety and perturbation of waking mind’; the third
coeleste because ‘it is brought to pass through impression
by those celestial minds or intelligences which are said
direct the heavenly bodies in their courses, since they
able to stamp their figures or influences upon the Imagination:
in accordance with their natures and in proportion to the
aptitude or fitness of our minds to receive them; for the human
mind is, in its essence and action, far more nearly akin to
angelic substances than to bodily sensations.” Thus, if the
cause of a dream was determined it would be fairly easy to
arrive at some definite conclusion regarding its validity as
indicator of future events. The somnium naturale in what 1
seems to presage is always and utterly false; the somnium
coeleste, on the other hand, is never without some significance. =
It is even more credible in t 2

he mornings, because at that time
the mind, being calm and unoppressed by humours or by f
repletions of the body, is in its fittest condition to receive
clear image of the divine impression. The somnium ant
‘seems to have very little significance, or none at all; it s
the most part an illusion.” The value of dreams as a help
diagnosis was, however, diminished by the difficulty of cla
ing them. Still, the clever physician could see in them
ficant clues to the nature of a particular disease.
Dreams figure mainly in about eigﬁ{if Chaucer’s p |
Four of them—the ﬁgg{c_‘éf the Duchess, the Parliament of #
the House of Fame and the Legend of Govd T omen—ages
the form of the traditional love-vision; in the ot or 1
The Knight'S Tale, The Man of Law's” Tale, Troilus ‘and
~ and the Nuns Priest’s Tale, they are fitted into th

-




His slepe, his mete, his drynke, is hym biraft,
That lene he wexe and drye as a shaft; w
His eyen holwe, and grisly to biholde,

His hewe falow, and pale as asshen colde. . .

.. but rather lyk manye,
Engendred of humour malencolik,
Biforn, in his ownene celle fantastik.

It is not surprising that in view of all these facts, Arcite’s
dream should be undependable and following it should not
bring him much luck. ,

Troilus’s dream is capable of being interpreted almost in"
the same terms and this is how Pandarus actually explains it
away. But Pandarus would not place any reliance on dreams
whatsoever. There is such a confusion of opinion about them.
‘For while the priests of temples tell us that they are the re-
velations of gods, they also say, I know, that they are infernal
illusions. And the physicians say that they proceed from com=
plexions or fasting or gluttony. Under such circumsta.nces, -'
who can say what they 51gmfy? Also others say that such
visions come out of a person’s having a thing firmly unprmed
on his mind. And others say, as the books tell them, thatfh@'
depend upon seasons of the year and their effect goes by the
moon (V. 11. 365-71)’ In these thirteen lines, Chauqeg 5
given a succinct epitome of the entire cnncal oplmon -'

of dreams being due to an association of ideas v
beautifully sums up in this stanza in the
Fowls : :

_______




emeth ‘how his plees bcen sp'
~ The carter dremeth how his carte is goon; Rz
The riche of gold; the knyght fight with his foon;
The syke met he drynketh of the tonne;
The lover met he hath his lady wonne.  (11. 99-105)

In the rich man’s dreaming of gold, the lover’s of his lady and
particularly the sick man’s drinking by the ton, there is an
anticipation of the Freudian theory of dreams being the
fulfilment of suppressed desires. There is also the reference to
dreams being divine revelations foretelling the future. Troilus’s
dream, as Pandarus points out, is devoid of any such signi-
ficance. It is more likely, as he says, that it is a somnium naturale
proceeding from melancholia (V. 1. 360). Sometimes it seems
to Troilus asleep that he is alone in some horrible place;
sometimes he is fighting with enemies and falls into their
hands; and again he seems to be pitching from some high
place into the depths below. Starting out of his slumber, he
feels a quaking dread about his heart and his body trembles
with fear (V. 11.246-66). All this may be due to fumes arising
from too much melancholy in the blood. In Macrobian terms,
he is experiencing partly an insomnium or nightmare which is
supposed to be due to mental or physical distress or anxiety
about the future. It is partly a phantasma or apparition too
because Troilus is dreaming of dreadful things, something
like the ‘incubus’ which tortures people in sleep. This kind
of dream was sometimes popularly interpreted in the Middle
Ages as the appearance of demons in sleep. Perhaps Chaucer
is referring to it when in the House of Fame he prays to be

delivered ‘Fro fantom and illusion’ (1.493).14
v/ That dreams could be caused by the influence of the planets
s a widely accepted belief in medieval astrolog'y Sol and

Luna were the chief planets exercising this influence, Sol

E-c—mg influential in, proélucmg waking visions and Luna in
causing dreams in” sleep.!® It is to this power of Luna tha
Pandarus doubtless refers when he informs Troilus that
some dreams ‘th’ effect goth by the mone’ (7.C., V.1
Snmlarly, dreams could be caused by reactions of the




that. ‘aﬂ:er tymes of the. yecr by kyndc,_ men dre
376) maintaining that all such are meaningless. S
v.d Chaucer’s knowledge of medieval dream lore is, howe
seen to the best advantage in the Nun's Priest’s. Tale. It
befell that as Chauntecleer the cock, at dawn, was sﬁtmg on :
the perch with his seven“wives, the fair Pertelote being next ‘:5
| to him, he started groaning in the throat like a man who is
\sorely harassed in his dream. When Pertelote heard him
rumbling like that, she made anxious enquiries. Chauntecleer
answered her saying that he dreamt a horrible dream: ‘May
God keep my body out of foul prison. I dreamt that as I was
roaming up and down in our yard, I saw a beast like a hound;
he would have pounced upon my bddy and have struck mie
dead. His colour was between yellow and red, and both his
ears and his tail were small and he had two glowing eyes.
Because of his aspect, I am still almost dead with fright. And
this, doubtless, was the cause of my i”Banmg 16 Madame Perte-
15% has no sympathy with these fears of Chauntecleer. She =
calls him a faint-hearted ¥oward, a L person who, though ha.vmg
a beard, does not have the heart”of _a man. In her opinion,
dreams are qffo'thmg more than 1]1u31ons They are born of
‘replecCiouns’, often of ‘futhes’ and of compleé/ ciouns’. The
particular dream he had had last night, she proceeds to diagnose
with supreme self-confidénce, was due to the ‘superfluytee of
rede colera’. It makes people have dreadful a}%aﬁ%m |
mows fires, red beasts with red limbs who bite them,
just as an excess of the humour of melancholy causes many a
man to cry out of fear of black bears or bulls or of black devils.
She could thus describe the effects of other huméurs too, but
the more urgent problem was 1s to treat her husband for the =8
- malady from which he was suffcrm_gimbecause it could takea
more serious turn. The remcdy she suggests is to purge hi
mxcess hymours of choler and melancholy b
him some laxat: laxati es; otherwise there was danger of }m
down with a te crtlan fever.




H superabundance of humours in the bload
- for example, remarks upon the infallible symptoms
_cholia: “The principal signs of melancholia in the blood
these: fear without cause, swiftness to anger, and trenY :
when the humour is strongly established, drédd, defecfive
judgement, uneasiness of mind, a kind of apmg_ensmn on
account of things which are or are not, and for the most part
anxmty over that which is not ordinarily feared. Some live
in apprehension of robbers, some fear that the earth will open )
and swallow them, and others that wolves may break in
«_upon them.’1” A sign of too > much choler, according to Avicen-
Sy T ]
na, is a ‘dream in which one sees fires, and yellow banners,
many other things yellow which are not naturally so, the
fervent heat of the bath or of the sun, and such like,’*® and
of cholera nigra, ‘dreams in which terror is produced from the
darkness, by tortures, and by the appearance of black things.’*®
Similar is the opinion of other authorities.?® ‘

Pertelote’s proposed method of treatment does her even
14101"6 credit. The first thing to be done immediately, is to
purge the choler and melancholy of Chauntecleer, because if
the sun in his ascension found him still full of hot humours—
he was very choleric of complexion—he was sure to be afflicted
with a tertian fever or an ague, which might prove}ﬁs un-
doing. For a day or two at first, he would have digestives of
worms before he passed on to laxatives of laurus, centaliria,
ﬁzmana elleborus, euphorbium, rhathus, and. hedera heliz. All this
is in the manner of the most e\pencnccd and learned physi-

cians. It was the digestives of worms that for a time had -‘-.:‘"
puzzled scholars like Walter Clyde Curry. Most probably, it

was Chaucer’s ingenious device to make the remedy fit the
fowl.] ‘But Ch:alucer‘&msJ far too consummate an artist,’ ]ohn-
Livingston Lowes argues, ‘to invent when facts played into > his
hand. And the sublimated humour of Madame  Pertelot
prescription,’ he continues, ‘with its blended congruity and
congruity, rests on the fact (which Chaucer knew, if we dt




sed by Ghaucer Just to dlsPlay l:usl arning.
just thrust into his work as an occasio al
because-of his extraordinary interest in the subject. -
ﬁt&d mto the main body of his work and have_
“ lace in his amsti?%nomy Nowhere else can ’
gemonstratc an in his use of the traditio dream
the stock-in-trade of medlcval Tterature. In his predece
dreams are a_mere dewcc to get the reader into a
fairyl nd v,peopled By persomﬁecr- bstracttons
9“‘“ ercy, Desire, Jealousy, Despalr or by typlcal VErs scar
more concrete than the abstractions themselves. At fimes, thé'-
dream machinery is handled with considerable slu]l buttheir
main ob_]ect was to transport the reader into an gma.vf
world, delightful and free from the storfs and streSses of this ? i
matter—of fact one. There is hardly any attempi to re E&m ﬂg
the actual phcnomena of dreams. Nor does the fact that it K
is a dream? =vision have any eflect in determining the character o g
v of the poem. The author goes to sleep at the be infing of the
poem and wakes up at the end. ‘In the interim,’ as Kittre:
says, ‘he may be in a strange country, perhaps, but he is not' -’
in any dreamland that mortals know.’2® // J S
 Chaucer’s lovc\'\nswns on the other hand, have the real
character of a drcam He produces this effect firsgg by estabm-u'f
Ing a close connccllon between the wal-ung experience, the
dreamer’s character and the substance of the dream xtseﬂ‘-l E
ang, secondly, by a number of delicate touchcs, almost t too
elusive to isolate but undeniably” significant in _their W e
unpresswn For instance, this connection between the v ,
experience, the dreamer and the dream is quite vﬂsa.l,m‘
Book of the Duchess. The dreamer sees the bereaved
because he has just been reading of a similar bereavs
story of Ceyx and Alcyone. The other details follﬁwﬂ 3
a hunting horn and promptly takes horse and -
and asks a retainer leading a hound, ‘Say,
hunt here?” And w1th the utter n'm,l 1




-tkou h hc started on a horse, we ﬁnd '
Then there is the little puppy that has
its helpless fashion and is now astray in the wood
to the dreamer and fawns upon him as if it knew h
away when he would take it in his arms and leads h:
grassy ride into the depths of the forest. Like the k
puppy drops out of the dreamer’s vision as other ob
appear. This is how dreams behave. But the masterly endi
is still more true to experience. Things grow clearer and cleare
until there is the shock of perfect revelation: ‘She is dead,
tell you! Can’t you see what I mean?’ ‘Is that your loss? By
God, I am sorry for you.” The intrusion of reality marks the
moment of waking. ‘A bell strikes twelve! Do I hear it in my
dream, or is it the clock in the tower? Ah, I am awake, and
here is my book of Ceyx and Alcyone still in my hand ¥’

The Parliament “of Fowls begins with a clear reference to =
Macrobius’s Commentary on the Dream of Scipio. The poet givesin
eight compact and lucid stanzas the gist of what Scipio saw 3
in his dream, from a starry place above the spheres and the =
galaxy. Then night falls. Then, weary after his strenuous day, =
he falls asleep and dreams that Scipio Africanus stands before =
him exactly as his grandson had seen him in his dream. And =
then, recalling the beautifully apposite passage, already quoted 4
on dream association in Claudian, Chaucer wonders with=
sound psychological insight whether thc cause of his dreami
of Africanus is not the very fact that all day long he had by
reading about him in the old torn volume of Macrobius
which Scipio’s dream was told. Then the dream is vouc
to him by Africanus, a sort of reward for his assiduous rea
of Macrobius’s book, in which a tribute had been pais
elder Africanus’s pr0phet1c power. Here the conn
between the waking experience and the dream,
formally exact, is imaginatively less close than in
the Duchess; but it is still quite satisfactory. As .
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gula 'Iapdscape, a.nd the usual conventions
~ however, is of a piece with the beginning. The vision
been through the inspiration of a book; when he is awak
takes up another book and starts readmg again in the .
seeing better visions in the future. __
The House ?Fame opens with the magnificent dlSCQHI‘SG' :
pon dreams whose effect is straig ghyway to plunge us into the
subjcct The impressive catalogue of dreams and gHeir causes
convinces us at once that the poet Js'no ordinary dreamer.
He is a serious and knowledgeablé”s student of the pﬁﬁo hy
of dreams and, following his dream_ must be an exhilatating
and edeymg experience:. Psycholofcally, the most charming
trait is the poet’s mo‘gesly he does not set himself up as an
authority on the subject. ‘I do not know,” he f}e'n's.t::!.ntly‘ .

-

reminds us, ‘but let us try to find out. Here is my déam which.
I think was a most wondérful one and a perusal of which is
definitely going to be a rewardmg experience.” The dream is
then described; the eagle carries the poet away to the{;nuse
of Fame. Almost throughout the poem,-as late as the 300 lines
or so of Book I II, his mind is playin§ as in a dream, with the
recollectmns 0’1; hls reading in the romances, weaving from
them a umque fabric. The amazing structure of the House of
Rumour is one such fabric of reminiscences which have
coalesced as in a dream. Like the castle of F ame, it is a creation
built with somethmg of a dream’s combined inconsequence
and logic, from miXed reminiscences of reading and ex-
perience.

J
The Legend of Good Women is a typical love-vision of medieval

hterature antl yet how cleverly has Chaucer lent credence to

the ‘entire fiction! The topic of books is continued from the
Parliament of Fowls, as Morpheus had been unplantcd from the
e




_home
o he bed is made in an arbour ar
L What could be more natural for sucl
~ of flowers than that in dreams t00 he should see
~ white daisy stands supreme aﬂn}ong them, a symba
and purity. It is St. Valenti ne’s day, the God
holding court, ‘Apropos this God of Love, who says he
blind? I think he can see well enough; for he cast such a
stern look at me that my heart sank.” How then did he watch -
the entire assembly? By hiding himself under a grassy slope,
remaining still as a stone, till the God of Love espied him and
began chiding him for his misdeeds. The periodic mention =
of his works—the translation of the Roman df la_Rose, the tale =
of Cressida’sfaithlessness, have the subtle effect of giving a
“-shocFB—f ¥cognition and of constantly bringing us back to
reality to the poet’s own self, who is also the dreamer in this
case. The entire thing about his past sins against the saints of
Love and his regrets on that score is so ingeniously contrived
as to give it the character almost of a men debate. '
Chaucer’s use of dreams is still more”artistic wherg they
are introduced in the body of his stories, e.gyin The Knight's
Tale, Troilus and CreSside and the Nun's Priest’s Tale. At the
simplest level, they are used as a means of character deli-
“ neation. The dreams of Arcite and Troilus tell us much more
about them in a few lines than could be dose by pages of
description They reveal the unsettled state of their minds,
the intensity of their love, the sensitiveness of their Natures.
Ardent natures like Troilus’s do not love with their hearts
only; they love with their whole soul. Consequently, if they
fail in their love, it unhinges their entire personality. Chaucer
has very well brought out this point by comparing the atti=
tudes of Troilus and Pandarus. Pandarus, the typical man
of the world that he is, first tries to divert Troilus by telling
him that Cressida was not the only woman in the woric
there are hundreds of them for a brave and handsome ma
like Troilus. It is only when he does not find any




‘//spitc of the warning in the dream, could not remain a

\{/13*\«;‘:—1_' him in the estimation of his lady. How shrewdly Chaucer

¢ take. We follow the narrative, our appetite having been

in the cha'rageriz_ation of Chauntecleer. One of the
which constantly exercises our minds is, why Chauntecleer

more careful and at Jéast for some time abstain from g
about in a self-important wa%?;-EThe philosophical expfana-
tions of necéssity, faté and destiny are there, of course; but
Chaucer in‘his art never entirely depends upon them. The
simplest ®planation lics in the relationship between_Chaun-
tecleer and his esteemed lady Dame Pertelote. We know what
was Madame Pertelote’s view of Chauntecleer’s dream;
how, without mincing matters, she had plainly told him that,
irrespective of what some ladies might say, we all desire to
have, ‘if it myghte bee’, husbands who are hardy, wise and
brave, not misers, fools or cowards who are afraid of any-
thing and everything. Needless to say, the opinion of his
favourite lady is a thing of considerable Weight in the _eyes of
Chauntecleer. For wifatever else he 15, he is first and fore-
most a typical couftly lover of the Middle Ages. He argues
the point about dreams with her for a long time and sticks to
his guns, as every man should, but after all this argument, he
is careful enough not to behave in a manner which m.i;g-l_at

brings out all these traits through the instrumentality of a

mere dream/ : P
Dreams are also used by Chaucer as a device fox‘dramatic
irony. By careful manipulation, he uses tmans of
dramatic suggestion, giving a brief inkling of the shape of things
to come, while still retaining the mystery which envelops the
future. They are _a-powerful instrument in the repeftoire of
Chaucer the story-teller. Our curiosity is aroused, perhaps a :

=

slight indication is given of the course events are goi

a double edge, viz. our interest in the course of the narr



pnmng a correc:ﬁf?crpretatmn on t
‘problems more fur al than those of--
pretation of dreams. Chauntecleer stands i
category. Here tl;l/p'roblem of drea a}w beccén}s
larger philosophical problem—of fat&and freewill, of
and freedom. Chaucer had posed it in all its earnestness
Troilus and Cressida. Without definitely committing himself
‘the trend of his argument there had been towards a deter :
mistic attitude. If it wasso, the Nun’s Priest’s Tale points
the way in a different di’_rfctlon or perhaps in the same direc-
tion but with a difference,The story, as Chaucer himself has
hinted, has obvious patdllels with that of Adam in Paradise.
Adati acted by free choice; so does Chauntecleer. L Dcstlny
has even cautioned them in its own way—Adam through the B
commandient, Chauntecleer through the dream. She rmght
be determiffing the course of events, but human freedom is
not sacrificed. Chauntecleer is here shown as having com-
plete freedom of action.Af he is deceived, he has to blame not
destiny but his ow{Vallztv IHe has an opportumty of talkmg g
to his enemy on cqual terms. But the fox hits him jat the most %
vuln?:‘fablc spot in his personality: his self-conscious egotism
and prlde which make him an easy prey to flattery. Dreams
thus become a vital link in the Targer philosophical pattern
/that Chaucer is striving to build up.
The final and' the most difficult question still remains to be
answered: what is Chaucer’s own atfitude towards dreams? !

The first noteworthy thl;;rg is that Chaucer’s attitude 15?1]1

tentative and experlmental without the slightest tou
dogma‘ﬁsm He appears before us as a deeply int

student of tl‘1}-« philosophy of dreams with the temper
scientific 1nvest1gat .»This unusually keen interest has
even h1gh1y Judiciou§ critics to make some interesting gu

‘Dreams play as large a réle in in Chaucer,’” says Klttredge,




appearing indiscreet. T

. Forinstance, it can be said with some certainty that
~1s not completely on the side of Dame Pertelote or Pand
It is remarkable that of all the dreams introduced by Cha

in his stories, there is hardly a single one which turns ou
be entirely false or meaningless. Every one of them—whether
it is the dream of Constance, Arcite, Cressida, Troilus or
Chauntecleer—is proved true by the subsequent course of
events. Arcite does not entirely prosper; but the dream had

promised him no such thing. It had only advised him to go to
Athens where he might possibly find an end of his woe. And; 58
it does bring him a better future. Though he dies, he wins in

the combat and is the first object of Emily’s love. This remark R
applies even to those dreams which could be explained in
terms of physical or mental distress, including love-melan-
choly. As a matter of fact, most of them fall in this category,
the only possible exceptions being the dreams of Constance
and Chauntecleer. This brings us to the second point. What- B
ever might have been Chaucer’s attitude towards the science rh
of medieval medicine, he does not seem to be in great sympathy
with people who would explain every dream in terms of the
humours or complexions. All exercise of scientific knowledge
involves human judgement and who can say that this judge-
ment would be absolutely infallible? For example, Madame
Pertelote’s diagnosis of Chauntecleer’s disease, through his
dream, has won her eloquent testimonials from the pundits
of medieval medicine.*® But, I think, there is a serious error of
judgement involved in her diagnosis. She completely ignores
the basic factor of Chauntecleer’s natural temperament, |
had dreamt of yellow and black things and had been str
with intense fear; therefore he must be suffering from
excess of red and black choler. But what about s natu
complexion; does he show any other signs of choler
choly? This natural complexion of Chauntecleer,




oomb was redder than the fyn
And batailled as it were a castel wal;
His byle was black, and as the jeet it shoc
Lyk asure were his legges and his toon;
His nayles whiter than the lylye flour, 3
And Iyk the burned gold was his colour.

Like the man of the sanguine complexion,-he is cheer
kind-hearted— This gentle cok’; a lusty lover, fond of
ment, who had ‘Seven hennes for to doon all his plesaunc
Heisa ﬁ;g singer with a matchless voice: -«

In al the land of crowying nas his peer.

His voys was murier than the murie orgon

On messe dayes that in the chirche gon;

Nothing delighted him so much as singing:

...swiche a joye was it to here hym synge,
Whan that the brighte sonne bigan to sprynge,
In sweete accord, ‘My lief is faren in londe’;

Y When all these details are put together with the signific
one of colour, which in his case was ‘lyk the burned go
we are left in little doubt about what Chaucer.was striving t0
indicate. This, in itself, should not be decisive, however. 1t ¥
_quite possible for a man of sanguine complexion to suffer

/ an attack of choler and melancholy. But does Chaunte
show any other signs of this attack, apart from the gvide
of the dream? And the answer 1]1}5 to be a definit
is in perfect control of his mental faculties and withou

“ ing any signs of irritabléness, dre{S or depressic
out his case with, Pertelote, drawing upon '
house of his leatning. Furthermore, imme




- dream? And conversely, was it very wise to dis

ys.a mere physical @herration when there was no other pr

ﬁ confirm this conclusion? Through the example of Pertelc

I cannot help feeling, Chaucer was, in his usual sly mann g

having a dig at people who stick to their opinions with the y

) cocksureness of the hen. There is particular reason for feeling
on these lines because Pertelote’s attitude is quite alien to

aucer’s own. /El |

Chaucer’s attitude to dreams is much mo modest, at

times even respectful. To him they are myStery. And the

mystery of dreams is a part of the (mysfery of creation? God

reveals his purposes to men in various ways. Who knows

dreams might be one of His insfruments? It is amazing how

mystics, philosophers and psychologists from the earliest

times to our own have been more or less unanimous in re-

cognizing the mysterious nature of dreams. The contem- \

porary philosopher-psychologist Juhg, after clearly stating ;

his view that the danger of prejudice about dreams is exagge- |

rated, goes on to say: ‘“The objective psyche, as experience
shows us, is independent in the highest degree. If it were not,

it could not exercise the function which is peculiar to it, the

compensation of consciousness. Consciousness may allow itself

to be trained like a parrot, but not the unconscious. That is '1
why St. Augustine thanked God for not making him res- !
ponsible for his dreams. The unconscious is a psychic @lement i

that can only in appearance, and much to the disadvantage of
consciousness, be put in Araining. It«_i':_:-‘_“angml_'gg_lains out of
‘reach of all subjective _c_ii)ricc, a realm of hature

R e

ot
be improved upon or perverted. It is part of natml
which we can listen to but cannot handle.’®” Chaucer’s words
—1 do not know; I cannot tell'—concede this mysteriou
nature of the uncofiscious and of dreams.|Bold i the man,
Chaucer would say, who},/ovith a wave of his hand,
them aside as mere physical or mental aberratio
fessing his inability to unravel their mystery, anc
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NEearLy all re!ét critics who have had anything to
Donne have called him ‘dramatic’—Eliot,! Pierre
Leavis,® Helen Gardner,* Iéishman, Crutwell.® [
pares Donne with Browhing, Laforgue and Cotbiér
observes that the yg{ggfrﬁgghqg{r in all these four men is simil
either dramatic monologue or dramatic dialogue. Helen
Gardner has remarked on Donne’s ‘strong dramatic imagi-

nation’. F. R¥Leavis thinks that in-Donne’s use” of the

- . ~ - - ———— . g — ’ .
speaking” voice and in ‘the presentment of situations, the
J - i e il e

A \ liveliness of enactment’ there is ‘sd@g}hinﬁéii‘& to be called

dramatic.” While all these, and also Leishfian, have gen
remarked on Donne’s dramatic “qualities, it is chiefl
. Crutwell who has built a consistent and elaborate
\connecting Donne to the ‘Shakespearean Mpment'—the
poetry of the dramatic tradition. The Shakespearean moment
was the point at which a shift in sensibility”occurred, changing
the poetry of the earlier Elizabethan lyric into tﬁe poetry of
an_authentic dramatic mode. Donne’s ‘new-found methods
were the complex methods of Shakespeare’s later dramatic
poetry derived from Donne’s ‘deep and lively experience of
the theatre’ during the heyday of English drama. This latter
claim of Donne’s connections with the theatre has been
VA ”dispiffed by Victor Harris in an article ‘John Donne and the
Theatre’.” The description of Donne’s poetry as dramatic
might, of course, help to distinguish Donne’s own mode
from other modes (the purely lyrical, for instance). But it
is also liable to the danger of 'exagégation. At any rate, t

problem is challenging enough to warrant a_l"l'r‘co ser look
attempting a re-cxamination it might also be appre
(in view of the already perceived kinship)® to’compz
with Browning, who by deliberate intention culti
¥ ‘;)‘Eirarhatic | ciple-’,. and made : :
~ dramatic poetry outside of the theatre.?”

iﬂ mgdias 7€s, dramatic ﬂ.‘_‘ ‘ﬁma CI

R




or

or

at once proclaim the utterance to be ‘dramatic. The very
abru_ptness effects the necessary break with reality and plunges
us into a speaker-in-context, 1mply1ncr a set of ant’%

leadmg up to the present point. But, in 5p1te of the stszhng

-

Opemngs Donne’s poems do not create the sense of a develop-

=

Eliot’s monologues, too (‘Prufrock,” ‘Gerontion’) have 511_85&
dramatic openings. %

or

But the initial promise of an action in these lines proves t
be a false pr‘éfnuse, as the poems expand into a senefog me
tations. s. Even more arresting {; ‘the opemngs of Bro
monologues like ‘M Last apora
“The Last Rldé’j Together and ‘Soliloquy of the Spa
Cloister’. But some ~of them (‘M}/ﬁast Duchess’, “The Lak
tory) develop a narrative movement (context or oc
a.nd arouse and sustain a curiosity as as to what has

it

For Godsake hold your tongue, and let me love, ;
v

Come, Madam, come, all rest my powers defie

Sir; though (I thanke God for it) I do hate
Perfectly all this towne,... «

I wonder by my troth, what thou, and I
Did, till we love’d? \

edents

Let us go then, you and I...

Here I am, an old man in a dry month..

uchess’, ‘T

s ot = gt




AR f an address. It is the very general situation c
- audience (implied audience), in other words, th
situation that occasions a speech, but not a specific drar
situation. For Cxample, all of ;n? love poems are

\/1n that they are addresses of the loyér to his beloved, in terms _
of | general arguments rhetorically stated. The argument of
one theme, say, persuasion, is applicable to situations of all
other peoms with that theme, and there is no situation in a
poem that may not as well serve as a situation in many such
other poems. For instance, the situation of ‘The Flea’ could
‘as well be the situation of ‘Going to Bed’, or the situation
in Marvell’s ‘Coy Mistress’, though with interesting varia-
tion of the theme, each poem presenting a surprising new
set of reasons why the mistress should go to bed with him
(the lover). In contrast, Browning’s monologues develop a
specific dramatic situation, each poem presenting its own
occasion. The situation in ‘My Last Duchess’ is not the
situation in “The Laboratory’ and so on. The conception of a
dramatic context in the sense of an Actor-Scene-Engagement
does not clearly emerge in Donne’s poems. What really
‘renders a poem fully dramatic in form is a specific actor-
scene-engagement or a character-in-context. The character
should be shown engaged in a specific set of circumstances.
The result of this engagement may manifest itself in outward
action or may simply set the mind in motion: ‘Character in
Action’ or ‘Action in Character’ (Browning). Judged by
this requirement nearly all of Donne’s poems, as most lyrics
of the seventeenth century, which are usually taken to be
dramatic, present only the generic features of the speaker,
the address, and the occasion for the speech; the situations
are the general situations of the lover and his mistress, or
Man and his God. The occasion of Donne’s love lyrics is
the indefinite occasion of a lover persuading his mistress,
lover’s protest against his mistress’s inconstancy, the ecs




/ are vivid and memorable. Shakespeare’s Jaques, to

| ‘Marvell’s ‘Coy Mistress’ or Thomas SI

ithe ‘Prologue’: his characters, though they—arc not shown

/ and divine, as Crutwell has pointed out, from the ' ‘she’

;.,

V _say, “The Al)pdrlll()n or ‘The Flea’ to the ‘she’ of the *

‘character nor the action, but the argument, tﬂhﬁn
“casuistry and hyperbole. True that the love ly

i § ammzanon or ‘Valedlctton" he

Thus in Donne’s poems a very vg;:neral cont
gives rise tola very general characterization.
the speaker of Donne’s poems is not a drama:
understood as a particular invididual engaged in
action.’ Donne does not offer us characterization
sense of the creation of human types that have indi
and distinct traits. But that is what Chaucer offers

an action-context, at least within the limits of the ‘Prolo

just one instance, is another such type. Browning achi
this characterization, if not in all, in some at least of
monologues The Duke of "Ferrara, Porphyria’s Lover;
. Woman~in ‘The Laboratory’, are all dramatis _g_ersonae
| lform a certain image of them but we do nc not ot form any im
of the speaker in Donne s poems. If we do, it is the i image
A Lover—any lover to any mistress. Nor is the ‘She’ of Donr
love lyrics a clearly conceived dramatic charamlaly
the theme of a love poem. It is a general ‘she’ who is the ob]&'&'
of all love poetry. The ‘She’ of ‘Extasy’ is also the ‘she’
_“The Canonization’. Donne’s conception of woma x?d

\ doubt, develops from the morg frivolous to the mof¥ seric

Anniversary’} But it would be inaccurate tom~
that the ‘she’ of these poems is in any sense compar
the heroine of a drama. The ‘she’ does not emerge as a ¢k
at all, not even as much as the speaker of the poem
any identifiable attitudes, gestures, or tone of voi
~What really interests us in a Donne poem is



ds, tenmons and resolutlons Bitt wio sing

Ttself seem to develop a specifically dramati
movement \/,/’

i,
However somme of ’s'//oems (‘A Noctum

IS Lucies Day’, “The E -a'éy) present a vivid sense se of asettmﬂ_ &=
l against which the speaker is projected. " je

Where, like a pillow on a bed,

A pregnant bank swell’d up, to rest
The violets reclining head,

Sat we two. ..

The opening here has a stnkmg similarity to that of Browning’s

‘Porphyria’s Lover’: v i
The rain set early in to-night,
The sullen wind was soon awake, ‘
It tore the elm-tops down for spite,

When glided in Porphyria. . .

”~ &

But Browning’s poem procceds to narrate an incident, where- $h
lt‘_as the settmg and scene in the Eatasy only provide ccasion
for musing.|"The Sunne Rising’ cr creates a vivid sensE of scene—
the sun peering through the curtains into the lovers’ bed-
room, which serves as an occasion for the dramatic address.
E‘The Flea’ draws from the incidenf of a flea ‘that suck’d

me first, and now sucks thee’ an ingenious conceit about
/\the flea being  their marriage  bed. and 1 marriage temple
4 “The Apparition’ devises a v1v1dlz imagined dramatic scene
of the mistress finding herself in the arms of the ghost of her
;rejected lover, and she stu'rmg from sleep p nching to wak




NS

Els esscntla,lly a dramiftic one, because such

/ presented While, genmalh Donne’s love sonnets and elegies

oice 1s a na.tural consequcnce of the fact that mo
paems are addresses to an unphed audience in hom

circumstances. The speaking voice or the conver
tone is the bwcmsomﬂ’ dialogue 1n t
hat it tries to reproduce the rhythms and tones of hum

conversation. The conception of poetry as a spcakmg- ‘

from, 2 logue situation as distinct from song, mvogau____ 5

or incanfation. Donne’s Divine Poems, though still in the
form of addresses, do not employ the colloquial voice
idiom, but their language acquires an elevation and t}r'.

appropriate to their theme, The speaking voice, that is, the "
conversational voice, is of course something that is
generic to most poetry, except perhaps to the purely de-
scriptive and narrative forms in which the voice of the
speaker is not felt so strongly. Frost’s ‘Stopping by Woods
on a Snowy Evening’ is a striking case of the speakmg voice,
though it does not assume an audlence“a case in which
the dramatic speaker and his posture are, conspicuously

adopt the speaking voice, in some there is an unmistakable
tone of voice that the speaker adopts for the occasion. The'
rhythms, inflections, and the tonal colour vary accordings
to the occasion, the mood, and the attitude of the speaker,
Thus, there is the subdued meditative tone of ‘Extasy’ ori
‘Canonization’, the chiding tone of ‘Sunne Rising’, the out=
rageously playful voice of ‘The Indifferent’ and ‘Going 0!
Bed’, and the generally playful argumentative voice of m
other poems. In all these poems, the speaker adopts an
tude towards his listener—which is a dramatic posture ad
for the occasion. Thus, the posture adopted in

Busy old foole, unruly Sunne. .. o /



Sawcy pedantique wretch, go chide
Late schoole boys, and sowre prentices. . .

are the unmistakable inflections of a dramatic voice, and
create the effect of a theatrical gesture. Even more striking
are the gestures of some of Browning’s characters: j

I

. Gr-R-R—there go, my heart’s abhorrence!

plena gratia
Ave, Virgo! Gr-r-r—you swine!
(“Soliloquy of the Spanish Cloister”)

Again the Cousin’s whistle! Go, my Love.
(‘Andrea Del Sarto’)

(She) Fixed me a breathing-while or two
With life or death in the balance: right!

Browning’s use of the speaking voice, too, is even more excit-
ingly dramatic; it explores a greater range of inflections and
subtleties of tone than Donne’s. Whereas in_Donne, thi
 speaking voice generally serves as a prelude to an in '
argument, the real focus of the poem being the argum
" in Browning, the speaking voice s itself the dras 12.)Br
¢ language, besides being the conversational idio o
follows the complex involutions of the )
a perfect medium of a drama of thou




~ And g floor, ;

~ There, lies, they lie—shall still be hurled/ 5% S e

il spite of them I reach the world! e R

(‘The Confessional’)

< >

The break from the earlier song-trad.ition and the a'dopﬁ Y
of the conversational metrics and idiom was the revolution
that the school of Donne effected. The conversational voice
was specially appropriate to the poetic kinds that Donne and
others practised—the amorous, eulogistic, elegiac, satirical,
and epistolary verse. They imitated the eroticism and the
verbal conceits of Ovid’s ‘Amores’, and the familiar talkative
manner of Horace’s ‘Satires’ and ‘Epistles’, The same idiom
was continued by Dryden and Pope whenever they practised
these kinds. Pope’s satires and epistles resemble Donne’s
i1 some formal features like the speaking voice, the colloquial
tone, striking openings etc., and some of them contain regular
dialogues. But this should not be mistaken for a dramatic
voice. A specifically dramatic voice emerges only from a

/’“dramatic context.

" The speaking voice and the address alone do not make a
poem a drama; these are generic qualities which most poetry
shares with any mode of human utterance. What distinguishes
the dramatic form is its dynafiism; the dramatic is essentially
concerned with motion—either outward action or inward
action (a motion of the mind)—either with actions arising
from certain outward circumstances or with certain crises of
decision, feeling, reaction, or inner reversals. The drama

/ / monologue is more particularly concerned with rende

“\ the sense of a mind in contipually changing action, Or °
Browning called ‘action in clﬁ_n;;cter’ as distinct from ‘cha

in action’. It has been claimed for Donne that his ly

dramatic_ nmfologues, and that they enact the st

‘of mental events. [Thus, Eliot"! thought t
ce was in ‘following delicately the




‘m_: tiple pers nahty Tike Shakespeare 83 he is hke
~ ¢in his alternation between intense activity and deep
sion. However true an image of Donne this may be,
questionable whether all or most of Donne’s poetry portrays
this kind of conflict or emotional tension. Of course, the sense
of acute emotional tension, ‘agony and exercise of sense and

spirit’ (Donne), is nowhere more conspicuous than in the
devout sonnets. ,5

Oh, to vex me, contraries meet in one,* (Sonet, XIX)

I

The sense of remorse and utter self-castxgahon 1s most power-

]

fully expressed in these poems. 3

Batter my heart, three-person’d God. ..
(Holy Sonets, XIV)

Spit in my face you Jewes, and pierce my side,
Buflet, and scoffe, scourge, and crucifie mee,
For I have sinn’d, and sinn’d... (XTI)

The eloquénce, the power and sin?:erity of these lines are
unmistaka‘lﬂc But his profane poems reglster varying degrees

f seriousriess, and most of his love poems and c{e gies are

X ‘,- mamfestly unserious in_tone, and it is to be doubted whether'
hey are jortrayals of dramatic conflict of any kmcg It must

no doubt, be ad:mt_tfd to Donne’s credit that sometimes he
shows a sensitive awareness of the delicate motions of
mind, and ca captures s them in some of his lines. “"q//

Her pure, and eloquent blood
Spoke in her cheekes, and so distinctly wmught,?__-.;
That one might almost say, her body thou‘




bk which thence i sprl.ng: _" |
- Our eye-beames twisted, and did thred
- Qur eyes, upon one d.ouble spring;

v,
But ve'_g_‘ few of Donn{s poems are mp@_;tg_ﬂons of

the mind in them tends outward; its movement is centr;
fu _gal This is so naturally because they are essentially ary
ments and persuasive addresses-and ingenious elaborati
of ideas. Even the Divine Péems which seem to prese
sense of personal precﬁca.ment lack the pure mw dn V)
centnEctence of the first two* sohloquleé “of Hamlet wit
their inner engagement with existence.| Ehot s remark
Donne, like Laforgue, ‘begins with his ownTeehng 15 att
“ butes to Donne more mwardness than he actually reveals.
This is to say that the primary concern of Donne’s poetry
is not with the theatre of the mind. His poems do not presen t
the involutions of the mind in a dramatic way. Dramatization
of this kind (of motions of the mind) is more clearly t
achievement of Eliot himself or of Browning (though Eli
finds Browning ‘too ‘Objective’). Eliot’s own ‘Prufrock’ of
‘Gerontion’ are better emmples of this inwardness, and
Jmore perfect examples of dramatic (that is, mtemor) mo
/ Llogues—both in form and spirit—than any of Donne’s poe
Contrary to what Eliot has observed, it is not so much
Donne as in Browning that the subject (that is, the ‘I,
speaker of the poems) is the centre and the starting po
Browmng s characters are constantly inspecting and cqtl
ing expcrlence and show remarkable self-awareness in
midst of it:

And thus we sit together now,
And all night long we have not stirr’d
And yet God has not said a word.

(‘Porphyria’s Lk
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,acts of a play. But a close examination

et
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,}?Y self-aware, but they reveal the keef est and
‘most sensitive “awareness of their audienf/c'g mind. R

-

TR

Let us but love each other. Must you go?

That Cousin here again? he waits ouside ?

Must see you—you, and not with me?

Those loans?
More gaming debts to pay? you smile for that?
(*Andrea Del Sarto’)
B
@rutwell claims that Donne’s poems, unlike the ‘flowing

Romantic love lyrics’ of Burns and Shelley, have an action
‘construefed’ on the Aristotelial{’ principle of a beginning,
middle, and an _end, with clearly divided sections—%ike the
_of any Donne poem
will not bear this out.]Some of the poéms no doubt present a
logical progression of the idea in a somewhat ‘deductive’
manner, as in ‘The Flea’. A clearer example of the logical
expansion of an idea is perhaps ‘A Valcdiction Forbidding
Mourning’. The poem presents something like a tripléstructure
or expands in three stages: (i) Let us make no noise, shed no
tear floods (‘it were profanation of our joys.”) (#) Dull sub-
lunary lovers cannot endure physical absence, but we will not
miss each other, being ‘interassured of the mind.’ (i) Though
we are parted there will not be a breach, but an _expansion of
our souls—this last idea further supported by the ompasses

i

figure. But this kind of progression is by no means con-
spicuous in all the PC{??@- The argument in Donne’s poems
expands in physical Bulk, as it were, by reinforcement of
logic and figure, and the ‘constructed” quality that Grutwell

sees in them is only the neatness and finish of the argument ‘k :

somewhere), and not a case of dramatistic progression] M
ment in the dramatic sense is a transformation, in

that events grow out of one another. Ken

(as, of course, an argument must begchhere and
0




ments of shock)—he
o An elsT17 But we must questi

- precisely instances of a rexggsg}___ig__ﬁn__ argument
circuitous argument that Elizabethan clowns
than of a dramatic reversal. George Herbert’s *-
offers a better example of a reversal at the end of the

But as I rav’d and grew more fierce and wilde
At every word,

Methoughts I heard one calling, Child:
And I reply’d, Me Lord.

More genuine ‘éxamples can be met with in Browning’s
monologues like the conclusion of ‘Andrea” Del Sarto,’ in
| which the speaker’s visions and hopes are suddenly reversed
by the Cousin’s whistle: r

Go, my Love. v
i
It would seem on the whole, that Crutwell and all thi
who call Donne dramatig are mistaking#a certain Sfyle @
writing—logical, argumentative, hyperBolic—for a dramat
style. Notwithstanding the affinities that Crutwell has obs
between Donne and the ‘Shakespearean oment’, and a
notwithstanding certain ‘gengric’ dramatic features ths
Donne’s poems may exhibit, the poems are dramatic only
rq_dix_r_lentz;fffz way (like the ‘Dialogues’ of Plato). The
- striking of all such dramatic features is, of course, the spea
| voice and the colloquial tone. But even here it should n
3. forgotten that Donne a&rid/o’t/her Metaphysicals were pra
“ certain well-established genres whose models were Oyid
Horace—poetic kinds which were in the form of add
a social context, and which therefore naturally ad
conversational tone of voice. Another quality of




eature is the startling nature of Donfie’s wit i
is, of course, a startling sfylistic device—all wit
dramatic in the sensmg surpl:i/sing-—but wit is not ¢
»#The ‘dramatic’ theory may be effective no deubt in co
the belief that Donne’s poems were autobigraphical (Ed
<5 Gosse), and that they purported to express actual pe
experiences, *{7 1‘( R
The motive in Donne might not have been a perSonal one,
but might simply have been a desire for vivid and diamatic
expression. But this theory has its dangers of the drarhatic
uality being exaggerated. Donne’s poetry is dramatic in
Sihe seuse thd%‘él‘l” giiat poetry 3¢ dramatic. We may say with
Eliot: e i

T 2 -

T e e,

What great poetry is not dfamatic? Even the minor

writers of the Greek Anthology. . .are dramatic. Who is
more dramatic than Homer or Dante? We are human
beings, and in what are We mioTe interested than in
human action and human attitudes? Even when he
¢ assaults, and with supreme mastery, the divine mystery,
_does not Dante engage us in the question of the human
attitude towards this mystery—which is dramatic P18
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- Laurence SterNE wrote no plays; but there is

~ dence of his keen interest in dramatic production. In L
he made friends with David Garrick, and was a fre quer
of the theatre. Garrick gave him ‘an order for the liberty of his
Boxes, and of every part of his House for the whole season.” Bl
From London Sterne writes to Lord Fauconberg about the
theatrical atmosphere of the great city.2 At Paris he goes to
see the performance of the well-known French actress, Made-
moiselle Clairon, and declares her ‘extremely great’,® wishing
that Garrick had ‘one or two like her’ in England.® At Tou-
louse, with his English friends, he rehearses a play ‘we are to
act here this Christmas holidays.’> He says also of his own
acting in some English plays;—*(we) are now busy in making
dresses and preparing some of our best comedies. ... The
next week, with a grand orchestra—we play the Busy Body—
and the Journey to London the week after....”® We do not
know whether Sterne took part in plays; but we notice ample *
affinity between dramatic production and Sterne’s work.

(1) Sterne’s art and dmmgtfc technique
Sterne calls his novel ‘this drama’,—and elsewhere—‘a
work of...dramatic cast.’® A drama vivifies a situation and
ideas by presenting the characters in articulate body move-
ments before the spectators. Its distinguishing feature is
visual representation. The dramatic method, instead of re-
porting a scene, renders it, by bringing to life the actual
moment. Thus the Shandy brothers, coming down the stairg; ol
are presented in every minute detail of physical movement;
their conversation, or the fact of their coming down, is not
just reported. We see Walter Shandy’s ‘turning himself :
upon the first landing’,® his ‘setting his foot upon the fi
step from the landing’,’° and ‘drawing his leg back :
turning to my uncle Toby’;! we see him ‘taking the
_ over again from the landing, and calling to S




'fpfeaentauon. He tlunks of Garrick’s acting for stre:
‘own artistic freedom and the imaginative quality of h

 technique of writing. Thus, as he proposes to shift his Un
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He also uses terms of stage technique to explain his

Toby from the scene of the bowling-green to a new one,
namely, that of amours with the widow Wadman, the author
says—we’ll snuff the candles bright,—sweep the stage with _.a;
new broom,—draw up the curtain, and exhibit my uncle'
Toby dressed in a new character.’® The image of the curtain
on the stage is often used in connection with his device Of
digressiveness. Thus, as he breaks the Shandean discourse on ¥
the new obstetrical science, to digress on the character of
Walter Shandy (so that he could better explain Walter’s
preference for the new scientific instrument of Dr. Slop), the
narrator says—'1 have dropped the curtain over this scene
(i.e. the scene of the conversation) for a minute,—to remind
you of one thing,—and to inform you of another. ... When
these two things are done,—the curtain shall be drawn up
again, and my uncle Toby, my father, and Dr. Slop shall go
on with their discourse, without any more interruptions.’®
The same metaphor of dropping the curtain is used for intro-
ducing the digression on the Shandy brothers’ talks during =
their descent down the steps (‘drop. the curtain, Shandy'—
the narrator tells himself) ;17 after five chapters of the digres-
sion, the author repeats his image of the curtain—‘And how =
did you manage it?—You dropped a curtain at the stair- =
foot.18 Similarly, just after introducing the bowling-green
early in the novel,’® the author drops the curtain on it (‘At -
present the scene must drop’)? to lift it later in the
story.2 |

Sterne sets his scenes, too, in terms of stage representati
He presents the scene of Maria (in §. 7.) as a stage !
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at the end and her hair hangs loose. Her only co
~ dog Sylv:o, is tied by a string to her girdle; and, as M
talks to her dog in sorrow, tears trickle down her cheeks.?
Maria has become a stage character. In T.S. the scene of
Tristram’s journey from London in a postchaise driven by
‘those two mettlesome tits, and that madcap of a postilion’®
recalls the vividness of actuality. The Shandy brothers standing
side by side, reconciled after a little misunderstanding, re-
mind the author of the Brutus-Cassius scene.?* The dramatic
quality of Sterne’s art is very finely revealed in the interesting
scene of the Queens court at Navarre, where the ladies’
sense of delicacy is hurt at the utterance of the word ‘Whiskers’,
while they, in their hearts, hugely enjoy the sensation of a
forbidden feeling:

looking close at each other’s prints (i.e. the impress of
feelings on their countenances)—Ho, ho! cried La
Battarelli, and Maronette, doing the same:—Whist! cried
one—st, st,—said a second—hush, quoth a third—poo,
poo, replied a fourth—gramercy! cried the Lady Carna-
vallette;—. . .La Foscusse drew her bodkin from the
knot of her hair, and having traced the outline of a small
whisker, with the blunt end of it, upon one side of her
upper lip, put it into La Rebours’ hand—La Rebours
shook her head. The Lady Baussiere coughed thrice
into the inside of her muff—La Guyol smiled—Fy, said
the Lady Baussiere. The Queen of Navarre touched her
eye with the tip of her forefinger—as much as to s
I understand you all.’®

‘Ha, ha! he, hee! cried La Guyol and La Sabatiere, 1
]
|

It is a vcn'{able scene on the stage. We appem:



- farge chamber dismantled of everything but a long milit
~ pike, a breast-plate, a rusty old sword, and bandoleer, hung
equidistant in four different places against the wall.’® The No
sits down upon the chair by “a little table with a taper burning
by the side of the bed, on which—we are told—the poor man
lay supporting his head upon his hand. The Notary pulls out
his ‘inkhorn’ and some papers from his pocket, and ‘dipping
his pen in his ink, and leaning his breast over the table,2?
prepares to record the poor gentleman’s ‘last will and testa~
ment’.%” As the poor man finishes his brief introduction and is
about to tell his sad story, the Notary is shown as holding up
‘the point of his pen betwixt the taper and his eye.’?” Sterne
had a wonderful eye for detail. The stray beggar whom the
‘sentimental traveller’ sees on the road is ‘a tall figure of a =~
philosophic, serious, adust look’;2® he passes and repasses
‘sedately along the street’ with ‘a dark drab-coloured coat,
waistcoat, and breeches’ and ‘a small cane under his arm.’28
Our traveller notices also that the beggar is ‘making a turn
of about sixty paces on each side of the gate of the hotel,’28
and that in half an hour ‘he had made a dozen turns back-
wards and forwards.’*® These minute details of physical posis
tion are not of much significance for the story, but they are
vital to the dramatic imagination of the author.

One device of dramatic art consists in creating sudden and
unexpected turns in a situation. Sterne exploits this device
" very skilfully in the scene where the tragic news of her son’s
(Bobby’s) death breaks upon the unfortunate Mrs. Shandy.
She enters the parlour to protest to her husband, that he has
one more child than she knows of. (From outside the room she 5
has overheard him saying—‘I have three desolate children,’
and does not know that he is only quoting from Socrates).?®
And then, by a cruel irony of fate, the comic situation
suddenly turned into a tragic one for her; for she is tol
immediately (in reply to her protest) that he has but one less.’

i 1.
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. revea.led in his presentation of ideas and fcelmgs;
’ spccdmg through his volumes (of T. S) he describes

An nnportant aspect of Sternc e . :

comic image of reckless riding:

‘What a rate have I gone on at, curvetting and fnskmg- Y
it away, two up and two down for four volumes together,
without looking once behind, or even on one side of me,
to see whom I trod upon!—TI’ll tread upon no one—
quoth I to myself when I mounted—I’ll take a good .
rattling gallop; but I’ll not hurt the poorest jack-ass
upon the road.—So off I set—up one lane—down another, '
through this turnpike—over that, as if the arch-jockey of
jockeys had got behind me.’

His disregard of the set rules of writing is his full gallop ‘among
the scaffolding of the undertaking critics’.?® The idea of the
damage to his reputation is represented by the knocking of
his brains—‘he’ll knock his brains out against some of their
posts.”®® Sterne’s genius thus frequently concretizes an idea.
The damage caused to the new-born’s brain by the pressure of
the scientific instrument is conceived in terms of ‘the fine
network of the intellectual web. . .rent and torn to a thousand
tatters.’! Mental derangement is the wearing out of the traces
of the brain (“...could the traces be ever worn out of her
brain. ..’)3* The idea of health and vigour is expressed by the
simple Trim’s striking the end of his stick perpendicularly
upon the floor, and that of the transitoriness of existence by
the sudden dropping of his hat upon the ground. There are
thousands of ways of dropping a hat—the author tells us—but
Trim dropped it in such a manner as would exactly express
‘the sentiment of mortality’;33 ‘his hand seemed to vanish
from under it,—it fell dead, "_the corporal’s eye fixed upon
it, as upon a corpse,—.’% The sentuncntal uavellcr’ \

lizes the miseries of confinement, by taking ‘a single cap i

- then having ‘shut him up in his dungeon,’s hél- e Ca



- the lock of ‘my dear Jenny’,*” which grows

twists it for toilet:
‘Time wastes too fast...everything presses on—whilst
thou art twisting that lock,—see! it grows grey.’®?

Even his mode of thinking is conceived by Sterne in con-
crete terms. To Locke, ideas are the objects of thinking.8
Sterne likewise conceives of ideas as objects distinct from the
consciousness which apprehends them. In his humorous vein
he says of his ‘half starting out of my chair. . .(and) catching
the idea, even sometimes before it half way reaches me.’®®
It is interesting to note that Coleridge, too, referred to images
in his mind rising up before him as substances,% :

In Sterne, the feelings of the heart too, like ideas, are
presented in concrete terms. The ‘sentimental traveller’s’
compassion for poor Maria is ‘the oil and wine’ poured into
her wounds. In T.S., Sterne dramatizes this feeling of
compassion in a most beautiful manner in the Le Fever scene.
During an animated conversation with Corporal Trim, the

ever-benign Toby cannot bring himself to believe that Le
_ Fever would die:

...—do what we can for him, said Trim, maintaini

his point,—the poor soul will die:—He shall not die,
by G—, cried my uncle Toby.’2

And then come the significant lines:

‘The Accusing Spirit, which flew up to heaven’s ¢
with the oath, blushed as he gave it in;—and the
cording Angel, as he wrote it down, dropped a tea:

the word, and blotted it out for ever$8




appears to my imagination, at least, apparelled in t
cal gauze and spangles, rather than in the genuine an
costume.’#4

The criticism is not fair to Sterne. Leslie Stephen has here o
failed to notice the real artistic quality of the scene. By a
visible symbol, Sterne has driven home to us the intensity
and the sacredness of Toby’s humanistic feeling. Uncle Toby’s
overwhelming passion of love and sympathy has not been
described to us in the so-called sentimental manner, but
has been presented before us dramatically.

(iil) Physical gestures

Sterne’s dramatic quality is revealed very clearly in the
physical gestures of his characters. Such gestures have both
dramatic and psychological significance, as Watkins has
pointed out.*> Watkins observes that, while in the latter they
portray mental states, in the former they exist more or less
as instinctive gesticulation.®® But these two aspects cannot be
mutually exclusive; in other words, gesticulation may be
an automatic reflection of an inner idea. In any case, the
characters of Sterne are distinguished by their stance and
gesture, as much as by their ideas or action. -

These ‘dramatic’ gestures exist in a wide variety; and
their distinctiveness lies in their presentation in minute detail.
This is how Walter Shandy prepares to come downstairs on
receipt of the mews of his son’s accident by the window-
sash:

‘My father put on his spectacles—looked,—took t '
off,—put them into the case—all in less than a stz :
minute; and without opening his lips, t
and walked precipitately down stairs.46




?I:utnng a -b‘oei assumes a dramatic s:gmﬁcg,nce for S
“my father shut the book,—not as if he resolved to
no more of it, for he kept his forefinger in the c‘lzlap'
nor pettishly,—for he shut the book slowly; his m‘
resting, when he had done it, upon the upper s:d§
the cover, as his three fingers supported the lower s
of it, without the least compressive violence.*?

Sterne is no less skilled in recording the details of facial ex==8

pression. The eyes of the begging monk, in 5.7, had ‘that sort

of fire. . .in them, which seemed more temper’d by courtesy =
than years’®® The French Chevalier, hawking his ‘pates, =5
had ‘a sedate look, something approaching to gravity.,t =

Even an animal’s face assumes a dramatic significance to "%

Sterne. During his communion with the ass at Lyons, Tristram =

frames the latter’s responses ‘from the etchings of his counte-=

nance.’” We cannot, thus, agree with J. M. S. Tompkins's =
dismissal of Sterne’s presentation of the physical minutiae of &
his characters as a mere ‘cult of the trifle’, an ‘elaboration
of the unimportant’.?

Our understanding of this ‘dramatic’ technique of Sterne
may save us from many misdirected criticisms of the author.

Thackeray indicts Sterne for the Dead Ass scene in §.7.584 =

The fact of a man’s mourning (and shedding tears) for his =

dead donkey, who had been unto him a faithful friend and =

companion, might repel the Victorian satirist; but it was
not at odds with Sterne’s sense of life. We should rememl
that Sterne was a ‘sentimental traveller’ who was ‘altoget
of a different cast’®* from others, and who addressed hims
to the sentiments of love and pity. We should remember a
that Sterne’s humanity embraced all creation, and th
tears, which—as Thackeray has said elsewhere-

alms of gentle spirits, and may be counted, as



dead Ass scene is also distinguished by
he scene is an apt illustration of Sterne’s dra
f writing. The scene of ‘mourning, as its chief figu
stone bench at the door of the Nampont S
arkable for the delineation of little details of his ph: si
~movements and of stage-setting. On one side of the mourne:
~ are placed ‘the ass’s panel and its bridle’.5® He takes up
- the bridle and the panel from time to time, then lays them
down, looks at them and shakes his head. He then takes the

crumb of bread (his ass’s share) out of his bag, ‘as if to eat
it’.% He

‘held it for some time in his hand, then laid it upon the
bit of his ass’s bridle, looked wistfully at the little arrange-
ment he had made, and then gave a sigh.’s

A number of people collect close round him, drawn by the
‘simplicity of his grief’.5” The mourner exists for us not merely
in his sentiment of humanity, but in another very important
sense, that is, as a ‘dramatic’ character with his appropriate
stance and gesture.

The physical gestures in Sterne are instinctive, and not
brought about by any deliberate will of the characters. They
are determined by Nature:

‘She, dear Goddess, by an instantaneous impulse in all
provoking cases, determines us to a sally of this or
that member—or else she thrusts us into this or that
place, posture of body, we know not why.’s

This gesturing, being instinctive and brought about by

Nature, cannot always be explained rationally. It is one of

the ‘riddles and mysteries’,”® amongst which we live. |

\ Sometimes, as it happens with stage acting, the tone

- utterances of Sterne’s dramaiis personae becomes meaningful. .

~ Trim tells the story of his poor brother Tom to his master
Toby, he finds his energy and voice im after

- His attempt to recapture his full voice gour is

W
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 invests his

succeeds in drawing his readers more intimately
world of his creation.

- Letter to Catherine Fourmantel, Letters, ed. R, B, Johnson, Bodley H

. Letters of Jan. 6, 1767, Jan. 9, 1767, Jan. 16, 1767, Letters, ed. L. P, Curt

« & 4. Letter to Davi

. Letter to R. Foley, Dec. 8, 1762, Letters,
. Letter to R. Foley, Dec. 17, 1962, Lette
- Tristram Shandy, Mod. Lib. ed., 458

- Ibid. IV, 10; 292, o
- Ibid. IV, 9; 290 :

- Ibid. IV, 11; 293, -
. Ibid. IV, 12; 293,
- Ibid. IV, 12; 294, s
- Ibid, IV, 10; 292.

- Ibid. I11, 12; 186.7.
- Ibid. VI, 29; 475,

- Ihid. 11, 19; 149-

- Ibid. IV, 10; 291,

- Ibid. 1V, 13; 296.7.
- Ibid. I1, 5; 99,

. Ibid. 100,

- Ibid. VI, 21.

« Sentimental Fourney,
. T. 8.V, 1; 355,

- Ibid. 11, 14; 118,

uld best go#t .
_ exploiting some of th
e, Sterne brings to his scenes the vividness o
ideas with the effect of the spoken w
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G Beloved, gaze in thine own heart, _
The holyg?c:is growing there; ' L

From joy the holy branches start, g

And all the trembling flowers they bear. Y

(CP,p.54)

Nearly fifty years II?ttar, Yeats ends a very different poem,
The Circus Animals’ Desertion, as follows: 3 -

I must lie down where all the ladders start,
In the fm_x_l_;ggfand-bone shop of the heart. i

(C P, p. 392)

{The lines, with their characteristic mixture of scﬁ pect : 3
and. self-contémpt, define both the dramatic diffetence be-
tween Yeats’s earlier and later poetry and the deep~conti-
nuity which underlies the difference.] The_reader of Yeats
must keep firmly in mind these two aspects of his achieve-:
ment.]_l_-l_e must decline to see the later poetry as a disowning
of the earlier and he must also be reluctant 16@63?‘:1%6 ;

§

mere reformation of what has already been said, the throwing
away of an emb'migg‘ed‘ cloghk.v}Tffus, in The Countess Eat;,{-,g?l_l.
the tree grows like the holy tree’ from one’s heart, but it is
fundamentally not a tree of joy but of protest, imagined in
terms that approach the hyperbolical : e

I have sworn, -
By her whose heart the seven sorrows have pierced,
To pray before this altar until my heart :
Has grown to Heaven like a tree and there
Rustled its leaves till Heaven has saved my |
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& 'I‘]ns particular tree, however, has a15° m

How out in custom and in ceremony
Are innocence and beauty born?
Ceremony’s a name for the rich born,
And custom for the spreading laurel tree.

= (CP,p. 018

-

In Vaallalwn written when Yeats’s mind ha wn closer to -
its complete poetic definition, the tree of the heart embodies ,

the heart’s complcmty, the organic mterdcpen&cncc of both ‘_’3'1," 2
life- Blvmg and destructlvc elements: e

A tree there is that from its topmost bough
Is half all glittering flame and half all green
Abounding foliage moistened with the dew;
And half is half and yet is all the scene;

And half and half consume what they renew.

; (C P., pp. 282-3)

In Among Sckoal Children the tree remains the lmly tree
but it _grows differently in a different landscape: :

O chestnut-tree, great-rooted blossomer,

Are you the leaf, the blossom or the bole?
O body swayed to music, O brightening gla.nce,
How can we know the dancer from the dance?

| L.Li 'fﬁ' i
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- great-rooted’ (where even the hyphenatio
 effect) set against the scintillating movemes
[eaf, the blossom or the bole?’ create an equilibrium
and rootedfiess that continues to be meanin ful ou
immediate situation or the traditional symbol. One is
to point to the conclusion of Hindu philosophy that
both of reality and of creative power, of stillness anc
‘\{()’“lic within_the self; but it is better to recognize simply tha
are dealing with poetry written at the full extent of Ye
powers. Both the immediacy and the range of validity
part of the poem’s way of life and the fusion is of a kind
/Yno other poet has achieved in our time. These qualities of
Yeats’s writing will undergo further exploration later; at the
oment it is sufficient to say that the tree, even if it was
Blake’s tree in the first place, need no longer be framed, in
Blake’s antithesis. It is also not quite the tree of ‘tre oling
flowers’; its_branches ‘start’ not from straightforward oy’
but from ‘Beauty born out of its own despair’ and in one of
Yeats’s daring and characteristic juxtapositions, from the
‘blear eyed wisdom’Jof the labouring scholar. The imagery
not simply more complex; its ability to live through its own
irony makes it more confident and robust and the product of
a different imaginative climate. Finally, the tree is not talk
(about but presénted; it 1‘cp;escn;cs, in other words, the
v lence between gestire and experience.
Yeats was a poet who seldom cast anything away, but
exploring the same symbols in different contexts he not ont
u reconsidered but to some extent transformed them.[‘,H :
your thoughts into unity’ was a principle that came into
head without his willing it, before he had published
volume, and the exhortation ought to remind us &
totality of his work is shaped “carefully : y 1
oem.) It is true that Yeats’s account of his @
reveals, among other things, his talents a’s(‘El
the evolution on which he looks back is sligh




For round about my table go

The magical OV? rs to and fro

In flood ana'g_rc and clay and wind,

They huddle from man’s pondering mmd
(Revised text, C P., p. 57)

This is the earlier text in which the emphasis is on Yeats's
war with the abstract. In the version familiar to most of us,
the last two lines in particular, have been altered to express
the doctrine of the great mind and the great memory. This is,
however, a point of incidental importance. The real purpose
of the quotation is to connect the picture with that of the =
same poet, some forty years later, sitting at a strikingly '
different table: :

Two heavy trestles, and a board

Where Sato’s gift, a changeless sword,

By pen and paper lies,

That it may moralise,

My days out of their aimlessness. (CP., p. 227)
Here, it is the contrasts, the matter-of-fact tone and the
specificity of the second poem which hold one’s attention. K
1t becomes necessary to remember tb{a.tSato s sword is ‘emblem-

atical of love and war’ and a crucigl Symbol in the Dialogue
between Self and Soul. The elemental questions are still present,
still engaged in the 1mmedlate reality which lies no further =
away than the width of one’s table. The furniture of Yeats’s et
immd may have c changed; but, the preoccyauom_ if not
constant, remain at least wtallx connected. el

In the same vein, one may recall an oc:?{n (no v

when Yeats attended a spiritualist




brazen claws in Wkere There is Natkmg which stands; 01
‘Laughter, the mightiest of the enemies of God’ is descen

from this animal, as are “The uncontrollabl mystcry on
bestial floor’ in The Magi and the ‘rough Beast’ in /e Se
Coming. Melchiori, among others, has traced the evolutit

of this image but has failed to bring out the fact that the
apocalyptic ‘monster of The Second Coming has htt‘lfe‘,to do

with either laughter or ecstasy. Indeed, its grim impressive-
ness arises at least partially from the stofty indifference it
brings to its historical function. Most readers will also feel
that their response to the poem is unduly restricted by the
knowledge that they are contcmplatmg a Bemg of the Order
of Salamanders. Once again, both the sense of connnulty
and the awareness of difference have to be present in the
v’ Aattention the reader gives the poem.

The sharp division between the earlier and later Yeats,
with its assumption that we are really deahng with two poets
connected by little more than the same name, is now decidedly

v sout of fashlon Instead, we have the proposmon that the
later Yeats is_inherent in the earlier and critics have been
busy hammermg his thoughts into umty with even more

o/ assiduity than the poet himself, These swings of the pendulum
remmd one of a saying that Yeats took over from Blake and
ade his own: Without Contraries is no Pro_gressmn. The

v reader, if he is to advance in his understanding of Yeats’s
poetry, must take an intelligent posmon between contraries.
Extreme advocates of the unity of Yeats sometimes argue
that he spent his whole life writing the same poem (which
if it were true would make his poetry unreadablc) ok that




- between the nineteenth and twengéth :
- not very well be less without ini

‘most a sym‘EBhst poct have to be accepg d_wil .I:: ne d
of caution. Yeats did say ‘I have no speet_: but '
hc a.lso said some years later giei

Players and painted stage took all my Tove o
And not those things that they were emblems of. =8

(CP,pi 392)

It is true that this remark is made in self-rcproa.ch but
¢ fact remains that without its engrossment in a physical world

v Yeats’s later poetry would lack its characteristic sohdlb[\
v Yeats may declare that

the abstract joy
The half-read wisdom of daemonic images
Suffice the aged man as once the growing boy.

(CP.,p. 232)

but he also did not forget Blake’s maxim that ‘it is m:"
culars that wisdom consists,” or his own sense of a mvth
married ‘to rock and hill’ and of ‘familiar woods and riy
fading into symbol. The best of his poetry rests of a |
reconciliation of the immediate and the ultimat
such a marriage symboljst may be convenient but
sarily profitable. Yeats’s rhymes may morc than t
tell’ but so does any poctry worth the v

\ a common lmg: only confuse the qui

ing to B




eart and write’ carnes the doctrme bank as "
a.le a slight_investigation would certz y carry
‘much further. In our own times Mr."1 thoﬁgh

that poetry is designed as an escape from personali
adv:nscd us to look not only into the heart but into the cereb
cortex and (‘iﬁestlvc system] Yeats mmdentally has made
more effectivé use of this counsel than Mr. Eliot and that is -- r‘
perhaps because in tellmg us that the holy tree grows in
one’s heart he is not rccommendmg anything as sunple as
sﬁ'é‘é—r'i"ty "The essential self, the noumeénal as against the
phenomenal personality, is for him the core of reality and of
creative power; it stands in opposition to the abstract i imper- 8
sonal, external, scientific world (the terms of reprobation
are more or less interchangeable) which is normally taken
as the basis of reality. The position is clearly stated in his
essay on ‘First Principles’:

—

.in the end the creative energy of men depends on

thelr believing that they have, within themselves, some-
»thing immortal and Impcrlshable and that all else is
1but an image in a looking “glass. So long as that belief

is not a formal thing a man will_create out of a joyful
energy, seeking little for any external tést of an impulse
that may be sacxcd and looking for no foundation out-
side life itself. , 7 (The Irish Dramatic M. ovement)
Life is evidently the inner, creatw;: life, as is made clearer
later in the essay.

We who believers, cannot see reality anyw
in the sofetself and seeing it there we cannet :

nrejoicein cvery energy, whether of gesture, oro
or Uf speech, coming out of the persoﬂahty :




fmm. oursclves-—bccause we have -~ tur y
value upside down and believe t
s not in the centre but somewhere i in that whirling
\//fcumicr_encc. (The Irish Dramam (VLoD

The dgeath of ng;vg/uagc, the substitution of phrases as
nearly impersonal as algebra for” words and rhythms
saying from man to man, is but a part of the tyrapny
of 1mpersonal things. v (The Well of the Samis}

I know that revelation is from the self, but from that
age-long memoried self, that shapes the elaborate shell
of the mollusc and the child in the womb, that teaches
the birds to make their nest; and that genius is a crisis '
that joins that buried self for certain moments to our
trivial daily mind. (Hodos Chameliontos)

Synge like all of the great kin, sought for the race, not
through the eyes, or in hlStOly, or even in the future,
but where those monks found God, in the depths of the
mlnd V (f. M. Synge and the Ireland of His Time)
I am orthodox and pray for a resurrectlon of the body,
and am certain that a man should find his holy land
where he first crept on the floor, and that familiar woods
and rivers should fade into symbol v/ (Dm‘ovmes)- |

Even Yeats’s favourite concept of the right aesﬁtlc dlstaaeﬁ«-“.
is put in terms of his theory of personality.

> /An art may become impersonal because it has too i
circumstance or too httrcause the world is too
or too much with it, because it is too near the
too far up among the branches. P




this deepest of conﬂicts thcrefare comes ‘mal;i
- who are no longer deceived, whose passion is reality.”
o Yeats asks elsewhere— hy should we honour
‘who die upon-the field” of battle? A man may show as
perate _courage in \E_riia_l_rmg into the abyé?’bf himself’—t
slightly - ‘posed’ quality of the declaration underlines the
element of truth in it. One’s mind is a batﬂ/ﬁeld also, and to
face and define the ‘desolation of reality’ one needs an honesty
that is not more frequent than courage. "%

In 1937, Yeats wrote a ‘General Introduqlon to his works.
The first section is entitled “The First Principle’ and the
opening sentence is as follows:

A poet writes always of his personal life, in his finest
work out of his tragedy, whatever it be, remorse, lost
love, or mere loneliness.

In keeping with Yeats’s newly-kindled interest in Indian
philosophy, the remark is buttressed with quotations from
the Prashna and C/z/zandogya Upanishads, the aim of which is to
suggest that personality is fundamentally 1dent1ca1 with the
Upanishadic self.

Some blurring of distinctions is involved here. Yeats does
not always firmly separate the personality or self which lives
and suffers in the world from the ultimate self which is reality
manifested; and even when he makes the separation, he is
inclined to treat the former as a way of approaching the latter.
In Indian phildSophy, on the other hand, the phenomenal
self is a configuration of attachment which must be - aband ned
for the ultimate self to be reached. The ego is .g_f};&d in th
process of atta.mmg selfhood; it is not retnev or even
rcgcncratcd eats s pos1t10n is so _e im ) thi




in it; My Christ, a legitimate deduction from 1
of St. Patrick as I think, is that Unity of Being -
compared to a perfectly proportioned human bod
‘Self’; nor is this unity distant and therefore from man 0
to man and age to age, taking upon itself pain and
ugliness, ‘eye of newt and toe of frog’. ¥

i A scholar might hesitantly ask whether Dante, Blake and
the Upanishads say quite the same thing and whether what
they say can be so confidently identified with legitimate
deductions from the Creed of St. Patrick. It is perhaps more
fruitful to remember Vico’s comment (which Yeats quotes
with approval) that one should reject all philosophy that does
not emanate in myth. What matters in this passage is not its
factual accuracy: the identifications in any case may be
less forced than one supposes)-but the deep creative i_éggrtance
which Yeats attaches to_séIf and the firm linking of the indi-
vidual to the ultimate, so that unities which are personal and
therefore creative (the two requirements are bound together
for Yeats) become in an important sense impersonal, in that
they reflect the unity of reality.| Any such unity should be
inclusive enough to take in pain and ugliness (Eternal Beauty
is significantly absent from this synthesis) and it should be
apparent that Yeats’s poetic development is basically a move-
ment towards this openness and honesty. The views he enun-
ciates may be open to question as aesthetic theories but
yats they are true and are also far more than aesthetic

Jn the end the poetry is the test. It is unquestionab.
Yeats’s poetry is nearly all of it, about himself; it is
| questionable that it is about a great deal more. The
his work bears most strongly his individdal stam
also impersonal (‘Objective’ would be a better
ideal word), because it is a whole, creafir




‘consistent and developing personality’“Fhough one
rather speak of a world than a personality, there neec
doubt that the total work of any major writer forn
which is greater than the sum of its parts and that
right in making this test a specific measure of Yeats’s achieve:
ment. {More recently, Kenner and. Unterécker have )
suasively demonstrated that Yeats’s Collected Poems ought to be
Vread as an efitity and that each poem gains in richness and
significance by being set among the poems that surround it]
The Collected Poems form a consciously shaped universe in
which every poem has its place and'is illuminated by the place
/At occupies. Each work contributes to the whole work; but
v the converse of this recognition is surely that each work has
to be seen in its own individdality, its owif achieved and
largely sufficient life, if we are to see it correctly as part of the
community which it helps to create. '

To say this is not unconditionally to endorse Yeats’s theo-
ries; one must remember that Mr. Eliot has reached a com-
parable objectivity and built up a world of comparable
cohesiveness from a critical position which is radically dissi-
milar. Whether one reaches significance by escaping from
personality or by sinking through personality to the essential
self below are choices of creative procedure which it is obvious~
ly unreasonable to prescribe. One’s primary concern should
be with the achievement. If the manner in which it is
reached has been described in some detail that is because a
knowledge of the method enables us to assess the product
more responsibly. For example, D. S. Savage’s thesis that
Yeats’s poctic development was essentially a betrayal of the

- personal principle, flies, despite its incidental perceptivene
~in the face of both theory and facty Yeats's growtl
contrary, is basically the record of his discové

¢ stripping”away of distractions, the wi
ironically blossoming) into the truth, the
e S i

€







For she had fiery blood
When I was young,
And trod so sweetly proud
As ’twere upon a cloud,

A woman Homer sung. 2
(‘A Woman Homer Sung’, The Green He

Maud Gonne’s bcalrt/y and the storm\'y/spirit that inhabited
it are in the fibre of Yeats’s poetry, outlasting his bodily
life and hers. The beauty is further attested in photographs
and portraits of her, but it is the poetry that animates them

so that she seems all of a piece with her image ana’_]'i-é}_i—mpagg._

on the poet is wholly credible.
lAs yet there is no full life of Maud Gonne McBride, it

she has put her own view of herself on record in her duto- 4
biography.!/ Turning to it from Yeats’s poetry is like wﬁng

a character from a tragedy step out of the cast to act on another

\ stage of her own choice. It is authentically a po?{:it of the
same original, but drawn by another hand in the licht of a o
different temperament; it supplements without con radicting
the Yeatsian masterpiece. J P |
"“Maud Gonne’s father was an Iri_s_};fo'fﬁcer in the British
army; her mother, who was English, died when she was
@ years old. The earliest memory she records is of helI \
father’s words to her at the funeral, that were to come back

to memory again and again as a rule to live by: ‘Never

¢ afraid of anything, not even of death.” By her mothe '
she and her younger sister were not sent.to school, by
educated, rather anarchically, by gomcs and by
with upper-class circles all over Europe as their father
from place to place. At fifteen, Maud was
aunt of her father’s who specialized in tr:
-Lﬂ conquest of society. She was ev




sister, both still minors, were sent o lwc w1th dr :
b_rg_tlalyer in what struck them as an impossibly staid and
servative household in London. Her sister, gentler and more
submissive leght have endured it, but Maud by that time
was a qebel by conviction, with her father’s injunction to
earlessness to for tlfy_her spirit. With the help of other members
of the family she escaped to take a stage tr“a‘imng, and would
probably have jearned her living as an actress, to Uncle
William’s horror, if it had not turned out that her father
had left both “his daughters just enough money A0 maﬁe them
1ndep‘t"ngl_un From that time on she was free to create her
own world, as in fact she had already begun tg do, out of a
chaos of impressions, expériences and s‘,mpathles worked
over by a tempeérament that demanded something unequivocal
to fight for.
In Frarce, before she came of age, she had met Millevoye,
a journalist and a brilliant orator, fanatically dedicated to
\\ the the recovery of Alsace- memc from Genﬁany The moment
she met him, shé says, she was convinced that they had met
before. Such recognitions are known to, happen: it t could
equally well be mterprctcd as a mem&/ of some past life,
as she was inclined to think, or a 1ntu1tionvof sympathy
between them, or a dlsgmscd prcSPntlmcnt that they were
‘to meet again, for Millevoye takes up more of her story_th
W B. Yeats. He, not surprisingly, began by mistaking
point of her interest in him, but when she put him
“was able to recognize the pasmonate eriousness
beauty He said: ol




“have astomshed hnn - s
‘She then asked Michael Davitt how she

Ireland, but antagonized him at their first meeting b
\\ ing physical force. The Fenians had believed in fol
the Land League, which Michael Davitt had started and
persuaded Parnell to _support, was committed to tactics
non-violent civil disobedience. With her beauty and her
style, her upper-class, half-English connections, her cosmo-
/Eoﬁtamsm ‘and her impetuous talk, Maud Gonngﬁcould be

and sometimes was mistaken for a spy or an agent Fovocateyr.

P

Next, through a friend in Dublin, she met the magnammous
old Fenian John O’ Leary and became his disciple along with
Yeats and ]J. i 'laylm It seems that Yeats, absorbed in
dreams of his own work, nev er noticed her till a year or so
‘{}?ter (1889), when she called on him in London to praise 8

18 newly publzshed book The l/’andmngs of Oisin. Then he 3
fell headlong in love with her.\

" She moved like a whirlwind wherever she could find Irish
wrongs to redress. She worked with the Land League building
houses for evicted tenants in Donegal, and with the Amnesty
Association for the release of Irish prisoners arrested for
treason, and in Donegal again when famine broke out there.
She went to France, to stir up anti-British feeling by lecturing
on her famine experiences and to Scotland on behalf of
Irish political prisoners. Nothing but sheer exhaustion of body
and nerves could keep her still.// ;

LWork not leadership, wa }ﬂjat she craved, but she c
never have been a disciplinéd party member worklng
formulated rule, and she knew it. Once a project had :
her or somebody s wrongs had roused her indig;

E df the eonsequencc' to herself a.nd the va]ﬂ:. "
erk til her esn'ength was =xhaust v



she c@nfabbed Wlth the Blshop, she
even the police can’t stand against hﬁr.-“ 5
(A Servant of the Queen, p.

It was at this time that Yeats, profoundly traubled_-"_ y her
activities, wrote The Countess Gathleen. .\What troubled I him Wﬂ; ¥
Bture ot
Maud Gonne’s beauty and health and the passmn of i
indigndtion the expencnce roused in her, so unlike every-
thing he would have liked her to be. ‘May a soul sacrifice
itself for a good end?’? was the way he put the question to ¢
himself. But he was suspicious of the end—although the play
id not betray this—and in his last years, after seeing where

\it had led her found more embittered words for the - PrObIW

I thought my dear must her own soul destroy
So did fanaticism and hate enslave it.
(“The Circus Animals’ Desertion’, Last Poems)

Xt any rate, it was her soul he was ﬁghtmg for, the soul that
should be self-app‘éasmg, self-delighting’ and instead was
expending itself on the wrongs and rights of others, ¥
LShc went on from enterprise to enterpnse, workmg alone
or with allies, always spending herself without reserve and
tl-'fn'—wi'thdrawmg from action till shc ‘had rcgamcd encrgy'---”.-'- '
for a fresh outbursf] She stopped another famine in Mayo
in 1897, by dynamizing the half-§tarved peasants till th
rallied behind her, and threatening the local author twsi
arson and pillage unless they made immediate prov
adequate relief. They did. She broke with Mﬂl__voy
afterwards, because he was committed to constit:
and she was growing more and more con

for violer molence. \//




(| bele nged (though Yeats was not in thc plof:), she
- Boer agency in France for £2000 for the work.
shocked at such unorthodox warfare, but on second thous
and unoﬂ'ic1ally, agreed to abet her. But before the plan was

| put into action it was frustrated by a spy, working inside the
| I.R.B., who posed as an agent and intercepted the money. ,_
\%fls brought home to Maud Gonne the ineffectiveness of
underground organization for acts of violence; betrayal

from within was too easy. She leff the I.R. B. and thrcw er-

self into organizing Cumann na Gael, which aimed at uniting

every kind of Irish organization, cultural economic or political,

into an open national movement with separation as its avowed

aim. Yeats a.pplovcd he too had resigned from the I.R.B.

and this new line of action harmonized much better with

his own notions.% 85

Ahen came the coronation of Edward VII. He was to

visit Dublin soon afterwards, and the British authorities at
Dublin Castle were planning a civic reception for him to
demonstrate the Irish people’s loyalty to the Crown. Tim
Harrington, the Mayor of Dublin, was a committed nationalist:

he could not be expected to participate, but he could be
Jpersuaded to go on holiday, leaving a more pliable deputy

to act for him. Maud Gonne got wind of the plan, with
e help of Cumann na Gael raised such a spectatular riot
at a Pubhc meeting that there was no more hope of carrying
it out. ‘You certainly have succeeded,” Yeats wrote to her
in reluctant acknowledgement; for cat-calls and chair-sling-
ing, however effective, were not his idea of action beﬁttlﬂg
the dlgmty of a noble cause.

It was in Paris, towards the end of the Boer War, : - she
first met S&_ﬁ/ﬁi{l‘vlde. He was returning from vglu

Bou
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on a lecture tSur, and asked he
~ she said she was not interested in marriage
battles to be fought for Ireland.~Then he returned
without money but with some unspecified plan for
“ Spain to promote an armed revolt in Ireland, and asked hi
again. This time she consented. Her book ends here, with
the marriage that seems to be so impersonally motivated, and
with preparations for a journey to Spain. - ok
me years she writes about, Yeats was writing his ‘Rose”
- poems and the intricate symbolic patterns of The Wind Among
the Reeds; nevertheless, he too belonged to the national’move-
ment that had one of its edges in her dangerous world. John
O’Leary was one of his heroes, and though he was a man o
peace himself, his imagination gloried in proud and violent
men. Maud Gonne’s exploits tormented him,,/ﬁe might bid
his beloved be at peace, but it was clear in the poise of her
head and the glance of her eye that peace was not her element.
\(As surely as his poetry was the creation of his individual
genius, Maud Gonne’s life, with its deepening commitment
to violence, was the creation of hers. 2/

; II

The two were divided by an equal but divergent strength of
purpose, but they had much in common. When Yeats wrote
that he ‘loved the pilgrim soul’ in her and not only her beauty,
it was more than a lover’s c_lg:_1_1;,si0n-—evi::::1 dihc&ugfl} lnusz la;:le;rd
ears he called her ‘a proud woman not kindred of his sou
C.jlft is true that they grew in diﬂ'erg_nt; gurroundings. |
was always poor but had always lived among
to whom poverty was unimportant, whereas Maud
had been brought up in fashionable society and cou
to live as she chose; her waywardness and unco:
- vagance often shocked him. But they were bro




eak G n
visi h her eyes from a train
 beautiful woman springing across the bog on

that shone white and then faded in
She knew the woman for Cathleen ni Ho

for one of the little white stones, and—fo
nervously exhausted from one of her famine-relief campaigns—
wept for the loneliness of being no more than that. But

adds:

\/Being old now and not triumphant, I know the blessed:
ness of being ‘one ﬁﬁjh&m_litt.lc stones’ on the path to

freedom.
(A Servant of the Queen, Preliminary note.)

_8he dedicated the whole of her physical and mental and
emotional being to that vision. Beyond it she did not think,
[ and there was a kind of wisdom in this for one who lived in

ize it, to argue that the Ireland

action as she did. To anatomi
to be freed was this and not that, could only breed ideological

s that turned action against itself. @hcre is a long
stage in revolutionary movements when it is better to be *
generous than clear-headed; the image of Cathleen mn¥
Houlihan was a focus to draw together the energies of widely 8
different groups and temperaments up 1o the very eve '
victory. Inevitably in politics, a moment COMES when
manceuvres for ascendancy of this group and that be
swamp the simple idealism of the fighters, and ofte
not the most gencrous who emerge supreme. But
\ youth victory was so far away that she coulc
Awithout being factious. Each according to his

m.

-

quarrel




+What kmd of Ireiand cmerged wa& Cathleen

business, not hers. Perhaps this confident inclus

learnt from John O’Leary, who could mspmﬁ such dif}

personalities as Yeats and J. P. Taylor and herself to e

together for a common end. L
Of all Yeats’s FBQQI}HS the one she liked best was M ,
anrahan™ Song About Ireland, where the power of the vision t@ %

L. reconcile factions is acknowledged:

Angers that are like noisy clouds have set our hearts abeat,
But we have all bent low and low and kissed the quiet feet
Of Cathleen, the daughter of Houlihan.

She had no patience with his exhortations to her to with-
V draw from the noisy angers of the world and find serenity
by gazing in her own heart.

I never indulged in self-analysis and often used to get
impatient with Willie Yeats, who, like all writers, was
terribly introspective and tried to make me so. ‘I have
. no time to think of myself,” I told him which was literally
true, for, unconsciously perhaps, I had redoubled work
in order to avoid thought. V

(Ibid. p. 308)

She could only integrate her many-sided personality by S
using all she had for a smgle purpose. e
« Yeats shared the vision, but because he was a creat
artist his line of work had to be different; hg_lxad to

out a natlon than rehglon ‘without symbols ’3 he
-‘Nexthcr rehgmn nor pohucs can of 1tsc1f create,



A tﬁﬂ&porament taok naturally to moIe_,-._- { w
Bbs«esswe, mdlscrmunatmg cult of violence for it:
a more forgiving’ mood—as a chronic imbalance b
herself and the age that denied her an appropriate

Why, what could she have done, being what she is? 3
Was there another Troy for her to burn?
(‘No Second Troy’, The Green He!met)
He wrote of her with so much insight and such finality of
phrase that it is hard not to see her through his eyes; and %
yet, reflected in his own very different temperament, the
seriousness of her standpoint is diminished ]:She did not want
,to_burn Troy but to serve Ireland; indeed, it is one of his
Q |\ \grievances that she would not live, or let others  live, for the
o \cult of her own beauty, but treated it as a /gift to be flung
recklessly on the altar of the goddesshj
/Her belief in violence was no incd erent fury but a con-
sidered judgment that refused to shirk its own consequences.
uSubject peoples win their freedom only when they are ready =
to die for it. This is not to say that constitutional action has
no value, but a parliamentary party must reco_g_l‘nzc itsel
as merely the surface of a great upheaval draw1n& its _strength
from the people’s active will, and to lead them it must both
trust and be trusted. At must never disown their instincts.
& 4
Once a constitutional party turns its back on ph'_ '

barrassing, its days of usefulness are ovcr. It ma.y'
on but, being unable to deliver the goods, it fal]s ’



(Ibid. pp. 174

C The civil disobedience tactics of the Lap__{_".__ ue were
more efficient and less wasteful of human life than the Feniz 5
violence; but Maud Gonne, judging from her own_adventures
4 with the Land TLeague, believed that only the possibility of <
violence in the background disposed the government to listen
to argument. (Diplomats say as much, when they speak of
‘negotiating from strength.’) If this was true, then leaders who
repudiated the people’s force broke away from the ground of
their authority; they had nothing left of their own and could
be useful only to the enemy. They opened the way for less
scrupulous men to exploit politics for private advantage, as
they certainly would if they were sure it was safe; and then
the true idealist who disdained to manceuvre for position
had to suffer for his loyalty to the party without being able
to keep up its morale.
@Besides, to the unsoPhisticaYed people who were the strength
: of a national uprising, physical violence was essentially a
moral gesture, the obvious expression of the will to fight)v
It carried weight less for its immediate success than because
it committed a man irretrievably against the government. A
politician might be wise to avoid it if he could, but if he
disowned those who used it he was either a coward or on the
wrong side. You don’t disown your friend, however wrong-
headed, to placate a powerful enemy. This seemed to be

2

Mau i thought.

Nﬁhe was not the woman to incite others to dangerous

action and stay behind the lines herself: if it was right to

advocate violence it was right to be in the thick of it. 7

fiasco of her ship-sinking enterprise set her thinking

It taught her, not that physical force was a Ke,
5 .




' had been secret (e
-pj:gitenting it from coming to light, there was no
make the Irish people understand the reason for his
The case was different when a man who had turned app:
against comrades charged with sedition was murdered for
his treachery. There, the crime was public and the whole
people could judge the righteousness of the punishment, so '
that it brought home to them the import of the fight for
freedom. The logical inference was that violence must be
preached and practised as openly as possible, to confront
the people with an absolute choice between freedom and the
peace of submission. She accepted the inference, and acted
on it. A

There was, however, a secondary reason of personal honour
for her objection to the murder.

/T had made it a rule of life never to ask any man to do a
thing I was not ready to do myself or to take a risk I was

not ready to share. I was not ready to shoot this man.
(Ibid. p. 308)

The human gallantry of this admission is as characteristic &
nof Maud Gonne as the cold weighing-up of the pros and =
cons of murder. -

There is no need to agree with her reasoning on physical =
force to recognize its lucidity. The world she thought in was
in some ways very unlike that of today. Violence; massive an
mechanized, was still unimportant, violence was an instrumer
of personal courage; there was no such thing as total -
nations and their armies, if they fought, could be exp
to abide by agreed rules; but there were no rules go
an insurrection of the unarmed against an arme



i I
- with She could see that parliamentary p
- offered a temptation to the wrong kind of politician to
himself comfortable on its back while, the will to freec
evaporated in speeches. She could sée, too, as Pearse and,,

: e b -
[ Connolly saw in 1916, that open force, even if defeated,||
| ‘
|

|

would commit the nation to fight till independence was won. }|
Was'this the only or the best way to win it? The questionis
not answerable, for history, which cannot be unmade, was
made in Ireland by men and women who thought “as she
did. She could not forésee, there was little either in the world
or in fier own nature to warn her, how a few years of licensed
violence could change human values; how easily, from taking
on themselves the responsibility of killing, men learn_to kill
irresponsibly. This was something the whole world had still
to discover. |

Now days are dragon-ridden, the nightmare

Rides upon sleep, a drunken soldiery

Can leave the mother, murdered at her door,

To crawl in her own blood, and go scot-free,

x (‘Nineteen Hundred and Nineteen’, The Tower)

—could not have been imagined at the time when Yeats
wrote his Cathleen ni Houlihan.

At that time Yeats had no need to face the question of
violence so realistically, since he was not promoting it himself
and armed revolt was not an immediate practical issue. The
renaissance of the imagination he was labouring for needed
peace, or at least security of life, for its growth, and thougk
Parnell had been one of his heroes, he had seen that
Parnell’s death the energy of Irish minds ‘might be
over to the imaginative arts.”He fiever had Mauc
:?@e sympathy for the down-trodden, but :
of thinking showed that feeling for the

i

)




it govcmcd the wa.ys |
preferred her own work to his love.

I11

There was, however, much besides/political passion to b:
them together. There was the theatre, for one thing. Yeats’s
imagination had always clothed itself in drama: Maud Gonne
who had turned first to the stage as an escape from the con-
ventional life she abhorred, had it in her to be an actress,
perhaps a great™one, if she had given herself to the art. She
confesses that when Yeats brought her The Countess Cathleen,
saying that the name part was written for her and she must
play it, she was fascinated. But if he hoped to work through
her dramatic imagination, till she understood and submitted
to his ideal of her, he underestimated her will; she refused
to act because the lure was altogether too strong. v/

I knew my own weakness, and how, when I got interested
in anything, I was capable of forgetting everything else—
house-building, evicted tenants, political prisoners, even
the fight against the British Empire, might all disappear =
in the glamour of the stage; it was the only form of - g
self-discipline I consciously practised. 9

(A Servant of the Queen, Pp. 176) _r_.-; :

Once only she relaxed her rule, and that was for Ca
ni Houlihan, because Yeats refused to allow it to be
vithout her and she believed it was important to the
movement. It is interesting that this is the or
plays where Maud Gonne’s imagination seems fc
to dominate Yeats’s own, for Cathleen ni




n her fcehng ab@ut East W
of the ambivalence of Yeats’s Easter, 19.
recorded in a. in_a letter from Yeats to Lady C
tragic dignity had returned to_Ireland And yct,
Donegal peasant hatl died of hunger for want of an
of her energy that might have saved him, she wﬁuld
blamed herself for ever. W/

They had too an even closer bond in the pervasive belief '
in the supernatural world, which both of them carried into
action. Maud Gonne is speaking Yea.ts s own language when

—_— i
she says: ~

I had never doubted the existence of spiritual forces
surrounding us, some friendly, some hostile, more com-
pletely blind to human needs, pursuing their own existence
with the same disregard of us as birds or insects. I knew
it was possible to break the dividing barrier which
separates us from their world.

(A Servant of the Queen, p. 287)

She tried some experiments with the barrier, for she had
psychic gifts, perhaps more authentically than Yeats himself.
But the spirit world, even more than the theatre, is a dangerous
distraction; it is either a disinterested and overmastering
passion or a fraud, but certainly not an instrument to be

handled lightly in the service of other interests, and a true
instinct made her aware of this.

She tells a strange story of a phantom woman, dark and '
sorrowful, who haunted her from childhood and seemed to
her to come with friendly intent. Yeats and his Rosicrucia



But I found these experiments very exhausting, and they
took me away from the work I had undertaken, so I
resolutely put on blinkers as I had done about the acting
and renounced the experiments after a time.

(Ibid. p. 251)

@hc joined the Order of the Golden Dawn, where Yeats
gained so much of his knowledge of magic, and passed the
first four initiations. Then she discovered that it shared some
passwords with the Free Masons, and although Yeats, who
was a much more advanced initiate, denied that it was in
any way Masonic, she promptly sent in her, resignation be-
cause

Free Masonry as we Irish know it is a British institution

arid has always been used to support the British Empire.
(Ibid. p. 259)

It was not, I think, that she had any doubts of the validity
of the Order’s rituals and the spiritual powers they conferred
on initiates who passed the tests; but if such powers could

be acquired only by entangling oneself, however remotely,
with the forces of imperialism, that was the strongest of reasons

for renouncing them. i
would be useless, and quite irrelevant to this study,




and fant

her account. She was writing of experience as it C
and the interpretations put on it by Yeats and his f
occultists spoke so clearly to a kindred understanding 1
own mind that she could make practical use of them.
too was at home among apparitions and supersensory com-
municators, but perhaps more through faith, imaginative
and reasoned, than experience of his own. It was necessary
for the self-created image that made his poetry visionary,
and for that very reason no one, perhaps not himself, could
be sure how much authentic visionary experience belonged
to the man behind the image. Maud Gonne, intellectually
much less sophisticated, accepted what came to her as people
do who are not introspective and have never been required
to be sceptical. There was thus a region of shared beliefs
for them to inhabit together.

%BQL}_IELC._.ELSH ‘elsewhere they were held apart by an equal
inflexibility of purpose. Though Maud Gonne never doubted
that there was another world, her commitment was to the
liberation of Ireland in this one. Eternity could look after
itself, and the supernatural, if it would not serve her
purposes, could go about its own; it was too dangerous a
distraction to flirt with. She lived by her sivéle-mindedness,
and could respect the same quality in others even when its
aim was different. In the Dublin Th€osophical Society, the
only personality who interested her was George Russell (A.E.),

\oj’/ whom she writes:

He told me he would not become an artist and preferred
the dull drudgery of figures because it did not take
yway from the spiritual life as Art might have
Like me, he had put on blinkers. (Ibid. p.

| Yeats was no less resolute, but since a poet’s

o

e el ey i B LU e i e S M



S &ea:use, w hlm who pondlers well

- My rhymes more than their rhyming telI
- Of the dim wisdoms old and deep

That God gives unto man in sleep. e

(‘To Ireland in the Coming Times’, Iy

IV

| E['hough prcsumab]y Maud Gonne sometimes fell love, i
Ithere is little in her book to suggest it. Ordinary réticence,
more ordinary then than now, may account partly but not
galtogether for the silence: if love had mattered greatly to
)hcr she would have said so. She presents herself and her life
faithfully in the light of her own*ideal, which is not at all
that of the women ‘bred to be a hero’s wage’ in Yeats’s words,
or the world-troubling heroine he thought her capable of
being. She wanted to fight, not to be fought over like a _

'échalleng_c cup, and to fight for a-cause worthy of hcr valour.]
She saw herself as a lone ranger sworn to the service of the -'I.'
Quecn Cathleen ni Hr)uh]mn, at whose call the bndcgroom R
leaves the marriage bed: after taking the oath, to allow any =
private and personal feeling to govern her actions would have :
been the conduct of a base dcscrtcr-’l /

“The book is full of this sense of commitment, which though:;
it included no vow of chastity and prescribed no rule of life
was as absolute as a monk’s or a nun’s. (As long as she worke
only for Ireland the gods would favour her, and would ¢
her the moment she took thought for herself. How -
she believed this js shown in her account of an epi .'
year of Queen Victoria’s Jubllec, when money w
for the defence_of political pnaoners She fo o
tmf a fm'tunp«tc]ler at ,

Vs




And on one of her last successful explmm, the preve
the staged demonstration of loyalty to the new K
VII, she comments: é

R
Luck and the will of the gods had not deserted m
public affairs, though I had begun to doubt them,
as for my private affairs, why should the gods look after
them? I had long ago chosen to devote my life to the

vone ObJCCtIVB of freeing Ireland, and since then I had. i i'_,.'
invariably found that anything I undertook for r myself
personally never succeeded, and so had given up trymg “*

,}SO long as I was worl\mo' for Ireland I felt safe and

protected. (Ibid. p. 339)

This confession comes a few pages before the“account of =
her marriage. It does not suggest a frame of mind propitious
for marriage, nor on the whole does the account itself. McBride,
she says, had asked her to meet him in Paris.

there was a war on and there was always Irish m 3

on. I feared it might be thatM that was
| bringing him t gP France, but I hoped there might be a

more interestifig reason. \/‘7"'_” (Ibid. p. 342};-

There hardly was, for his plans seem to have been
_~ But McBride was penniless, a political” emle, and so ig
of French that he was almost helpless in Fran
were both desperate for the same reason: bot
that nothing but armed stféngth could i
therewere no men, no ams,m.‘ |




haf 'ﬁie mouth of Plenty’ﬂ hom, et

~ Because of her opinionated mind Bt
Barter that horn and every good

By quiet natures understood

For an old bellows full of angry wind?
(‘A Prayer for My Daughter’, Michael Rabm

éut Maud Gonne’s book, completed in 1938, breaks oﬂ' )
at this point in the year 1903') Having made the decision
with open eyes she had too > much gallantry to complain of
its consequences, and says nothing at all of the troubles between
herself and McBride that led to scparation not very long

aiterwgrds 7
It is possible that she loved Yeats, as he certgl_in]y believed

th_l_l _he wrote of

that monstrous thing
Returned and yet unrequited love ,
(‘Presences’, The Wild Swans at Coole) 4
e

—but any positive grounds for thinking so are in his poetry,
not in hg,,r book. If she loved him, that would have been by
her own reasoning the best of grounds for not marrying him.
If the lure of the stage, or of power in the spirit world, might =
have distracted her from her self-chosen purpose, love fulfilled
on a foundation of so much affinity would have been w,'
greatest distraction of all. And he certainly could not h e

made her happy, as he believed he could, since happir
was no part of her design for herself. 7 A




b’ackground and the hghtmg beleng to the
sense of values, and these will always change
the figure. , o
Vi frglrzleth:'eztsmn image is a_creation that needs no su
r;gmal It is more alive than any of his pur
dramati¢ creations such as Dexr’c'ze or Cuchulain y O
those emar\ﬁnons of himself, the voices of his pﬁyof ngmed
Red Hanrahan Robart‘é and the rest. It lives and moves
as Lady Macbeth and Cleopatra live in Shakespea.re s plays
Vand as the Dark Lady of the sonnets does not. W when
one sees from the book how closely his dramatlc imagination
keeps to fact, this in itself is a statement about art) It was
at its most powelful when he was wrestling with “his own direct
experience, of which she, at once so close to him and so
remote, was a vital extension.
v As a young man, perhaps for a longer time than most
young writers, Yeats uxperlcnced literature more v1v1d1y
than life. He was serious in asserting that all great art and
literature depended ‘upon conviction and upon heroic life,’®
which is as much as to say that Achilles must exist for er
to-celebrate him-rightly; but at the time when he first said
it, his poetry gives the impression that he pictured the heroic
hfe rather like a Burne-Jones tapestry walking about the

countryside. Maud Gonne ~was_actually living it a con-

temporary env1ronment so that in a way he was forced by
her existence to come to_terms wit with _the age. She must have

been the last perstn he would have chosen to see demonstr
\ ing’ *its consequelices—it was as if the actor cast for H
had insisted on playing Achilles—but she was authentlcally'

heroic. They both inhabited ‘the same world of Irish national-

ism; her region of it was a turbulent underworld where
police spies were part of the day’s normal encumbra
and threats of murder, even suspected attempts at it,
cally or personally motivated, were calculable cha
was not congenial to him with his need of se:




: For'wm the hangman s rope was spun.
(‘September, 1913°, Respons

\His poctlc image of her bears witness to the way she educat
'hlm, it is not static, but grows and changes as he matu
At first, when he still hoped to win her, it w \/s/no more than
a projection of his own longmg(ln The Rose of Peace he shows
her what she might be; in 7The Countess Cathleen he transfigures
her to a seren€ saint; in The Two" Trees he tries to change her;
in one poem of The Wind Among the” Reeds he pleads with
the elemental powers to make her peaceful; in another he
wishes her dead.)In all this she is the cause of poetry but
she is not in the poems themselves, except so far as the turbu-

V}Ience that baffles him 1s seen gradually breaking through.
ﬁNot until In the Seven Woods, when hope 1s lost, do his words u
Lbegm ‘to make her ob]cctlvcly visible. v

"Thereafter, usmg his poetry to master his experience, he
sets out to capture in words the quality not only of his passion, 3
but of the woman herself who evoked and rejected it. In
‘A Woman Homer Sung’ (The Green Helmet), he says: |

I wrote and wrought,

And now, being grey,

I dream that I have brought
To such a pitch my thought
That coming time can say
‘He shadowed in a glass
What thing her body was.’

And indeed, though he had not yet realized that c .
her individual image was‘gélung form in his lmes-:
to grow more and more ct, from the airy




(‘Beautif

Not only the bodily image but the persona
it becomes clearer as his art advances in the uest
¥ reality. She compels him/fo acknowledge qualities he
not share. In No Second Troy he is ou_g'_g.ged by the turbi
that

would of late \
Have taught to ignorant men most barbarous ways,
Or hurled the little streets upon the great,
Had they but courage equal to desire

—and in seeking to excuse it discovers that she has

a mind
That nobleness made simple as a fire
With beauty like a tight-strung bow, a kind
That is not natural in an age like this.

-

W

Fme as this apology is, it is full of Yeats’s contempt for the
commogplace and the ﬁnal question—

Was there another Troy for her to burn?

—is, as I have already said, a little Iess than just to her
motives. But in the same volumc in another poem, he be- ;':-.
comes aware of something in her that is more generous and
even, underneath the turbulence, more serene than his owr
need for the applause of a world he despises.

| —what her drcaming gave
Earned slander, ingratitude,
From self-samc dolt and knave;
Ay, and worse wrongs than these.




All T could reply Rl
Was: “You, that have not lived in thought but
Can have the purity of a natural force,
But I, whose virtues are the definitions
Of the analytic mind, can neither close |
The eye of the mind, nor keep my tongue from speech.
And yet, because my heart leapt at her words, ‘
I was abashed, and now they come to mind
After nine years, I sink my head abashed.

(“The People’, The Wild Swans at Coole)

This poem was first published in February 1916, at the
same time as The Fi;@gzzan and Her Praise. Taken together,
they suggest that Yeats was rethinking with some_intensity 8
the qu__arrcls with the Irish public that dogged his work, an
‘that the recollection of Maud Gonne played an active part
in the inner debate, tending rather to allay his anger tha
to increase it. Without this preliminary thinking, I wonc

whether he could have achieved the concgitra.tig,} and

| fine balance between salutation and critical a5§§_§§/ment 0

\Easter 1916.) 2 T————

(e could never wholly forgive the world of politics

« taking her from him. That single-minded devotion of

Yito. Cathlcee{\%/xli Houlihan was not, as he saw it, at all like th
‘Unity of*Being’ that was his own ideal. It was attaine

ruthlessly eliminating all that did not serve the one :

and that purpose something other than the whole

man; it was the too long sacrifice that can make a

the heart. His Unity of Being was to be won, on the

/ by accepting and integrating every vital ympulse til

' \?_g_mg became like Wordsworth’s cloud that movi

Vif it move at all. All the same, he knew hi




.deeper mslght, for thc word -tha-t occurs to a reade
book is so much ‘opim'bcy(ed’ as ‘headstron
Bronze ead, his last meditatidn on her, there is no re
of her { for being what she was. She is ol
but he remembers her with all the re
the eyes, that he once thought (A

supernatural ;
As though a sterner eye looked through her eye Jesis
On this foul world in its decline and fall; / v

v/ =
and behind that glance he sees another, less forbidding aspect
of her:

her form all full

As though with magnanimity of light,
Yet a most gentle woman.
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than that of any other oomparablc We
~ came under that spell some time or other.
 Emerson and Whitman, Indian thought has bt:
~ been an important fnfluence; but strongly as it colom “ he
reflection, it remained one of the elements of the philosopl hical
synthesis which they built. JThe Indian experience was still
largely a curious, exotic inferest. It hardly became a way of
feeling, a modxﬁed power of perception. Iprecent years, several
have written on the theme with enthusiasm, as Huyxley has
‘Jﬁone for instance, but there is Tittle in the way of participation
—1I mean the way a writer might make the Indian standpomt'
a fact of his personal experience and not merely give it the
approval of an intellectual. Even F7 S. Eliot’s references to
V%mkrlt scriptures are rather mmdf ntal in a total si g
which is basically un-Indian. Some critics like Helen dner
have thought that such references as those in The Waste Land
and The Dry Salvages project a little, not being quite integrated
with the stuff of the poem as a whr:lv (One may not cntlrely
agree with these critics but one can realize that thcre 18
Vi justice in that charge. Eliot’s, strictly speaking, is the observ
com.ment not warm_participation_as one feels it is in 1 Y ts. E-
Yeats’s own compatriot George Russell (A. E.) did, uia:ed, '
walk as it were the entire road in the Indian direction and.
probably had those experiences the Indian mysncs descn
But that is something that eludes articulation in words, ~ 3 i
~On this side of the ‘threshold’, on the middle ground where
poetic articulation is fossible, and 1 indeed the only me
‘of success, Yeats more than any other seems to me t
twlndm f]mg YeatSS Ind].an Onr
;_"._moubccauset ahopartl his_Irish
'Eehadmctom primitive d ar




edVthe ten Emc:pal Upar 1
ga Sutras. Nor was this a question of persor
is clear that his Indian interest was a persist
‘ mind apd lasted till the very end. One of his last p
o Herne’s” Egg, was written in the year before his death 3
Purohit Swami was staying with him as his_ guest. The play
has an extremely complex weh-of symbolism and is, in man?
ways, the clearest embodinmient of distinctively Indian con-
ceptions about the th:i’;dea of Gocfﬁead the attitude to sex, the
theme of re-incarnation and Samadhi. Indeed the entire
theme is as redolent of Indian sentiment as is the very name
with its symbolical emphasis on the ‘Swan archetype and
the primal egg or gIe (Brahmanda).

All the same, the carliest cofitact seems S to have proved the
most enduring. Those are the impressions that have sunk the
decpest. The Brahmin, Mohini Chatterjee, had advised him,

he says:

‘Pray for nothing, say
Every night in bed,

“I have been a king,

I have been a slave

Nor is there anything,

Fool, rascal, knave,

That I have not been,

And yet upon my breast

A myri}d heads have lain.””’

This remairié, though now, Yeats adds a commentar
| I have been all.’ But saymg this i1s not to rejcct the
i have been, but to accept 1t gla.dly and enthu




jon in the Brahmin’s
} to -"théf sensual scene. But it is a
return’, inclusive, not exclusive. The Brahmin’
‘not contradicted exactly, but modulated anew in
" mind. This early response remained characteristic
Indian efo_Erii;me throughout. P ;'
{Yeats’s confrontation with Indian thought through
q\ Blavatsky, Theosophy, The Golden Dawn Sociciw},:{\-and
: is perhaps not as material as has been made out.JAt any rate,
it might illustrate the fact that Yeats’s sources are not always
what one would call respectable. But whether his sources
were reliable or not, Yeats had long nourish€d his mind on this
Indian diet till some of its essentials grew into the grain. One ™
fecls this in his deep sense of the immanénce of the spirit and
his resolute denial of the Christian barrier that separates
ﬂ s5d from His creation.(His is a vision that looks upon all
//the elements of, the temporal world of sense and passion
equally as parts of a whole. Nothing is taboo, nothing sinful
9 er se. Even when the desire to escape the mire of veins and
“blood is strong he can look back on the trumpery, flawed,
figures who make the sensual music, without arrogance,
without contempt and, what is more, without any sense of A8
shame or guilt. His mind is at home in a dimension of time
which is a kind of recurrence rather than a flat linear move-
ment between fixed points. It naturally looks forward to a
continuation after death and to incarnation into other forms.
And it experiences no strain in accepting such presumably
‘alien’ ideas and attitudes.
/No wonder that Yeats’s Christianity i§ of the kind critics
must find ambiguous and _cv;_:fﬁ_('iubi"c{us. There can be 1
doubt that in Yeats the strictly Christian point of wvie ‘
totall_udis_c%ded. And the dubiety springs from the C
Yeats’s mind, like the Indian, accepts Christiani
/ i) f the forms in which the Divine makes its impact on
He could not accept the dogmas of one religion
revealed by God. All the diverse forms which r




: gGocT-"head as something external to humanity and

'/, because God with us is not a distant God; He belongs to our

| in. the play Caloap, d
Yeats’s inabi_ﬁigzﬁ_to accept the Christian tendency

it

S

Self. In this respect Yeats’s roots have been in the broa
pagan tradition in which Christian mystics have a signific
place—whether early Christian, Byzantine _pr Neo-Platonist{ f S
QIn all things he seems to prefer at first the Greek to the Christiax / 2
‘and finally the Indian to the Greek. e
This would" also explain his enthusiastic sponsoring of
Rabindranath Tagore whom he, in a manner of speaking,
helped to discover for the Western world. Yeats found him
interesting firstly because, as he himself said, Tagore re-

i —

presented a traditfon where poetry and religion have been
the same thing—and this in a sense entirely different from
“what Matthew Arnold mecant when he proposed poetry as a
substitute for religion. In that way of thinking, the life poetical
is also the path to self-realization. It is the recognition of the
Divine 1n us and in all things. And poetry itself, as Tagore |
would put it, is something like the soul in the proceSé’of' culture, 2

/ the little man responding to the Supreme Person. To - respond '
to Him with the fullness of our energies, to express that res-
ponse through all the myriad channéls of life’s activity but
chiefly through the art-forms, through song”and iusic, is to
live the good life and the poetic life both at the same time.,
Tagore himself has conveyed this intimate relation between
lre]_igion and poetry in passage after passage. Thus for instance:
‘In India the greater part of our literature is religious,

‘homes _as well as to our tc_glf)fes. We feel His nedfness to us
in all the human relationship of love and affection, and in
our festivities He is the chief Guest we honour. In seasons of
 flower and fruit, in the coming of rain, in the fulnéss of autumn,
- we sec the hem of His mantle and hear His footsteps. We

worship Him in all the true objects of our worship and lov
Him wherever our love is true. In the woman who is
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ture

en in our liter

~ This is what Rilke would call ‘the transfo
Earth’ which Western Christianity made u
this pervasive sense of the mingling of the secu - and
//ndiv-ine became the special business of the poet. It came,
course, from the peculiarly non-doctrinaire character of

nd from its liv

Indian religion, from its vivid pantheism a

sense of the unity of man with Nature and with God. Tagore’s =
be different from that of the West S8

own_poetry seemed to-
because of this hidden’ leaven which informs it. It 1s as if our -

daily activity were suddenly to be touched by some sanctifying
he holiness of our heart’s affections in our
dealings with men and in our encounters with Nature. What

\is important is that irom the point of view of the poet’s craft

this meant giving all poetry a pronounced ‘symbolic’ slant

ab initio. £

To Tagore, as to Yeats, all poetry must necessarily possess

this symbolic”quality.[One recalls how earthly love becomes
symbolic of the divine in the Gitanjali lyric. Everything is
impressed with an inner“force, the infinite peeping t ugh
the finite. This is of the essence of the tradition of Vais avite

oetry and that of the Baul singers of Bcﬁé_al which were the

' agore’s developmenty What drew

Yeals to Tagore was, in other words, the integration he was |

\ himself seeking between the insisteiffife of the body and that of
religion and art. That sexual imagery couldso embody the =
sense of our relatio% God was of the y]:g;ﬁ_és importance for
Yeats. In the later”Yeats, particularly, there scems to be

\ swﬁwial need for fhe poct to see spirit become incarnate
séx. Western critics are apt to find Yeats's return to the thef

of sex in old age grotesque and even somewhat papholo
ﬁlt has even been suggested tha‘t/thc'glang_x_z__lar :
underwent may have been responsible for it. One
how that fine poem Leda and the Swan was kept ¢

power revealing t

Py
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spiritual unpulse There is a cou ne]v '

total confrontation of things]

- I will not presume to say this w1th certainty, but it
c};ﬁs

to me that Yeats’s later a with Tagore’s ver

seemed too often to slide off into the weakly sentinfental or
the elegant ly euphemistic where we should have g_pected a

B SE— -

concrete - grasp_of things. And this sort of weakness is made
7 all the more striking by Tagore’s English ‘franslation which
Emust appear to an English poet to betray a sense of English
style
Perhaps the most lucid expression of Yeats’s Indian ex-
perience is to be found in such things as those lyrics Yeats
calls ‘supernatirral songs’ woven round a hermetic called
Ribh who has had mystic experiences. Ribh is an Irish hermit
but the philosophy he is afforded is distinctively Indian.
His songs—Ribh in Ecstasy, Ribh at the Tomb of Bailie and Aillin,
Ribk Considers Christian Love Insufficient and so on—are
amazingly Indian in feeling and tone of voice. The simple
little lyric called -There, for instance, has this indefinable
Indian ring about it. It could easily pass for an expert tran-
slation of an Indian religious text or a poet-saint’s lyric:

There, all the barrel-hoops are knit.
There, all the serpent-tails are bit.
There, all the gyres converge in one.
There all the plancts drop in the Sun.

It is like an incantation in which poetry a
support each other, become indistinguisha
'tcnded vision man’s civilization is roked up as an

rose from a lack of this stren th in Tagore. Tagore’, VETSC e




fhe“desolanon of rcahty : ' o

- Egypt and Greece, good-bye, and good-bye, Ro!
Hermits upon Mount Meru or Everest,
Caverned in night under the drifted snow,
Or where that snow and winter’s dreadful blast
Beat down upon their naked bodies, know
That day brings round the night, that before dawn
His glory and his monuments are gone.

There is a joyous note audible in these Hermetic songs
which is recognizably Indian or Eastern. It is a note of peace
that must come from a quiet conviction of Divine participation
in everything. Nothing is alien except illusion. These lyrics
also convey the sense of the dram# of existence, of our being
actors in a play in which forces greater than we know move )

us: {’/ d
Whence had they come?

Eternity is passion, girl or boy

Cry at the onsct of their sexual joy

‘For ever and for ever’; then awake
Ignorant what Dramatis Personae spake;

--------------------

Whence had they come,
The hand and lash that beat down frigid Rome?
What sacred drama through her body heaved
When world-transforming Charlemagne was conccxved P4

e v J
It [t is like the umon of Leda and thc Swan ‘which hera.

whm'e the personal drama of the sexual joy sows
ol ofcomc change And the ‘force that beat 3&3 :




carest tement of 1t i&' -
wa latues—Pgthagoras g vc to ﬁc
measurement calculation. " the statues

those piurmnct-measured/ faces, put down
immensities’. They gave direction to_sexualir istincts 8
hvé"TIE may be pressed on the plummet-measured
But for Ircland and the Irish, those born into that an
“sect, the wz_a:y lies Eastward. Let them, says the poem, R
‘climb’ to their proper dark; in other words, regain those -. '
Asiatic vague immensitics, before they could trace the linea-
ments of the plummet-measured face. This is not to m-'rﬁ
the poem poses a straig J opposition of the West’s_ i
1ntcllcct to the chaotic péssion of the East, The 'he poem belies
suchasnmphf ication. The Western ‘measurement and numbers’
are not rejecte d nor is the Eastern chaos of the dark,glonﬁed.

The ~I,r)rsh should climb back to their proper dark—and it is
an_ascent—only in order that they may ben their

Eur6pean heritage which in itself is a_positive, value. On
the other hand, when we approach the Buddha at the cere-
monial hour for a blessing we might only find ‘Grimalkin
crawling to Buddha’s emptiness.’

The opposition is not between two abstracte ‘_g/ftﬁ‘mulac
but rather it is like a struggle between rival urges within
the same mind which compre hfnds both. The clash in such
a casc 1s not exactly softened but grows various, nmltlfonn
because of the complez {Eeling. Opposing loyaltlcs strain cach
other; the e is ambiguity, even Vacillation, And yet the heart’s
adoption s unmistakable. If the poem lacks clarity that is =
so because the pricrt(v cHort is not aimed at mere statement;
the effort js to live What the words embody. The poem describes
a f'Tt ne&f not by itself, but conditioped by other needs and
pressures Yeats thinks in antithetical'terms; he is not intere:
in a partisan account. What is prescntcd is always a
complex of feelings and ideas—a state of mind. And



ther-worldly czther (And in any case, spirituality is |

the East’s monopoly.) The truth of the matter is, as

Macneice put it, ‘An inner necessity made Yeats th
Indians as essentla,lly spiritual just as an inner necessit

“hlm think of the Irish peasantry as i t ch with the an

Gods.” We should also remember El;?x}“ poet like ke Yeats

' to _have somethin /of the original dam in him, ‘somethi;

of the innocencé before the Fall. Secondly, in poetry,

do not deal with casily measurable quantities nor with qualits

‘which announce their nature in their public signatures. It is ==

‘even more important to see that Yeats was concerned most

of all with a tradition, not individuals. This is true of his

interest in Irish tradition as well as the Indian. In either

case, it is the climate in which individuals may come to a

S / wholeness and growth, the possibility of it rather than what

particular individuals might have made of the opportunity.

was his sole concern. .

He saw that the Indian tradition holds out a~pogsibility™

for the individual to realize that wholeitéss and hirmony which ===

was once possible for men who lived in the age of ,liyzantlne{*

Christianity. The Irdian, he said, dls'plays ‘care for t

spontaneity of soul’ because his behef in many lives fre

v. him from the ‘moral indignation’ of the Western man. E
great need for this spontaneity drove him to “fierce expe:

mentation with all kinds of recipes. The one desire was 0

try out an idea by subjecting it to the test of his own experien:

If this led him to queer Quixotic ventures—all sorts of occ

practices which the modern man is inclined to disi

‘mumbo jumbo’—it at least slanted all his phllosap.-

towards what may be called ‘realization’ with the pe

nuance the word has to the Indian mind. That is

| You actually go through the experience, rea

condition or state of being, what before had pr

it thought as a paradax or mgrmty is seen :




shingly dlﬁ'ercnt from J}@: ef rﬂaﬁy ¥
who have scen great contradictions and weal
& system of Hindu thought ﬁ'}us is true partlcularlv §
'; with a missionary commitment to Christianity. To
example or twe: The Yale Professor, Egerton, sav
irreconcilable™norms at work in Hnlgl_ulsm—-—-thc ordina:
norm and the extraordinaty norm. The second-of these is”
the higher few who are exempt from observance of the moral
law; and the other, the ordinary norm, prescribed by Dharn Dharma
for the common man. Western savants like Sweifzer ve
found the thought O{/Indla wanting in the };a1{'111(:1}571‘6:;;’n life
aﬂirmh/lon and scop€ for positive ethical action which is the
very foundation of Christinity. Others like Nicholas Berdyaev

point out how :

The Hincfu consciousness and destiny are the most
unhIStOTIC’tl in the world. Indians had no conception of
history or of historical process. Their spiritual life appeared |
to be above all an individual one. The Hindu mind
establiip,es an antithesis between the historical and the

: metaplysical. The inability to bring about a union of
the two led them to think of history as a phenomenon
devoid of purpeseé or meaning.

And Jacques Maritain criticizes the pharisaical purism of
the In&an standpomt

The fear of soiling ourselves by entering the context
history is not virtue but a way of escaping virtue. So
seem to think that to put our hands to the rca.[
- concrete universe of human thmgs and huma
where sin exists and circulates, is in
sm as if sm were contracted from '




‘.I - \ !*
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aint of purism 8
Yet his attachment to the Indian ¢
- possible that he saw nothing in the Indian thou
" inherently opposed to a harmonious blending of
and the metaphysical, He remained to the end
committed to the life of this world as much as to that
next and sought the ‘spontancity of soul’ which cultures
than his own had to offer. Ycats retains the sense of the
\thc most characteristic and the most vital feature of the Wes
tradition and yet again and again, his Muse has a

which seems to speak from b(:yon_d_grzagcdy, as if from
achieved unity of being in which tragedy is subsumedy .
not a resolving of conflict but a containing of it, and thelase
word is ‘Rejoice.” as in “The Gyres’: 3

What matter ? Out of cavern comes a Voice,
And all it knows is that one word ‘Rejoice’s

\/ﬁcats has not won _his appreciation of the Fast at the cost
/ gof having to reject the West. In the mature vision of his lat
"~ years he sees both as parts of an ordered harmony, the domina
note of which is what is heard in thg anciept-tombs |
caverns of the Gyres, namely ‘R(:hvéi:’. The. tragic sen
which distinguishes the Western experience is very much the:
but you now sce that at the heart of the tragic there
gaiety; so is there also at the heart of the Easterner’s moi
ful music, his reflection and his tendency to look at
jeytmd. This essence of both the Western and the Eas
cultures is bcautifgy{grought out in that late poem
Lazuli: . .

“ f perform their tragic play,
SThere struts Hamlet, there is Lear.
That’s Ophelia, that Cordelia;
Yet they, should the last scene be there,

| T -
= L




s the Easterner’s contemplation too
¥ gaiety: while they stare upon the tragic sce
- mournful melody. ‘Their eyes, their ancient gl
are gay.’ |The West derives its gaiety through trag
o heroism; the East, through withdrawn cntemplation. Th
_ N is an affirmation in both] Yeats comes to it from the enl:
perspective which he has gained of the great cyclic recurrence
of man’s history, of civilizations rising and falling and
dialectics of that change which he set out in his Vision. One
tune runs through all that tumult:

All things fall apart and are built again.
~ And those that build them again are gay.

.\ Yeats’s real point of departure from the Indian position is
his Tefusal to consider release from the eternal cycle of birth
: and death as the summum bonum. He prefers ‘the profane
perfection of mankind which is what we are here to realize:

“am content to live it all again i
And yet again, if it be life to pitch

- Into the frog-spawn of a blind man’s ditch. ..

I am content to follow to its source

Every event in action or in thought;

Measure the lot; forgive myself the lot;

When such as I cast out remorse

So great a sweetness flows into the breast

We must laugh and we must sing,

We are blest by everything,

Everything we look upon is blest. o .::i;'--."
(Dialogue of Self and Soul) :'ﬁ;{’.

=
2

It is a joyous acceptance of the bodily life. The Only
great poet of modern times who has expressed a :
sentiment is Rilke, though Rilke by comparison is i



‘Nowhere, beloved, can world exist but wi
‘Earth is not this that you want; to arise
Invisible in us? Earth invisible! .
What is your urgent command if not transformation?. .
Supernumerous existence s
Wells up in my heart.’ (Duino Elegies) %
Both believe that the bodily life must embody the eternal,

and for both, the process of embodiment is something akin

to that of art. Comparison with Rilke will bring out the

European and the more universal character of Yeats’z&ought
while, on the other hand, it retains a certain_ indefinable
" closeness to the Indian ethos. 3
More material than any evidence relating to belief or
philosophic concept, is the evidence of expression itself. . To |
a Hindu brought up in the tradition long enough for n to
recognize its subtle tone and expression, there is something
in Yeats’s use of imagery that awakens recognition.. . .
‘All mere complexities, The fury and the rrTJ-_ggi  of human
veips,’ for instance, is the same as the ‘mire’ of Samsara
(#arz) or the bewildering maze of Prapan‘z%a' (srqsa')ﬁand '
Yeats uses these images with the “same attitude of a
resigned understanding which_ '_9ne knows so well at home.

y Ea ==
s

The phrases have a familiar {iﬁg for those who have heard
them issuing from the mouth of wizened matrons or men Wi
have learnt detachment through experience. This has some
thing to do with the complete lack of the Christian sense

guilt or taint of original sin. The speaker does not

position of puritanical aloofness of one who is .
God’s grace and is saved, over/@dse who walloy
hO:n the contrary, there is a sympathy, a wise t
- wards all that lives and struggles, saints as w




mind 'that accepi;s, is mcluswe, rathcr t
is haughty and exclusive.

then is this: He accepts the Eastern _
as regards time’s recurrence, pre- estina i

ARz

return to the temporal is what I would call an ‘e
retyrn’. In all the great poems where the soul’s purification
is the theme there is such an enhanced return. He brings to
his contemplatlon of the nearer, familiar scene that larger
perspective which his Indian experience has given him. “':E',he
vivid, insistent life of the body is thus brought mto harmony
with the austere progress of the soul—an mttiaatlon which
only the ampler freedom of the Indian approach made it
possible for him.

essential humanity of the scene on which we focus our gaze.
In both, Yeats never loses sight of the sensual scene even
ﬂhen the yearning for purification bears hard on him. In

goes one way, the feeling’ anothﬁcr The young | COme _off better
than the old: , ~—— — _

{The most significant fact about Yeats’s I

ation of_ the soul but deviates radic
reference for release from the cycle of blrth and dea- 1y
wishing to re-enter the stream for its sensual mus1El This 3

ced

Both the Byzantine poems achieve this by preserving the

[ S TE———

the ‘Saﬂmg ~as has been peinted out by Alvarez—the Ig_glc 3 v,

7,
That is no country for old men. The young

In one another’s arms, birds in the trees
—those dying generations—at their song,

The salmon-falls, the mackerel-crowded seas,
Fish, flesh, or fowl commend all summer long
Whatever 18 begottcn born and dies.

Caught in that sensual music all neglect
Monuments of unageing intellect.

TIE_PICI man moves away from that country.




g in one another’s arms,
jole poetic effort, the ‘purgation, 1
the artifice of eternity is made solel
~ celebrate better the world of love and creatior
" that he has left behind. The power of the poem.

this ambiguous attitude; the poet’s ironic end

R

( pity for “mortality considered against eternity, and

~ him into

vanity of his strivings for impersonality set against the im
diate beauty and warmth of the created world.” That i
Alvarez brings out the rich ambiguity of Yeats’s atti uds
to—the sensual music. I would not perhaps put it exactly
that way. Here particularly, I would not think, for instance
that it was in any sense an ironical pity for mortality that
Yeats expresses, or that his strivings for impersonality could
be called mere vanity. After all, the golden bird is not one of '3
the dying generations; ‘birds in trees at their song’ and its B
song is not the same as the sensual music the others make. =
Singing of what is past or passing or to come is not to be
immersed in it but to take a contemplative attitude to it.
IThere is, in other words, a return to the sensual music but %
.a-"\_it is a return that has been profoundly modified by the spirituai 1
\promptings t0 move away,-. P ¥, &
Both the urges are sincere and strong. It is simply the
simultaneous awareness of both or rather the one standiﬁg
~{in the presence of the other, unblenched apd unashamed.
The poet looks back wistfully without any feeling of perSonal
abasement. The b;;o}EWard glance is that of a man still in the
grip of his sensual nature and is not able to abjure it'?hmgf
‘thcﬁqs}ir_e_tq abjure it is equally, real. This is not o
senfimental humanism of modern times heralded as som
have thought by Matthew Arnold’s ‘Since the sea of fait
has receded’ and the world ‘hath really neither jOy,' nor
ngr light’, ‘Ah, love, let us be true to one anothe-_l;_,__!_?_-__jw 0



......

_ scene
1ow it: “That dolphin-tossed gong-torme ited
~on the landscape beyond. “The sea igétﬁn by ¢
reverberates with the echoes of St Sophia’ 5 U
of man’s life is split asunder by the passion of love and 1
desire for perfection, and it _is egc}lesslx tormented
the idea of death.” That is what th
dwell on.

This effect and the

it ir&plics would not
himself free from the

I close on the

peculiar stance of the poct’s mind which
have been possible had Yeats not cut
3 rigid CHTistian view of sin. He sets his

= glsicl_n of the soul’s purification in a"wider and more relaxed '

erspective which his oriental experience has given him. The
vision of purification is not exactly opposed to t_#;,ehﬁsti —
Byzantium is itself an embodimént of Easterit” Christi nity, . S

But Yeats could not bring himself to‘B‘cj'gyg in the possiblity of e

V- eternal_damfin'tlol}.. Hence his Christian purgatory had > look 5
bcyg_l_l__d_ Christianity and absorb a great deal of the atonist, o

\ he Buddhist and the Hindu ideas of puriﬁcq‘{ion of the soul.
Thatmngc play Purgatory which Yeats wrote in the year of 8
his death, basing it firmly on the Ngh technique, is so_ugterly
unl_i_l_(_q_ a picture of the Christian purgatory because of the 2308
difference in the approach s Fyil. Yeats never really seems to

have believed in absolute~evil though he did‘b_t?_licve in the's o8
imperfection of the soul; the purpose of’?:xpiation is to enable

it_to shake off that imperfection. What is jplicit in his
'attitudc 1s the acceptance of

4 highcr__ morali ond
good and evil as in the Platonistf“{ “);h?)' ok

Platc onception : i
‘When the soul has overcome pleasure and pain and all ¢
n “a

evil consequences arising from a reliance 0 :
wrong and right”, it attdins to what Plotinus called
impassivity of the un€mbodied” and ‘needs only -
purified of complexity, to be perfected and
upon the beatitude of union with God.’
-~ W. B. Yeats and Tradition), P
~_That accounts for the vastly relaxed a
- Play. We have in view not the




- Unai -da.nced her dance of agony. The entire cenccptm 2

~ more Buddhist than Christian and the Byzantine purgatory : gl
modelled on the N6h play. And Motomezuka describes how a
‘young girl’s sins during life are punished by torment through

flame in the Buddhist purgatory and the play ends with the
dance of her agony: //
‘She had but to put her hand on the pillar to make it burst
into flame. .. The priest tells her that if she can but cease to
believe in her punishments they will cease. She listens in
gratitude, but she cannot cease to believe, and while she is
speaking they (her guzlty scruples) come upon her and she
rushes away enfolded in flames.” (4 stwn) Yeats points how
it was but a slight sin, ‘if indeed it was a sin, which seems great
XX/ because of her exaggerated conscience.” And the agony is self-
imposed, self—ge_geratcd The whole situation is %comﬂete
consonance with the SUbJCCthC tradition of the”East which
Yeats shared. Even one’s punishment has no reality unless it
arises from the self. Hell and even Heaven cannot be imposed
from outside.
Yeats’s interest in the mystmlsm of India and the East , far
v from n_being superficial, seems to me to have given his poetry
ts_peculiar strength. Because of it his poetry can concretely
express the urge of the sensual life undiminished and trium-
phant and at the same time poise against it the counter-urge
of the soul’s aspiration which leads him beyond the world.
ThJ_;Js_also_mi_lchnnectcd with the fact that he seems to
develop an increasing sense of ¢tachment to which his co
tant effort to see cosmic H'sTory as a cyclic progression
have dxsposed his mind. So in the poem ‘Whence
"-'_-_:tﬁey t:ome 2 men and women m the grlp of great passion




!

Bis : central to his t

of our n'unds and bodies there is a point of rest w1thln whi ch,

if it does not allay the tumult, makes possible a tragic s)rnthm

such as is seen in the mature Yeats.

In this respect, a co on of the Byzantium poems with
T. S. Eliot’s 4sh Wedzz\é;;s scems to me to reveal _Yeatss
strengtﬁ Both poets write about the urge for and ‘e’ rocess of
renunciation. But while in Eliot all is ormal-pé/rfcct Yeats’s
world throbs with the immediate and living response of the
moment. ‘If Eliot lacks the dimension of human error,” as
Alvarez has finely put it, ‘Yeats’s strength lies in the magni-
ficent way in which he accepts fallibility:” His values emerge
from his writing only as things happen to him. It is this qualitys
that makes Yeats a poct of the great txadmon of . Sha.kes-
peare a Doirhe. It is poetry which is dircct, concrete and ;
Waneous It seems so congruous with the act onwmg at alt

points th t one mlght call it ‘the poetry of/ctlon “actidn

as poc Yeats s poetry preserves the csscntml wholeness of
his s 1r1tual eﬁ(pencncc His Indian ('\pcru;pcc ﬁas dlrcctlx
and indirectly contributed to that result. _, \/

One must finally come to rest on the p n{ﬁ ‘Umty of
Bemg which assumes an almost sacrameiftal importance
in any consideration of Yeats’s poetry. Whether Yeats’s
search for a unity of being is related to his Jndian
experience Or not—and I do believe it is so relatéd—it ig
hetight and art. His is a constant’s truggle to
disparate _elements in_numerous ways and o:),

. In the sphere of action, for instance, he pon

in his elegy In Memory of Maj
-egory was able to.achm&.m |

ﬂ‘



roblem is different ReE .
~ The question 1n Leda and the Swan was: Did Jupiter”
'~ tual splendour descend into the earthly union ?
impregnated with both? The unity that is sought is be
/() one great age and its antithetical aftermath. How is the
absorbed in the new? The problem was the seeing of the
changes on the world-stage as the linked pulsings of the sar
heart.

Then there is always, of course, the question of achieving
unity of being in the face of the divergent pulls and the irre-
concilable claims of the body and the spirit. The question is.
one of understanding ‘the mystery on the bestial floor’. Here,
Crazy Jane, that device to see things plainly without the
obscuring gloss of social euphemism, has some home-truths to

[2

utter:

N
A woman can be proud and stiff
When on love intent;
But Love has pitched his mansion in
The place of excrement;
For nothing can be sole or whole 4

That has not been rent. \/

There is a whole philosophy of the unity of being in her wort
Sexual imagery indeed assumes an insistent T(ﬁ'lm in that se
Yeats seems increasingly to see that the mystic Life is
‘sexual’ life, that the spirit must be incarnate in sex. . |

“that ‘sexual energy was the sonfce, the subject and

lof the major poems of the last decade’. Was it the
operation of 1934 or his sexual frustrations in ye
rrived at the desperate over-emph




- an emblem of a unity of being where art, 1 d
L -EC@W arc brought into a spontancous, unlabourec harm
Religion is not distanced and made alien by sanctity but :
the Indian context joyfully mingles with the fury of blood g
veins; for Yeats the reality of the spirit always lay in the body
and in man’s own self: O

‘/And I declare my faith
I mock Plotinus’ thought
And cry in Plato’s teeth,
Death and life were not
Till man made up the whole
Lock stock and barrel
Out of his bitter soul,
Aye, sun and moon and star, all,
And further add to that
That, being dead, we rise,
Dream and so create
Translunar Paradise.

And finally there is that m:fg/ical unity which is implicit in
art itself. At the close of his life Yeats had said: ‘It seems to me
that I have found what I wanted. When I try to put all into
a phrase I say, “Man can embody truth but he cannot know it.
‘I must embody it in the completion of life.” The symbol is the
truth’s embodiment in art. The entire theme of the poem Among

School Children seems to be the 1%‘1}}1_9{ being that we seek and |
its embodiment in art”and 'in life. And that miracle of the
( [ concluding stanza holds in it more than at first appears to

view:

A

Labour is b]osso}éng or dancing where
The body is not bruised to pleasure soul,




- The blossom (ﬂow\e'{) and thc\figce have a peculiar
 in the traditional art of the N6h plays of Japan. And
~ an impulse to seek unity of being that drew Yeats to the sub
art of the Noh. He found there an art-form he needed, one
which totally rejects the Western mintetic tradition of drama
to the exclusion of even character. The Noh seeks to reveal
the primary meanings of objects, the inner beauty which lLies
in the mysterious depth of things. It presumes, as 1 _

of its important exponents, Zeami, a great collective min

i S————tl

running through all things in the cosmos, something which
Yeats himself had believed all along. The Noh aifhs at the
‘Aower’ or Yugen—‘the untranslatable symbol of joy th
comes with a perfectly achieved “‘beauty’’. Similarly, the dance,
the body S\;?y’éd to music and the brightening glance, is the
joyous expréssion of a unity of being achieved—Noh plays
hwere dance plays—but at the same time it was also Unai’s self-
purificatory dance of agony in the play Motomezuka.
[Yeat‘é"s great-rooted blossomer and the danicer have thus
associations which link them to an Eastern art. The poem itself

S gE « VT
is perhaps Yeats’s most complete and most felicitous statement

of the theme of the unity of being in life and in art.lIt is so
intricately wrought that there are a number of scarcely sus- 8
pected correspondences. The tree and the dancer them-
selves balance each other; the tree is the universal emblem =
of the unity of organic life as the dancer is that of the unity of %

art. And this correspondence is reflected in that between thea s
;nar‘ﬁlc or bronze“images the nuns worship and those other
shapes that the mothers bear and lv}ﬁch animate their reveri
- Yeats’s triumph is the poet’s triumph, not the saint’s, nor
the ascetic’s nor the Yogi’s. The act of poetic creation itself is-
the triumph of integration achieved, not-in anything,
- may do to influence thought and action. Itis a sort of a
- of the greater unity of being to be achieved in Tife
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mages in the great poems could easily bc = % f:ot Cf. ,
_the Pﬁt}_ij.e‘activity itself. "For instance, that ima
l .

¢ *ﬁbove, b

+5-me & picture of the poer’s mind that holds
hem together in the act f‘?ﬂ

' eation, When one of the com-
Mentatorg of Yeafs, B

4D, said that the theme of Byzan-
awsome dr_ama_‘of th

e pSetic act (Teats, the Man V
- and the Mﬂfk), HE"WE’_{S ﬁiis__t_a'kcn, of

course; but he had some

—

an i POssibility thay story ig fi'n_i’sﬁed,
LIS merely the tottthat Jeqye its mark behing
e 0 :

—— .
.

=" o
q. The words of the dead man

n the guts of

Are modified ; the living




e P lay, Orlando Furioso. Almost not ng is
tain about this play, and the four prelimina
inquiry about any Elizabethan play—namely, auth
date of composition, date of first {froduction, and &
lead in this case to a single statement made by a pseudon:
‘Cuthbert Conny-catcher’ who wrote quite incidentally
tract entitled A Defence of Conny-catching (published 1592
‘But now Sir by your leave a little, what if I should prove you a
Conny-catcher, Maister R. G., would it not make you bl
at the matter?... Aske the Queen’s Players, if you sold the:
not “Orlando Furioso” for twenty Nobles, and when the
were in the country, sold the same Play to the Lord Admir
men for as much more. Was not this plaine Conny-caichin
Maister R. G.?’ 3
The title-pages of the two extant quartos of Orlando Furiosg
do not contain the author’s name, nor does the relevant __.
entry dated 7 December 1592 in the Stationers’ Reglster
mention Greene. Thus the above-quoted statement is the S8
only printed evidence we have of Greene’s ownershlp—anﬁ |
by implication, authorship—of the play. 4 Defence of Co
catching, entered in the Stationers’ Register on 21 April 15
was a reply to Greene’s two tracts on conny-catching publis
in 1591 and 1592; the initials tally with Greene’s; and
play is known to have been performed by both compani
mentioned in the charge. These have been considered sat
factory external evidence for Greene’s authorship.
The date of composition of the play has never been fir:
established, but an approximate period can be deduced
internal evidence. For example, it could not have been 1
earlier than 30 July 1588 because of the following lin
‘And Spamard tell who, mann d with Imghty i




'18* : abusde, /By new-come straglers from.
seem to be in direct reference to Qucen |
the idealized character of Angelica in the play has
interpreted as a tribute to the queen. Such flattery
that the play was probably written for a court perforr
and bears out the claim made on the title-page when it was
prmted in 1594, plalde before the Queen’s Majestie’. Further,
lliete i an allusion in George Pecle’s poem Farewell (printed
in 1589) which seems to look back to Orlando Furioso, while
several passages in Peele’s own play, The Old Wives’ Tale
(acted c. 1591, published 1595), bear some resemblance to
passages in Greenes play. From all this it would appear
that the play was written some time between 1588 and 1591.
The other notable approach to the date of writing of this
play is through its source, Ariosto’s Orlando Furioso. This mid-
sixteenth century Italian classic became available to Elizabethan
England in Sir John Harington’s translation which was entered
in the Stationers’ Register on 26 February 1590-91 and printed
with the date 1 August 1591 under the medallion portrait of
Harington on the title-page. The main outlines of Greene’s
play are based on an episode from Ariosto’s poem which he
presumably did not read in the original because there is no
evidence of his knowledge of the language. That he used
Harington’s translation is suggested by Greene’s retaining the
name of one of the characters as ‘Sacrapant’ as in Harington’s
version, while in the original the name is ‘Sacripant’. If
Greene had used only Harmgton for his material, then the

the autumn of 1591.
The diary of Philip Henslowe mentions the on

_ performance of the play, the one by Lord Stra
i the ROS"-‘ Lheatre-on 21 February 1592 »:




5 .tha,t' the play orlgmally belonged to the Q_ueenl
= byf Whom Greene was employed and on the basxs o

| -!t.h_c -pla.y, 26 December 1588 has been su'ggested as the dat
of its first production. This was the only date on which t
Queen’s players performed at court between July 1588 ane
December 1591. If, on the other hand, Greene wrote the
play only after Harington’s translation had become available, =
then it was presented before the Queen during Christmas of
1591 in its first production.
The fact that in February 1592 it belonged to Lord Strange’s

men provides the clue to the charge of ‘conny-catching’ &
against Greene. Greene joined the Queen’s men in 1587
and sold them the play which was owned by them at least
until December 1591. Thereafter the Queen’s men were
absent from London until 1593 and, if the charge against =
Greene be valid, he sold the same play in January/February 8
1592 to the Admiral’s men. If the charge be untrue, then =&
the Queen’s men sold the play probably near about this time =
to Lord Strange’s men, whose performance of it has been ™
recorded in Henslowe’s diary. Yet the play was the property =
of the Admiral’s men in 1594 and there is indirect evidence =
of their having performed it. This change of ownership can =
be explained—without the suspicion of any shady deal by

Possibly the play was in Alleyn’s custody and it passed :
the keeping of the Admiral’s men when Alleyn rejoined the
mm 1594. :
Edward Alleyn’s possessing a copy of the play becom:
matter of significance when we consider the text of |
Furioso. The play was first printed in quarto by John



of the 1599 edition. Tlns la.tter edition ha
merely a printer’s reprint and, in the
scholars, its readings are wholly dcvmd of autho
the printer is deemed to have made an honest but mis
attempt to edit the text. |
These two are the only known editions of the play
by far the most interesting version of the text is an lmpeltfe‘::ir
manuscript preserved among Edward Alleyn’s papers at‘-‘__
Dulwich College. This purports to be a player’s copy, with
Orlando’s part marked, omitted parts supphcd in Allcyns i
handwriting, and stage directions given in much detail. =
This manuscript is unique as a stage document because it
is the only player’s part of Shakespeare’s time that is extant
| today. ,
Textually, this version is important because of the variations
between this and the 1594 Quarto. Apart from actual varia-
tions in the lines, there are differences in names of characters,
in classical allusions, and in geographical locations. Even as
it stands, the 1594 Quarto seems a cut and mutilated version
of some much fuller play, because there are several unaccount-
able gaps as well as unrelated sequences in the action. The
Dulwich manuscript, on the other hand, appears to be the
most correct version, probably at only one remove from the
author’s copy.
All this naturally invites speculation regarding the nature
of the manuscript from which the 1594 Quarto was printed.
One theory is that the text was printed from a shortened
version used by the Queen’s men when playmg in the provinces;
~ but this does not explain the differences in names, places and_-
allusions. Another theory is that the play was origina
written jointly by Greene and Peecle for the Queen’s men
then sold to the Admiral’s men. Later, the Queen’s m
required a version for performing away from Londom
called upon Greene to recompose the play. Greene repr
his own portlons well cnough but was less




atever be the process by Wthh the text of the ﬁrst
~ evolved, it is generally agreed that this text does not repre
the original play faithfully. |

In the absence of a more authentic and complete versic

the 1594 Quarto was used in the first collection of Greene’s
~ plays (‘to which are added his poems’) in two volumes by

Alexander Dyce in 1831, and it was reprinted in the combined

dramatic and poetical warks of Greene and Peele published

in 1861. But in the eighteen-volume complete works of' Greene

edited by A. B. Grosart for the Huth Library and published
during 1881-1886, Orlando Furioso (which appears in the &
thirteenth volume) follows the 1599 Quarto. The next edition
of Greene’s plays and poems was edited by J. Churton Collins
in two volumes published in 1905 and here the 1594 text
1s used. Finally, the Malone Society Reprint of 1907 re-
produces the 1594 Quarto in facsimile.

As for the Dulwich manuscript, J. Payne Collier included
it in an appendix to his memoirs of Edward Alleyn published =
in 1841. Both Dyce and Grosart used Collier’s text in the =
notes of their editions of Greene. Churton Collins printed it =
in an appendix of his edition of Greene, this being the only =
occasion when Alleyn’s part has dpp{nrcd along with the
rest of the play. Subsequently, W. W. Greg published it
in his edition of Henslowe’s papers in 1904 as well as in his
study of The Battle of Alcazar and Orlando Furioso in 1923.

The play, therefore, is more interesting as a subject ¢
literary scholarship than as an object of literary appreciatic
Greene himself is more important as a writer of prose
as a pla‘ywnght. He oﬁ'ered httle compctmon as a dram
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an absolute Johanncs factotum, the
country.




anscript of the play which was edited for ,
ety by Littledale and Greg in 1920. The MS. |
- nor does it mention the playwright’s name.
- Littledale have, with good reason, refrained from
a definite attribution while its general appearance pla
MS. in the seventeenth century but goes no closer to the
than that. No evidence relating to the date of the play
been found in contemporary records, for a search among t
diaries and letters of the period has failed to yield any referen
to it. The marginal instructions in the MS. show that it was®
prepared for the stage, but it does not seem to have been
performed, for there is no mention of it in the books of the =
Revels Office. It was almost certainly never published, as no
copy has turned up so far, nor was it even registered with =
a view to publication since it was never entered in the s
Stationers’ Register. In the absence of historical evidence it
seems that a critical examination of the text, coupled withs
a study of the physical appearance of the MS. is the onlys
way to attach a date to the play. s
The MS. has been described by Greg in Dramatic Documents
from the Elizabethan Plaphouses (vol. 1i, pp. 279-81), whe
he has also compared it with the MS. of Philip Massingers
Parliament of Love (vol. ii, p. 282), which is now a part of he
Dyce collection at the Victoria and Albert Museum in London
Greg’s description is adequate as an introduction, but i
possible to add a few notes; indeed it is necessary to do o,
for Greg’s comparison of the two MSS. may give rise to.
confusion as the date of the Embassador. It has been not
that the MSS. of the Embassador and the Parliament of
~ were prepared by the same scribe. The Love was i
 a new play for the Lady Elizabeth’s dramatic
- 3 November, 1624 (Adams, J. Q., ed. The Dra
Henry Herbert, New Haven, 1917, p. 30). 1
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notes that the damp has caused such identic
tion to the MS5.; that they must once have reposes

~ may suggest that the Embassador was put into the boxaﬂer
the Love, and is therefore likely to have been written after
that play. As the Love is known to have been written before

November 1624 (Adams, ibid.), Greg’s findings may tempt

us to put the date of the Embassador after 1624, although he
has not done so himself.

The MS. of the Embassador is now in a worse state than it
seems to have been in when Greg saw it. In the past forty
years the decay has advanced over nearly a quarter of an
inch in some places, and although an effort has been made to
preserve the edges of the leaves with a” border of gummed
paper, the state of the MS. is such that the lacunae in Fredson
Bowers’s transcript, (Bowers believes that the play is by Thomas
Dekker and gives it a place in The Dramatic Works of Thomas
Dekker, Cambridge, vol. 4) made within the last five years
or so, are very often wider by at least one letter in some cases,
than those in the transcript used in the Malone Society edition.

Without seeking to question the value of Greg’s account, I
may present some additional facts. The leaves of the MS. of the
Embassador have suffered most, like those of the Love, at the outer
corner at the bottom, but a striking feature of the first is thatin
it, patches have been eaten out of the feet of the first five leaves
towards the inner margin, producing a line of decay at the
feet, to which there is no correspondence in the Love. This
feature of the decay becomes less marked in the leaves that
follow until it disappears in the ninth, but it is symptomatic
of the nature of the rot, which seems to have taken small
bites at the feet of the leaves, leaving an extremely jagged
fringe. Nothing like this has happened to the other MS. to

which the decay came in a more uniform manner. The other
interesting feature of the injury to the Embassador is that a
large, almost square piece has disappeared from the top
right-hand corner of the first leaf. This has not happened to

any other leaf, but a discoloration at a similar spot in t

e e e ML




. of the Love. We have no reason to beli
- placed in the box before the MS. of the Embass

that, generally speaking, the Love seems to have
than the Embassador has done, we need not assume
was the older sufferer, for the difference in the comp
of the papers of the two MSS. might have retarded or
the spread of the decay. Though each MS. is made u
sheets that came from different manufacturers, as the presen
of different water-marks shows, (evidences can be found
K. M. Lea, ed. the Love, a Malone Society Reprint, 1928,
p. xiii; and Greg and Littledale, eds. the Embassador, also a
Malone Society Reprint, 1920, p. vi) it can be said that on
whole the paper of the Embassador is thicker than that of the =
Love, and seems to be tougher. This impression grows stronger =
upon placing the paper under a lens. The paper of the
Embassador reveals long, well-bonded fibres, while that of
the Love does not. The present extent of the damage is thus =
an unreliable guide. The order in which the MSS. went &
into the box, as implied in Greg’s observations, is furth
called into doubt by the mutilation of the top right-ha
corner of the first leaf of the Embassador. The only way
which such a mutilation as this could have come abou
direct contact between the leaf and a very damp surfa
and it seems that when at last the MS. was lifted out of
box the outer corners of the first leaf stuck to the damp bott
There is no evidence that the Love was ever placed simila

There is also reason to believe that Greg, while compat
the MSS. was not in a position to judge properly the
nature of the mutilation in the Love. The MS. was exan
by Gifford long before Greg came across it, and Giffore
his own admission, was responsible for some of the da
He says that he found the MS. in such a condi
‘it crumbled under the inspection’, and that ‘ma
will be found in it no more.” (The Plays of Philip
London, 1813, ii, 237). Some of the mutilati




& that accounts both for thc sxmﬂarity
and the nature of the damage in each A
what did happen or not, there is no reason t
the Embassador was a later addition to the conten
the evidence points rather to its having been t

for even if it was phccd carlier in the box than the
it need not have been transcribed earlier as well. The hz
writing may, however, help us here.
Adult handwriting cannot be expected to change
greatly in a short time, but it is likely to become more stream=
lined, as it were, and there is usually a tendency to empla
one continuous stroke in the place of two, which resnli!in
an elimination of sharp angles. In the specimens that we have
before us these marks of time are not very noticeable, and:
we may take it that they fall within a short period. But on'u
examining the forms of individual letters, I find that the 'g’
is less well-formed in the Love than it is in the Embmadnr?
its right-hand part being executed in one flowing stro
while in the Embassador this portion of the letter has tw
distinct strokes which are at an angle to each other. M
more striking is the ‘h’ in the Love. In the Embassador
letter has in most cases, a loop at the top, at the lowu"
of which the pen pauses and curves down and
angle to form the lower limb. The angle at the
prominent. In the Love the ‘b’ usually bcgim wi

d:w, Love it is the normal form.the h
top loop of the letter is less than half fc
o 2 £ _ .l- an 2 ok -




= of ﬂie d:tﬂ'crcncc, but the scribe scemes to have
similar quills on both occasions. The quill with 3
Embassador was written was very slightly broader at
than that used in the Love but the points of both qui
to have been cut straight across and not at an
1s seen best in the oblique top stroke of the small ‘d’ a
the crescent of the italic capital ‘C’. It was therefore u,_
quills but the passage of time that caused the difference
the handwriting. The only conclusion to be drawn S48
in the Embassador we have an carlier version of the han
writing. But the variations are so slight that we can
say that the writing of the Embassador could have precede
that of the Love by only a very short period, perhaps onl
a few months. ¥

Though the evidence of the mutilation and the handwriting
strongly suggests that the Embassador is the older MSy 98
once more I hasten to add the l'.tl.ltit'n.tl’}' rcm;trk lhat Wi
cannot as yet state as a deduced fact that the Embassads
is the older play. But purely as a matter of prubnbili[y
may think that it 1s.

The arguments given here are designed to provide Supg )
for the lhcm‘}‘ that the Embassador was of ‘q)prommately e
same date as the Love, a theory that has been advanced B
Bentley (7The jacobean and Caroline Stage, 5 vols., .
1941-56, iii, 267.) and accepted by Bowers (The Drama#
Works of Thomas Dekker, 4 vols, Cambridge, 1953-61, iv, 304
It is based on the Clown’s utterance at V., iii. 95-97, ‘But n¢
in the raigne of this kinge heere in the yeares 1621:22
such a wooden fashion will come vpp that hee wh
not with a Battoone shalbee held noe gallant,”
placed in pre-Roman Britain, and to a Jacobe
ﬁcmtofthe (Eownsjokcnthathcn f




- Love then it had been composed betore
‘used with the textual evidence mentioned abov
- reasonably certain that it had been composed elt*het I
1623 or early 1624.
It is readily conceded that we are far from datmg‘
Embassador to the exact day. But as our present purpose
rather to find a place for it in the chronology of L an- e
drama than investigate the relation between the genesls of
thé play and the life of its author, to settle the year of origin
is, I hope, enough. Fortunately, the latest possible date of
the Love is exact and beyond doubt and this is a constant
landmark in a shifting scenery. This is why the relation between
the Love and the Embassador has had to be studied in this
essay in such detail.
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gcmoﬁ‘éﬁand introspection, the poems offer complexity, breath-
- L 7 - 4

v‘//‘my lines and life are free’. Herbert gives vent to the character-

/¢ large as store.” This last idea leads up to an Epicurean gusto,

\

a simple theological premise. The co
Herbert is not between loyalty_to one church and
another as in Donne. [That conflict was solyed for
the family tradition. His was rather a fundamental™
between G__g_d’a‘ﬁd the World, the ontEﬂf)gical conflict betw
he One and the Many. And because the conflict is funda

tal, the tension between the world and the spirit in the poem
<0 dramatic. Herbert’s poems are supposed to be simple, im

in a sense the poems are. They have not the load of ‘erudit
intellectuality as the poems of Donne have. But in tone, 1
dramatic variation of moods, in sudden_twists and turns of

taking surprise and suspense. | " i
2 i ToF I 1 . N I8
The conflict in this poem passes three disfinctive stages.

-——

First, it is a rebelliots, humanistic impulse for fregdom:

o Se—— - s & '
istic Renaissance passion for total natural freedom, ‘free as

the rode, loose as the winde’ and the desire for_plcng, '/‘a_g :

fﬁ"é"appea}'_c for the good things of life, ‘rich harvest, cordi
fruit, wine and' corn’. From this gastronomic é_est we pass o
to the aesthetic, the love of flowers, garlands, bays etc. Th
triumph of the rebellious will comes to its climax in ‘recov
all thy sign-blown age on double pleasures’. This is clea
hedonistic. The movement from humanism, to hedonism
a movement of the emotion from the fifie to the viflgar,

defiance of &fsgiglﬂm to recklessness. And the quality of th
\.ecklcssness is best indicated in the undertone of the I
in ‘but there is fruit, And thou hast hands’. v, /
; [ The conflict, as a whole, is a reaction agains{_ sterilit
\aridity, ‘no harvest but a thorn’; ‘there was wine 0

‘sighs did dry it’, ‘there was corn before my tears did d




o

iful; ‘recover all thy sigh-blown age on ¢

In the secon&/l;alf of the ;ch'm, at line 20, i.e. ‘leave tl
cold dispute of what is fit, and not’, the conflict is a reactic
against illusion, the illusion of the divine life; ‘thy rope of

sands which petty thoughts have made’. The heart has been
cheated, the heart would not see. v;" =~ : :

(This double aspect of the conflict, one pgsitive, the other I

_ negative, one the attraction of the senses, the other the illusory
nature of the divine, lends to it an impressive energy, direct-

\/i;ness and drive.|But there is more to this conflict than a

dramatic P;t;&s;gtition of revolt. The revolt in the poem has;
_a tragic burdén about it, the anguish of the soul in church _

Eboiidage that has not yet acquired any enlightenment, has .-
“Lnot yet seen and tasted the_light. George Herbert is some-
times haunted by this mood: the agonized condition of the

soul in the dark night of its nescience, that stretch of aridity
or sterility that confronts the spirit in between its first aspiration
and first fulfilment. Hence the mounting intensity of agonized*

) revolt, the childishly regressive tendency of mind to grab the
v L tangible fruits of temptation. Such a tendency is bound to v

snap and it does snap in the last two lines: 1 1

Methought I heard one calling, Child:
And I replied, My Lord. _
v i
In that‘ﬁ one address ‘Child’ God is at once visnalized as God
- the mehitor and God, the father. Herbert’s rebellion in the 43
final analysis is childlike; that one word ‘Child’ at once chides V'j
the poet and tenderly stretches out to him and the rebellious
spuit_immediately responds with humility and relignation,
iThEPI’l'C triumphs over the Many, the One that is love and
holds all the promise of love. - : T
~ This unique experjence is presented in a teck niqu
builds up the drive and the drama of the poem.




veteness which are further ¢ d by
thythm and the dramatically rheforical
is more, the confligt in the mind finds its rep
the dramatic balafice of the lines, the most admirab

of which is in the following lines: %

Sure there was wine
Before my sighs did dry it; there was corn
Before my tears did drown it.

There is a juxtapgsition of opposites at every turn e.g. sighing
and pining in a fixed place as opposed to going abroad, t
freedom of the road as opposed to bondage of the suit, the
cordial fruit of the harvest as opposed to the blood of the
 thorn. This kind of tension, a tension complete and composite |
' in character, is consistently presented in the poem, For the -
experience of the poem is essentially the cxpexjené’e o) rebeﬂionj
recklesshess and hence disorder. But this sense of disorder
is expressed in a technique that is firmly controlled. Only

~ the mood is turbulent but everything else is ce_r_ﬁrollcd, bound
9 lin the tight organization of balances, rhythimic stresses, half-
iy rhymes, internal_ "rlemes, alliterations, and onoma‘tgpoeia. 7
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It is mterestmg to note that there is no rcfercncc to S
at all in A. Ralli’s two-volume chronicle of Shakespe:
criticism, while F. E. Halliday merely mentions Scott’s journz
of early 1828 on Charlecote and Fulbrook. To any one who
reads Scott carefully the ubiquitous impress of Sha.kcspeare
is quite evident. There are constant allusions to and quotations
from Shakespeare in his journals, letters and creative works.

Scott is more truly a Shakespearean than most English writers,
and the master’s significance can be observed in his character-
ization and treatment of action. Since Wilmon Brewes’s
work (Shakespeare’s Influence on Sir Walter Scott, 1925) limits
itself to indicating mechanical parallels between Shakespeare
and Scott in respect of character and scene, there is room
yet for an examination of Shakespeare’s impact on the more
important matter of Scott’s narrative art. Leaving that task
for another occasion, I propose now to recount the facts
concerning Scott’s edition of Shakespeare.

v It is a well-known fact of literary history that the eighteenth
century was a period of numerous editions of Shakespeare’s
works. At the fag-end of the period came E. Malone’s ten-
volume edition (1790) and George Steevens’s fifteen-volume
edition (1793). In the beginning of the nineteenth century
came I. Reed’s twenty-one-volume edition (1803) and James
Boswell, the younger, re-edited Malone’s Shakespeare in
twenty-one volumes (1821). The next important landmark
in the history of Shakespeare editing is Clarke & & Wright’s
Cambridge edition of Shakespeare (1863-66). ./ s
During this interregnum of seventy years, there was a good

Coleridge, Lamb, Hazlitt, DeQuincey and Carlyle. .
| were Shakespeare editions with various readings
-extending from ten to twenty-one volumes, —but




S 818, he bcgan to think of an cdmon of ¢ Sha.k'
~ VII, 79.). In a letter dated 1822, A. Constable s
Scott a plan for issuing ‘Shakespeare—m twelve or |
volumes, with a set of readable and amusing notes’ (G
Literary Correspondence, pp. 182-3.). Scott accepted the pr
and assured Constable of bringing out such a work
Lockhart’s assistance (Letters, VII, p. 79). After f
correspondence it was decided to publish it in ten volur
the first to contain a general introduction and life of
dramatist by Scott, while the editing and notes were to
done by Lockhart (Lzzemqy Correspondence, pp. 243-5). Constables
was prepared to offer generous terms as an inducementss
Scott was to receive £2500. But Cadell, Constable’s busmess
partner, did not wish that the other projects of Scott should
be retarded by the Shakespeare project; he wrote that Scott
should manage to bring out the edition in the winter of 1824-25%
(Literary Correspondence, p. 247). In spite of Cadell’s pressur
the work was in progress, and in January 1825 Constable
wrote to a London book-seller: ‘It gives me great pleasure
tell you that the first sheaf of Sir Walter Scott’s Shakespez
is now in type. ... It will make ten volumes. ... This I rep
will be a first rate property’ (Literary Correspondence, p. 32
In 1826 the project was laid aside under the pressure
bankruptcy and other demands. In 1827 the question
carrying on with the work came again under Cadell’s pressures
Scott and Lockhart were certain to resume the work buf
they could not find out any solution to the already pri
Shakespeare volumes with Constable & Co. This uncerta
after the completion of the Shakespeare as to whom the
should belong, to Constable or to Cadell, was possi
reason why the work was not completed. The sequel
project is found in a letter from Constable’s son, wh@..
Three volumes of the edition were completed hefore



~ leafofvol. 2: T purchased these three volum

.‘amas Rodd at an Edmburgh sale.,

work from a sale at Edinburgh. They were enterec
Stationers’ Catalogue as Shakespeare’s works edited by
Walter Scott and Lockhart.” They are Volumes II, III a
IV, which include twelve of thc comedies, and they have
the imprint ‘Edinburgh, printed by John Ballantyne & Co.”
There are no title pages. Each play has a brief mtroductmn
and footnotes. |
“AScott, with his Dryden (1808), and Swift (1814) was an
experienced editor. His plan for the Shakespeare edition,
however, does not indicate any serious understanding of the
problems relating to the task. He did not have the scholarship
or the time to devote to the task of men like Theobald, Johnson
and Malone. His aim was rather the more modest one of
preparing an edition which would enable the common reader
to read his Shakespeare without losing his way in the thorny
byways of emendations and differences between folios and
quartos. Had not Scott’s plan been upset by his estrange-
ment from Constable & Co, his edition would perhaps have
the distinction of being the first modern popular edition of
Shakespeare, an edition in which the enjoyment of the text
would be aimed at rather than an assemblage of learned ap-
paratus criticus. The abortive.edition therefore is significant

equally for a study of Scott and an account of Shakespeare
editions.




His Aminta (1894).
 Lionel Stevenson (The Ordeal of George Men
" have said in November 1889 that he was ‘hard
‘the novel; it is not clear how much and how long h
been ‘at work’, which might mean merely some initial
work. Nevertheless, he was presumably writing it
time. The picture of Meredith engaged in writing the
in 1889 becomes clearer through an internal evidence.
imaginary mock-epic ‘The Rajah in London’ summarized
the novel is dated, lightly but not arbitrarily, by the narra
as of 1889 (Memorial Edition, p. 36); if we remember
this dating contributes to the intensely contemporanes
action in the novel and also that it occurs in an early pa
of it (Ch. V), it becomes plausible to hold that the nowv
was being written some time in 1889. There is important
testimony also in Lady Butcher’s Memories of George Meredith;
on p. 80, she reports that one afternoon of 1889 Meredi h
told her the whole story of One of Our Conguerors ‘which
then had hardly begun to write’. On p. 82, she has a state-
ment that suggests that these story-telling sessions took pla ¢
in summer, 1889. It may be concluded, therefore, that t
novel was begun by the summer of that year.
The process of composition is referred to in several lette
chronologically arranged. On 4 January 1889, his letter
Mrs. George Stevenson refers to ‘my work. . .groans under
labouring system’ (Letters, p. 419); on 1 July 1889, a I
to Mrs Jessopp also mentions ‘my work holds me to it v
rigour. . .I can rarely get away for shortest excursions’ (Ibid.
p. 430); to Frederick Greenwood he writes on 1 J
1890, ‘my work has hold of me, and a day lost is a dr
of blood’ (Ibid. p. 433); in a letter to Dr Jessopp wii
30 May 1890 (unpublish g
published letter quoted by Fo




ing work of wri g? It must have been a si
work of composition that kept him engaged du ris
two years. The output of this period consists of (ap
letters—themselves scanty—and the four pages on Lhe .
of Authorsh.ip’ in a compilation of 1890) three poems,* J i
to-Glory Jane’ (October 1889), the sonnet on Browning’
death ‘On Hearing the News from Venice’ (December 1889),
‘The Riddle for Men’ (November 1890), and perhaps some
of the ‘Fragments of the Iliad’ (11 April 1891). None of
these compositions, not even the moderately long wverse-
narrative of Jump-to-Glory Jane’ can be presumed by virtue
of its subject, form and style, to have been a time-consuming
performance. The references then clearly are to the novel in
question. Indeed, one would rather consider these poems as
casual overflows of the more compelling experience of writing
the novel. The sense, for instance, of death and tragedy very
much pervades the novel, and ideas and images of death
consistently run through these poems. The subject of ‘Jump-
to-Glory Jane’ reflects Meredith’s growing concern with
late-Victorian nonconformist ideas of individual salvation,
vegetarianism, teetotalism, all connected with the greater ques-
tion of national salvation, which are fictionalized in One of Qur
Conguerors; the theme of “The Riddle for Men’ is an apt
commentary on Victor in One of Our Conguerors. The state-
ments, images, and epithets in these poems have a terse,
suggestive, charged quality about them that more powerfully
characterizes the narrative style of the novel. In view of all
this, and judging from the fact that a novel is a long-drawn-
out affair, we may reasonably conclude that One of Our
Conguerors happens to be the main work which so powerfully ' : %
engrossed Meredith for the period when these letters
written. The fourth of these letters (the one to DrJ
Specially strengthens this impression. Both Forr
Lindsay (George Meredith, p. 290) refer to this I
nection with One of Qur Conguerors, there is no r
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, was Sust finishing’ it, the novel
e A - been completed in June 1890, per
A certain Luther S. Livingston recorded on 1
‘the agreement between Chapman & Hall for the 1
of the novel in three volumes which, among othe
gave the author the right to reduce the novel in
serialize it in seven instalments in The Fortnightly. The
then was completed ‘before July that year, which agre
the date I have suggested above in the first paragraph.
the first edition comprises forty-two chapters (its p
form), thirty-two chapters were serialized in The Fortni
. from October 1890 to May 1891, and thirty-eight appeare
in the other contemporary serialization in The Australasian.

There was also an early unpublished version—A4 Congqueror
sn Our Time, sold later at Sotheby’s which was extensively =
revised before publication. It is quite possible that while:
Meredith wrote the letter to Dr Jessopp and entered into the
agreement with his publishers, the novel was still in the shag
of the text of A Congueror in Our Time and not that of One
Our Conguerors as it was finally published. We have no
formation as to when the novel actually went to the prH
- and it may be that Meredith went on improving on the &
of A Congueror in Our Time, revising those chapters wi
corresponded with those in One of Our Conquerors ultimat
and simultaneously carved out the chapters for serialization
this latter fact, there can be no doubt)—a complicated jobt
kept him busy till the beginning of 1891, and the time ta
well with the date of the last of the letters mentioned
There are two possibilities, therefore, of the durai
composition of the novel. It was begun in the early pa
1889 (maybe in January), and went up to cither the
quarter of 1890 or the first quarter of 1891, consun
one and a half years, or a little more than two °
curious to note in either case the approximation of th
time to the novel’s time, which happens to be about




wrote an essay on Troilus and Cressida, and entitled i
Chief Problom in Shakespeare’. Since then there has
some illuminating criticism and scholarship concerning
play, but it must be ruefully confessed that the truth of
Tatlock’s description is still valid in the main. Any one who
can genuinely contribute to our undcrstandmg of this play :
may therefore be sure of our gratitude in generous measure.
The purpose of the book under review is ‘to subject Troilus
and Cressida to aesthetic and historical examination in order to
come as close as possible to solving the problems which the
play presents when read as a piece of dramatic literature.
(The author’s) assumptions are that we can establish at least
a working agreement concerning the nature of the play and
that by examining its environment we can come to a reason-
able explana\t}aﬁ of why the play is as it is.” (p. 2) ,
The J__cket dCSCI‘]Pt]OI‘l of the book prowdes a fair summary
(and hence it is not a blurb) of the author’s aims and methods,
and therefore, deserves to be quoted. ‘Postulating that
Shakespearean drama arises in part from the pressures
Shakespeare felt as a writer for and shareholder in a highly
competitive commercial venture, he subjects the play to an
intensive aesthetic and historical examination in order to
solve the problems which it presents when read as a piece
of dramatic literature written at a particular time, for a .
particular audience and for a particular purpose. After a
brief discussion of earlier criticism and interpretations of ’f.he
play, and an outline of his own aims and critical met ;
Mr. Klmbrough re-creates the partlcular theatncal a




preceding Shakespearean canon and
plays presented in London from 1598 to 1603. Ie'
that Shakespeare in an attempt to stem the tide ¢
being drawn away from the public theatres by tl
re-established ~chorister companies presented ~contint
popular material both in the traditional way of the old pu

theatre and in the latest manner of the new private compa
As a result Zroilus is not, he contends, effective drama,
holds a crucial place in the development of Shakespeare
art and has a special genius which justifies the epithet great.”

Mr. Kimbrough himself clarifies that the bias of his study is
‘frankly historical’. But, he assures us, h '

e has, like all students
of Shakespeare today, ‘danced attendance’ (

p. vii) on the
critics as well as the scholars, and ha

s tried ‘to counter-
balance the deadening effects of “scientific”” scholarship with
the invigorating eflects of “pure” criticism, and to check by
means of the available and ever-g

rowing mass of scholarly
¢ the tendency to refine criticism to airy nothing.” (ibid)
s also suggested '

fac
He claims that he ha

study of Shakespeare’s pl

ing aspects of a given play aga
analogous aspects of plays in the canon and in the competin

public and private repertories. It remains now to see no
far these aims have been fulfilled and whether the thesis

been sustained. .
First, there is his admirable aim of conibining scholars

and criticism to mutual advantage. In the third chapter
goes through most of the material canvassed by earlier
on the literary origins of the matter of Troy. He ¢c
that some of the aspects of the Troy heritage that
discussed may not have been realized by Shakespez
He has nevertheless discussed them to show how
this matter was in Shakespeare’s days. Since
tha.t has been known and appreciated for so
hor could have enhanced our gratitude to

2 new method for the =
ays through the measuring of puzzl-
inst its sources and agains

——




present knowlcdge In the fourl:h chaptcr he :
plot of the play and the problem of structure’. Here we ma?"'-'
reasonably expect a sample of the author’s critical powers. |
What we find is comment of the following quality: The
actual design of the plot within this general pattern of move-
ment is more complicated and carefully considered; for
example, Aenecas early visits the Greek camp, Troilus joins the
council at Ilium, Diomedes visits both Ilium and Pandarus’s
house, and most scenes in given locales are framed with refer-
ences to other locales. As a result, the thematic motifs are
developed not in strict isolation, but in mutual support of
each other; and the action does not suddenly come from
three isolated areas to be resolved in the final battle, but
is gradually funneled toward the field by a narrowing of the
over-all battle.’” (pp. 49-50) We may take another example
at random, from the sixth chapter: ‘Lest this voice of un-
reason be too persuasive, Shakespeare introduced a voice
of reason in Cassandra who is believed to be mad. The beauty
of such irony is truly classical and befitting tragedy; her
words are clear and all-embracing: ““Our firebrand brother
Paris burns us all.”’ (pp. 116-17) These comments are not
untrue, but they cannot be called ‘invigorating’. The author
could have without undue risk trusted the intelligence and
the imagination of his readers a little more generously. It
would have made his own book livelier and shorter.
vA final example may be given of how the author’s aim of
combining scholarship and criticism has been carried out in
fact. He has diligently gone through the references to the myth
of the lovers in Shakespeare’s work prior to this play, and
has concluded correctly that the dramatist did not have
any narrowly defined attitude towards the matter of Tyoy,
He has duly noted that tradition also permitted Shakespeare
to make a free approach to the theme. ‘In general, whatever .
attitude Shakespeare may have wished to assume in Troilus,
the story and its literary, traditional, and theatrical heritage
afforded God’s plenty from which he could choose.” (p. 45)
The task of the historical critic of the play then is to help
the reader to acquire the virtue of some ‘negative capability’
in appreciating the play. Though he is aware of the need,




rone believed that Troilus was going -
Cressida was going to be false, and that “Pany
name for a procurer.’ (p. 53) The comment
" the attitude of the dramatist and the audience
Now for the thesis of the study. In view of the fact
fundamental idea which forms its basis has been sump
treated by Professor Alfred Harbage in his brilliant Sha
and the Rival Traditions, our author could perhaps have g
us a couple of learned articles on his thesis instead of a v
book. However, some of the evidence adduced remains un
convincing in spite of the generous space at the authe
disposal. Trotlus and Cressida is said to be inconclusive rat
in the manner of the plays written for the private playhous
The play’s inconclusiveness can be easily exaggerated.
begin with a Troilus who is in love and who does not
much point in fighting. We end with a Troilus who
loved and lost and who is determined to fight to the finist
We begin with an Agamemnon who is puzzled why Troy
shows no signs of falling, and we end with an Agamemnon"
who declares that the city is at last within their grasp. Wi
begin with a Hector who decides against his better judgem
that Helen should be retained, and we end with the d
astrous consequences of this decision. Therefore it is
altogether true, as our author says, that the play opens
confusion and merely moves through more confusion to
confusion. The sense of confusion is there no doubt, b
arises not from the imcompleteness of the action, but
there is no countervailing sense of order in the poetr
play. The play of Macheth also opens on a world in
g,nd for a long while, that world travails in cor

~ the poetry of the play constantly renews in us the
h is under assault. This submarine
aves is what one chiefly misses

4
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- servation’
> the demand for an overt mo m.
~ may still maintain that the play contains
~a powerful critique of war. Surely the fact
became popular soon after the first world war 1s
some significance. e &
* Ouwur author argues that the satiric observer was a po
figure in the plays of the private theatre, and Zroilus
such an observer par excellence in Thersites. But our author
also impartially informs us that the deformed appearance
and the rude behaviour of Thersites, who appears thus briefly
even in Homer, were vivid enough to make him a type
character of the rdle even in Latin rhetoric books  of
Shakespeare’s day. Professor O. J. Campbell’s view is ‘also
cited that Shakespeare’s Thersites is a powerful piece of
characterization because Shakespeare is a powerful dramatist.
The total effect of this information is to weaken the argument
that when Shakespeare wrote the play, he was ‘fully and
alertly aware of prevailing theatrical fashions.” (p. 171) The
conclusion is not wrong; nobody has ever suggested that
Shakespeare was ever otherwise in the course of his working
life. It is only this piece of evidence that is specious.
Another argument of the author is that the love of Troilus
and Cressida is all lust, and it is not openly condemned. Such
tolerance is a characteristic of the drama of the private play-"
houses. The suspicion does not occur to our author that the
Trojan Cressida is not damned perhaps because Shakespeare
does not find her damnable. And Shakespeare can be pretty
blunt in the play when he wants to condemn lust. Witness
the withering lines of Diomedes on Helen. (It is necessary
to point out that in the references to the myth in Tudor ;
literature, exhaustively collected by Hyder Rollins, a clear
distinction seems to exist between the “Trojan’ Cressida, who
is generally praised, and the ‘Greek’ Cressida who is generally ¢
condemned.) ‘Helen and Cressida,” says our author,
condemned as unworthy persons, but their mutual (s
weakness is never called lust, except by Thersites w.
indignation is anything other than righteous and w
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control our author

before him should
~ In his final chapter, the author
para'_lchSF do not prove intentions. So he |
card. The last lines of the Prologue read: ‘Like, or
do as your pleasures are:/Now good or bad, ’t
chance of war.” In these lines, we ar¢ told confidently
peare ‘betrays some uneasiness in offering a play |
traditionally popular material but which uses some
aesthetic novelties being developed and emphasized
poets’ war which took place within the larger com
war for audiences.” (p. 179) In accouching this mour (2
interpretation from a merc mouse of two lines, our a
painfully reminds us that he has been ‘dancing atte
on the ‘pure’ critics. The phrase itself reveals that h
not sincerely try to learn anything from either the sc
or the critics.
The author who is perhaps not unaware of the abstra
of his critical analysis and the flattening nature of his p
(p. 47) has stated that ‘the most that any critic of the p
drama can ultimately hope to do is to help a reader to
to a text as if it were being presented before him, lettin
fill the vistas of the mind.” The author of the study revi.‘
here can ‘ultimately’ hope to do this only if he will give

priority of his attention to the text itself,

andson




: rvedly) obscure or unfarmhar or unknown |
- hope of being one up on the writers of earlier books
subject.

What strikes the reader of this book chiefly is the essential
sanity of the author. Dr Sen Gupta justly takcs thé™ great: i
Shakespearean scholars to task for going wildly wrong in
their treatment of Shakespeare’s ‘Histories’. These pla’y?s;‘ e
Vhave been subjected to a good deal of censure by the modern

critics. Nor have they suffered from depreciation alone. = =

Over-estimate can be just as inapt. The redoubtable Wilson :

Knight, for example, regards Henrp VIII as the culminating }

point in Shakespeare’s wo:k

Henry VIII binds and clasps this massive life-work into
a single whole expanding the habitual design of Shakes-
pearean tragedy: from normality, through a wviolent
conflict to a spiritualized music, and thence to the con-
cluding ritual. (p. 165) |

Such unbalanced judgments are easy to dispose of. But
there are other views of the ‘Histories’ current which are
more influential because they have been expounded by abler
scholars. One of them, perhaps the most dominant, is thus
summarized by Dr Scn Gupta:

It is often thought that Shakespeare’s historical plays
are. . .essentially homiletic, that they are an elaborate

dJscourse on the duties of kingship and the dangers
civil dissension. (p. 7) -

One of the dlsnnnghEd representatives of thi
Mr DO\MI' Wilsom\ who is qlm/ted as saying
“certainly intended to convey a moral. Itas'




il *
o - : B

- Dr Sen Gupta observes:

If we confine our attention to the play 1
seen that there is little justification for readin
morality, for not one of the above theories emer
of the interaction between plot and character, in W.
lies the substance of Shakespearian drama. (p- 74)
Y,/f This thesis is partly borne out by the fact that !
Fohn, for example, Shakespeare ignored, the greatest political

event of the reign, viz. the Magna CartaSimilarly there is
Tt or of Wyclif and the

no mention of the Peasants’ Revo
Lollards in Rickard I1I (p. 119). But does it follow from these
ﬁ\ omissions that even the- events which have been included =
were a matter of indifference t0 Shakespeare? *
According to the author, Shakespeare ‘interpreted histos
aesthetically rather than philosophically’ (p- 18). It is whe
Dr Sen Gupta expounds his aesthetic purism that doub
“begin to arise in the reader’s mind. It turns out that Shak
peare’s ‘aesthetic’ vision 18 ‘amoral’ (pp. 35-36). Further:
appears that ‘dramafic significance’ lies in the creation
individual characters, chiefly the hero:

The present study proceeds on the assumption tha
greatness of Shakespeare consists chiefly in his ab
to create men and women, who, if not imitations
reality, have the vividness of living characters. (p.

Had he based his interpretation on the wider ¢
quoted above, viz. ‘the interaction of plot and characte
would not have regarded the political content of the pl
unimportant, considering that the plots of these plays ¢
largely of a succession of political events. e -




to recount Ehe hlstory of modcrn Shakespear
- What is apparent is that Ruchard IIT alone of all the
discussed in this book yields itself to this approach. All other o
plays resist this treatment. Dr Sen Gupta’s preoccupation
with characterization makes him look for the third dimension
in flat characters. T?/e/result is that either he complains
about Shakespeare’s failure to re(_:qncﬂe contradictory traits
or attempts unconvincingly to resolve contradictions. -

In~ the first part of Henry VI the author finds that
‘Shakespeare’s Joan of Arc is at the same time a holy virgin
and a strumpet.’ (p. 63) His quest of ‘inner motives and
impulses’ (p. 71) makes him say that in 2 Henry VI ‘Jack
Cade. . .wants to establish a commonwealth in which the
most uncompromising despotism is compatible with the most
broad based democracy.” (p. 76) About the third part of
the trilogy he complains, ‘We seldom see behind the surface
into those instincts and elementary inhibitions in which lies
the essence of personality.” (p. 79)

In his discussion of King Fohn he abandons for a while his
preoccupation with the inner motives and impulses and
concludes very aptly that for Shakespeare, ‘John is a bad
king, but John’s personal deficiencies only help him (i.e.
Shakespeare) to develop his idea that the kingdom is more
important than the king.” (p. 100) But this insight is not
sustained. He decides quite arbitrarily to ignore the political
overtones in Richard II (p. 118). He focusses all his attention
on the character of Richard II and concludes, ‘How this
poetical fantast lay concealed behind the arrogant wastrel
of the first two acts has not been represented in the course
of action.” (p. 120)

The two parts of Henry IV have been examined more often
and more acutely by Shakespeare’s critics than any other of
the ‘Histories’. Dr Sen Gupta disposes of all criticism of t}
plays with the assertion that, ‘the central figure is ne
the old King nor the lean Prince but the fat kmght (p
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Although the Prince is deficient both in
imagination, he has a strong will and a cold,
intellect, which combine to give him exceptional -
ability. (p. 138)

As Henry V, this hero, says the author, ‘seldom analyseé- :
basis of his claifns or the subtler implications of his conduct”
(p. 141). In other words he does not behave like a University

Professor. Coleridge would have approved of this remark. 8

it I

In Henry VIII, Dr Sen Gupta finds a lack of Centre. He s
quotes Dowden’s remark that, “The tragedy of Buckingham
is succeeded by the tragedy of Wolsey and this by the tragedy
of Katherine...’ (p. 161). The portrayal of Wolsey is un-
satisfactory because Shakespeare cannot in the words of
Lamb delve into ‘the inner structure of mind’ (p. 157). The 58
author appears to think, like Lamb, that the subject-matter =
of our examination is the historical Wolsey and not Shakes- i
peare’s character whose inner mind Shakespeare has chosen
not to reveal at all. Dr Sen Gupta fortunately falls short of
inventing the subconscious mind of Wolsey. 3
J/ Much ¢f this review has been devoted to a discussion of

Yharactctization because Dr Sen Gupta accords to it a dis-
hprogortig_néfﬁ__imporg_ance. The author’s handling of some of

the other topics also deserves mention. His knowledge of

Shakespeare’s sources, for example, 18 Iqa"g‘ferly. He is generous
‘in acknowledging his debt to Prof. Bullough’s edition of

The Narrative and Dramatic Sources of Shakespeare. 3

g
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engaged, then you can perform no;
€.” Many would consider the verse-medium
1onkey-tricks’, something unsuitable, slightly self-con
~a dangerous source of sententious utterancgs To the t
goer the verse-medium woul?“:bg toleratéd omly if it w
congcnsatcd by the vigour ¥f drama. Ben Jo,'g,son urges on
dramatists to stick to the language that men ‘do use. Ibsen
does not want his characters to speak poetry, the laviguage
of gods. Eliot allows that ‘i the audience gets its strip-tease
it will swallow the poetry.’[I believe the best ‘poetic’ drama
of the present century has been wrivp:en in_prose. Synge’s
an r“Castf:ffs plays and Yeats’s Words upon _the Window Pane
are better even poetically than Yeats’s and Eliot’s verse-
plays. An exciting new dramatist Tike John Arden with a
taste for verse writes poetic plays in prose because he believes
that drama depends on an audience’s response and audiences
are now embarrassed by verse. Eliot recognized this by trying
to conceal the fact that his later plays are in VErse. v~

~ To this oft-distussed problem, Mr P. C.¥Ghosh addresses
himself in his first chapter of the book. Basing his arguments
on a plethora “of quotations, he suggests that poetic drama
‘does not lie in one element or part of the play but in the
totality of its cotiception.” Even Yeats who turned to tg?N(')h

i L
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play of Japan as he wanted to penetra “into the ‘deep of
” the mind’ with the help of ‘noble imagination’, aimed at
gradual purging of poetical “ornament in his Purgatory. The |
cultivation of the N6h theory left its impression on the verse- |
drama of the Yeats generation. Although Yeats took to Noh |
as a convenient nfedium to restore the sovg;;gig{k of verse
llon the stage he felt pessimistic about its continded use, Tt
turned out to be merely an academic” exercise in El}}ldnd Gy e
Mr Ghosh’s remarks on Yeats and the N6h are intérestingfs
and one wishes that he had said something about the t}?"ﬁ;l
of the Japanese theatre, in which the British dramatists




is a testimony to 'tl&;;-'i)jergn
 this theme. Charles” Williams, - _
(Fry, T. S. Eliot and many others have sought to (
drama based on accepted religious belief. From the f
houses, religious drama has emerged and won consi bl
success in the commercial theatre. Mr Ghosh devotes :
chapter to a detailed examination of the relation betw |
religion and drama. He considers religious ‘drama religious
 Cbecause its spirit is religious, the_total impression is_religious
wXand its ritual provides basis for religious experience. It is 8
not an ur_1_z_1fs_"s%filable definition because in the case of T. S. 8%
Eliot, as John Crowe Ramsom puts it, ‘literary evidence is
that Eliot is religious more by conviction ‘than by grace.’
Discussing Martin Browne’s W, D. Thomas Memorial Tecture,
Verse in_the Modern English “Theatre (the University of Wales
Press, 1963), the Editor of T. L. S. raised the question ‘Is
there any?’. One is aware that Mr Ghosh is not talking only =5
Cof very ‘modern’ dramatists bit also- of the Elizabethans, "8

The movement for veysé—d -ama based on religious themes

has been significant../ .
Mr Ghosh’s canvas is very wide: from Ezeryman to Christopher
== i

Fry. This makes rather disturbing reading and gives the book
the impression of a broken back. Everyman and Doctor Faustus
are discussed as morality plays. Marlowe has no ‘conception
of the Christian doctrine of grace, which is the core o ﬁv‘e"-;___‘f
Oﬁm_&n. But as plays, one agrees with Mr gligsj}:g‘j_qggmcnt th
‘Eve@_n}_a_zg__ism_spu‘ligjer, Doctor Faustus is_more poetic’ and one
violently disagféés with him when he asserts that “Se -
Agonistes is ‘the only perfect poetic drama in English.” Milton

————

s g o . . .
did not have much dramatic sense and his Samson A

close to a oghoclcaﬁ, tragedy, can at best be desc

a lyrical“poem. _.
In the last chapter, Mr Ghosh discusses Ishe
Fry. Fry has more resemblances to Eliot than to




-F6 and all the pla_}:s of Fry cxcepti Cu Z
In Poetry and Religion as Drama, the author’s knowle
dramatic works is as competent as his knowledge of
criticism of such works. l\//

J

H. H. AnniaH GowbA

Bernard Shaw’s Philosophy of Life, by R. N. Roy, Firma K. L.
Mukhopadhaya, Calcutta, 1965, Rs. 14]-"« /

Frank Harris once said that fifty years hence Bernard Shaw
would become completely obsolete, and in the Encyclopaedia
he would be described as a bust by Rodin. But as the book
under review shows, books on Shaw are still being published,
Harris is a false pmphct and Shaw 1s yet a dynan‘uc force.
Shaw’s ph11050phy has been dealt with, sometimes quite
admirably, in many standard -works. While St _Jong[:l Ervine,
ﬂFrank *Harris, Archibald Henderson and Hesketh Pearson
“are more interested in the blooraphy of Shaw, G. K Cﬁesterton,
Q ﬂC E. M. Joad Colbourfie and Eric Behtley are more critical
v -/ lland have dwelt at length on Shavian doctrines. Dr R. N. Roy’s
Bernard Shaw’s Philosophy of Life, treadmg a familiar ground,
is not a mere repetition of what his predecessors have said
from time to time. For instance, Dr Roy, more than most

of the ‘semmal ideas of the novels. In the first chapter the
authoq___l_l_a}i_ﬂght to t E.Ee_ the formative influences on Shaw.
This is a cursory tredtment in which Dr Roy has over-sim
some of the basic problems; the discussion of sw:, |

and family is scrappy, and the author would have




Oreative Evolution with admirs
~ preface he has complained that Joad’s conclu

~ supported by the latest rescarches in biology |
own conclusions, though plausible, ‘do not also
based on the latest researches 1;:1 biology. 1 rck
has become an antediluvian. Moreover, T
RcalBema?;./S‘kaw has so much to say about the Neo-Darwi
and the Neo—Lam"a/ckians that one should not com
of any dearth of material on the subject. Yet when all this
said, Dr Roy’s work on Shaw should be welcome for the
careful and methodical manner in which it brings the differen
strands of Shavian thinking into a coherent whole. "

S. P. Sex Gupra

Amold the Poet, by Henry Charles Duffin, p. 158, O. Us P.,
first published in India;, 1964. 3
DurFIN’s critical :11)11}'51;1(.‘I1 is refreshing. He does not attempts
to extract from Arnold what he has not. Duffin quotess
hesterton’s enunciation of the modern approach to critis
cism. The function of criticism can only be one—that ok
dealing with the subconscious part of the author’s mind
which the author himsell can express. While most :'
follow this method, Duffin is refreshingly unconventiona
Amidst the vagaries and crotchets of modern criticis
( Duffin, with an unelfing insight, has recognized the poel
conception and has read the pgéms in the light of this cont
tion. Duffin has been emingntly successful in his
In.thcﬁmtchapterD_gﬂinhassoughtto > Al
man in his poetry. In the second chapter the art ¢
B
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~and the warm and passionate heagtebeats are dro
- the deafening cries of a Jacerated soul. JOne w catire
~agree with Duffin’s stiaément: ‘Browning’s (love-poetr:
excels in varied psychological interest, Meredith’s in huge
intellectua_Lpowcr and imagery. Maud tells a melg_dramaﬁé-;: g
story with match_l’esl‘s‘(tcg_ﬁﬁaiil brilliance, but only rises to
beauty in the supreie lyric, “Come into the garden, Maud”.

For consistent poetical charm the Arnold poems hold their

own. It is not a pleading for a wrong cause. Duffin rightly
vindicates the love-poems, so long treated almost as Cinderella.
In Chapter IV Duffin has selected a few imortant poems
of' Arnold for special treatment. The analysis of the ‘free
verse’ poems, though interesting, is not original. Saintsbury
in his History of English Prosody dwelg/at length on the free ‘
verse of Arnold. The two dramatic poems—ZEmpedocleS and ‘
Merope have been rightly reclaimed from the limpdd. The
Oxford-poems, though much explored and writien about by |
eminent critics, have heen analyzed from a new angle. We |
compliment Duffin on his excellent performance. Short but
‘ illuminating, the book will be a cli)l“&nﬁ{"'contz‘ibution to the
critiques of Arnold as a poet. \//

|’
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S. P. SEN GueTa

Technique in the Tales of Henry James, by Kyishna Baldey ;
Vaid, Harvard University Press, 1964, pp. 285, $ 575. |

Henry James’s Tales have been the relatively neglected half

of his fiction. Although a few of them like “The Turn of the

Screw’ have been subjected to overinterpretation, sometimes
V' to misinterpretation, in the main the tendency has been to
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~ observes, has hitherto been the domain of poetic

\the ﬁrstj&é*son ("The Author’s Deputy’) and the omniscient =

<,in the tale. Hence, Vaid rightlypoints out that ‘The funda=3

Aseem to be a correct understanding of its

1ter ni cal

“textual analysis, of Te

[ Vaid’s overriding concern is, however, with Jam
modes and the larger elements of structure, rather
the clements of language and image. But this, erhaps,
as it should be; and his method enables him to consider th
various technical elements of each tale in their intergelatio
ship, and present the tale in its proper focus. Vai cxplﬁreé;;‘%
in all their intricacy James’s two main narrative ny&lodss‘:{.]
narrator (“The Author Himself), and his analyses are governed &
by a balanced consideration of the structure, content, style,
tone, and, of course, the total effect of each tale. g

In his analyses the writer is guided not only by an unerring
discernment, but by an unswerving fidelity to the text of the
tales. His study of “The Turn 6f the Screw’ (which he treats 3
in a complete chapter) is a case in point. The tale has received :

the largest critical attention, but most of the readings, both =
Freudian and anti-Freudian, have missed its real focus. ™

F. R. Leavis had helped to clear some of the misconceptions =
ofi the question of whether the children in the tale are innocent -

or have been corrupted, though for him the tale is a_mere -

thriller with no ‘ponderable significance’. But there has been
a persistent misunderstanding of the role of the governess

mental care in any analysis of “The Turn of the Screw” woul

I s narrator’s role
He sets aside the 'Varioy_s‘”"ingenuitiég——oaf interpretation 2
violating the ‘intention’ of the tale, and clearly establish
that the governess is a typical Jahfesian narrator—a reliab;
witness whose account the reader must trust implicitly
not employed as an ‘ironic center of lation.’
analyses of ‘Four Meetings’, ‘“The Beast in ty_}_‘[ungle’,
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in ewdence throughout He finds “The

T UnSatlsfactdf'y tale as it fails to achieve its desuc?cﬁ'ect-—»_ s

to render in satisfactory terms the transformation in the

character of the hero. Again, he puts his finger on "f weak
spot when he obscrvcs that the presence of MISS Vernhan and

_the Countess causes structural disproportion in the tale, and

SO they could easily have been eliminated. Vaid is sensitive
enough to perceive that “The Madonna’ is rounded off a bi,
too neatly, whereas ‘Le Chef—d oeuvre inconnu’ of Balzact
a similar instance, is definitely a better tale in the matter of
the endmg v;,,-'

Vaid joins issue with Leavis on a pomt of mte]"f)retatlon
that concerns the determination of the ‘tone’ of “The Pupil’.
While Leavis observes that in ‘The” Pupil’ ‘we no longer
have the note of horror,” Vaid is interested in showing that
there is a note of irdny in the tale that borders on the traglc']

He Tinds that ‘the Moreens’ irresponsibility reveals its sinister
side—because of its tragic effect on their son, it becomes
highly culpable. Thus, in spite of its surface smoothness, the
tale comes close to being a powerful condemnation of the
parents.” That James intended a condemnation of the moral
slovenliness and the utter meanness of values of the Moreens
would seem to be a fair conclusion from the evidence of the
story itself. It is also clear that this condemnation is reflected
in the ‘troubled Vision’ of the two friends. But we wonder
whether the condemnation is well- deserved, whether these
faults of the parents, however culpable in thcir effects, are
grave enough to produce those effects. After all, the Moreens
with all their meanness are pathetic creatures, pathetic not

only in the abjectness of their condition, but in their anxiety

to save their child from the shock of a recognition. We cannot
help the feeling that James has put too much into the mouth
\ of Morgan, even a]lowmg for h13 mo,rb:d prccoclty, that '




at Vv azd rlghtly calls attcntlon tso__ In'1
views there seems to_lie somewhere an in
'3th1ng —a failure of realization perhaps—that b
and Vaid have not notlced o
But this perhaps is the only case of my disagreement w
Vaid; on the whole, Vaid’s insights seem to me b_e-
rreproach Vaid has rendered val able service by giving us
full accoun_t__of the Jarq_e:glan narrator. He has u untang
many crifical confusions by bringing into clear focus
‘point of view’ of each tale that he discusses (though he wo
not himself prefer the use of so opaque a formu]a) James’s -
handling of the ‘operative irony’ is also revealed in its in-%
teresting variations. Above all, the chief merit of Vaid’s
study seems to me to c01151st in its fundamenta‘f cntlcal sa.mty B
As ‘%;Eld himself observes, the best course for a critic of fiction -
is ‘to examine the given plece of ﬁctlon and to evaluate its -
success or failure on its own terms.” The method of the tale "
in each case is determined by its artistic intention—by thes
kind of effect that the author is trying to achieve in it. James™
remarked: ‘We must grant the artist his’ subject, his idea,”
his donnec our criticism is applied only to what he makes:
of it.” Vaid’s investigation of the technique of James’s T
comes closest to being a fulfilment of James’s own tene
\The study is valuable not only as James criticism, but as
method of analysis that may be applied with profit to ny
study of the craft of fiction. 2

v



S1pls 'gs knowledge of IndJa, as far as it is pea ible
rtain this from his writings, to find out what he kn
~ about the geography, people, history and culture of the
Indo-Pakistan sub-continent; and to examine in the light of -
the facts discovered Kipling’s attitude towatds India. \/
Dr Sajjad has performed a most valu‘ﬁgy le service to Anglo-
Indian literature by his thorough investigation of Kipling’s
sources of knowtec dge and by examining the impacts of his
studies and travels in India. He has rightly mamtamed that
.,%Klphng presents a sketchy and ‘train-wihdow view’ of India
N YA coloured by P]‘CJUdICCS “and presupposmons To a man of
Kipling’s sensibilities, born and bred in the barrack atmos-
phere of the Anglo-Indian community, practising journalism
of the jute press, meeting the loyal half-castes and séommg
the educated Indian, his writings do not seem qmte inconsis-
tent. This peculiar attltude to Indla and the natives arises
Clso from the fact that he was writing for a certain section

DL e e

of credulous folk in England who longed to hear exotic stories
f the BI‘]tlSh Raj in the Far East. L0 w T
KJphngs official admirers were the ‘service’ middle class,
the people who read Blackwoods. Already in 1890 51?.-(
James was writing to Stevenson that Kipling’ ‘the s he star of the
hour , was Stevenson’s nearest rwal and Stevenson was
writing to Henry James that Kipling was ‘too clever to live’.
It appears as though they were both a tnﬂe taken aback by
the appearance of this “infanit monster’ as James called him.
Kipling took great advantage of his readin pubhc. Incap- t
.,/ ble of any profound thought, he special Ezed in w
tori th Indian scttmgs stnctly for home ‘consumg

nesm

E ot avall h.unsc]f_gf the op
rited __e- 1ons a.nd pre uchces,




constitutes the lowcr, uneducated stratum of society
v ona.l to the British. Kipling visualizes pe and pr
in the country on the assumption thatw_}’%guld alwa
loyal. The central idea behind 1&1p11ng s imperialism is bei
pully traced by the critic in the last chapfer of his book
V- “Political Background in Indiaand Kipling’s Fmperialism’
where he has shown how the Mutmy and the Ilbert Bil
instilled in Kipling the doctrine of racial superlonty ‘and t
use of for forcc to curb lawlessnescs The writer maintains th

without oﬁ’ermg any consistent theory of 1mEcr1ahsm Kipli
became a spokesman of the Britich Raj in India and bllssfull
shutting his eyes to the social and political ferment, prophesmd

a bleak future for India’s independénce. v 7 .
Although Dr Sajjad deals with a controversial pcrlod in
\Inch.an hlstory he has taken a fairly ol)J{E\Ctlve view of his
\subject 'If Kipling deserves no bououcts he need not un-
! Rnccessarl y be cornered with bnrh;mtq——the critic seems to
y in his assessment of Kipling’s writings. But few Indians
er" forgive Kipling for his notorious sketch “of Baboa
Huree Chunder NJ.OO]{CI:]C(, One wishes that Dr S'l_]_]'ld could
gwm aspect of Anglo-Indian life as depicted b}!'
Thackeray in the person of the Magistrate of Boggley-wallak
in Vanity Fair. Hurrcc Baboo and the Magistrate, thoug
grotesque caricatures, show both sides of the picture. There i
hardly anything to choose between " the then Indi le
and his subject. One_is as good or as bad as_the Gther. D
Sajjad could also have correlated K1plmg s basic”attitude
Kim with that of E.M. Forster in A Passage to India in oré
to%lace him in the proper perspective

)




dence is now attracung thc -lerw"___
: ian scholars. Some of their books have shown pe
- analysis, intelligent mterpié:.uon and scholarly detachmen
This book under review 1s}/h«:"‘pr0duct of an extensive re-
vision of a doctoral dissertation presented at an American
University.” In the first six chﬁters of his book, Dr Raghava-
charyulu presents the sfory ry of the playwnght s ‘Inner growth
S_change and conﬂ1ct as a cychcal progression of the artistic
consciousness.” He feels ~that throughout O’Neill’s work
‘there is a bi-polar continuity of demi-urge.’” He adds further
that as a writer of tragedy, O’Neill’s imagination inevitably
reflected his vision of hunfan torment. In the final chapter he
refers to O’Neill’s apologists and also to his detractors. He
ascribes the tendency to denigration to a shift in values in
America (What are these?) and concludes sententiously that
‘O’Neill’s dramatic career gave a colossal life-force to the
]1v1ng theatre in America.’ y
The work is a competent’ survey but there are a few points
which, I am afraid, Dr Rachavach'lryulu chose to 1gnorc.
One 1s————why no play by O’Neill was a commercial success
( the other is why most of his plays are, by and large, dlsappomt-
) ving to read. O’Neill’s genius was of a/n'aglc ‘Cast and he
speaahzed in depicting tormented, twisted characters search-
ing for peace within themselves and with theéir surroundings—
and this perhaps may answer the pertinent question why
O’Neill wrote only a solitary comedy.

O’Neill established the manners of the modern theatre in
the United States and Dr Raghavacharyulu ites percep-
tively about him. The careless proof-réading, however,
spoils much of the pleasure of reading the book and the
picture on the dust jacket looks purposelessly awkward. % L
page 35, Carl Capek should be Karel Capek. ;
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That the author should choose tc
ment instead of the whole dissertation is perhaps
to the lay readers of poetry who find Four Quart
poem. Eliot himself said that he should like

_“which could neither read nor write.” Indeed Four Qs
the crown of Eliot’s poetic achievement—is a difficalt p
is spite of Helen Gardner’s illuminating elucidations

) \Preston’s Four Quartets Rehearsed. And the difficulty of
poem is hardly solved by a knowledge of the sources. i

Dr Sinha has wisely eschewed a close attack on the ‘m
ing’ of the poem. His method is diséursive.%_[n nine closel
packed chapters he ranges from the centra experience
the poem, its thematic material, its imagery and diction to
the poet’s aesthetic preoccupations running into the pattern
of the poem and meditations on time. He is, not seldom,

Wrepetitive which is perhaps inevitable in any discursive analysis
‘of this peom. '] 1

The first chapter on ‘Feeling’ illustrates the inadequacy of =8
our critical terms in fixing what happens in the poem. He
says: ‘Let us start with the assumption that Four Quartets
is a poem Of feeling.” Is the assumption or the phrase ‘a poem =
of feeling’ helpful? The paragraphs on Burnt " Norton are a
perceptive aifalysis of the ‘rose garden’ image, but one mis
the exact relevance of the prefatory remark: “The feeling
tend 1o become continually incommunicable and there it
nothing in the power of words to hold them together. Henc
there is the rose garden.’ :

Dr Sinha has intelligently used what other critics 2
expositors have said about fﬁ_f__ Quartets, ‘tc;?mg then
course, with his sensitive critical faculties. Fhe chapt

‘Fire and the Rose’ reveals his extensive range of
But I felt unhappy about the ordering of the chapt
seems to lack coherence. For instance, why should
Flashes® and ‘Music’ be separated by three ch
he poet’s meditations on time to the

By AT

1D, dissertation presented




nicatio [ T

e
- “'The final chapter is a not on the
Dr Sinha says rightly that different readers find tA8,
difficult for different reasons. But he makes an_as
4 statement when he says that ‘once_the fraps on th B’
cleared, the central experience reveals itself as daylig
(By ‘traps’ he means ““the images, the metaphors, and the
various patterns of thought and technique.’) Dr Sinha has
\not only mixed his metaphors, but has almost undone what

- X
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he tried to do in the earlier chapters. -

Suni. KANTI SEN __ ,_

The Teaching of English Literature Qverseas, Edited by John
Press, Methuen, 1964. 3
il

SEVENTY-ONE representatives from twenty-five countries met :

on 16-18 July 1962 at King’s College, Cambridge, around a
conference table presided over by Prof. Bullough to discuss |

the teaching of English literature overseas. With typical i
British thoroughness the Conference was divided into several = =

r ‘commissions’ (so as not to be guilty of any sins of omission)
| to deliberate on specific topics, such as the study of |
[ literature in universities; English literature in adult education,
' inclusive of Institute courses and Summer school for teachers;

[ English literature in schools and in the training of teachers of

English; the provision of texts, periodicals, recordings

literature and visual media. / i
What emerged from the deliberations by way of gener

t is now presented as a on which has be

; the dignity of a glossy cover. We are told

a Preface that although English
than a hunc



1d culture inherited by the twenneth
1ce ﬁnely expressed through the medium
language, (c) to encourage through contact

studcnts, rather than producing the asual dlssert_a'-
[aspects of English I\i_f:‘grature should be encouraged to
productlon of edited texts for use in the students’ own coun R
or in translation of important texts from and into Eng =
or in studies in the use made by English writers of the life
and literature of the students’ own country, or finally in =
indigenous literature written in English., |
The Conference admitted that the scope for teaching
English literature in schools overseas was limited. Yet, suitable
annotated texts could be used for literary studies along with
those suitable for language teaching. At all levels, however,
the study of English literature overseas required texts prepared
specially for the purpose.
By its very terms of reference and raison d’étre the Con- =
ference did what was expectcd of it—namely, to assert that
literature which in one sense is simply the best*use of language,
is also a subject central to education, providing insight into
the nature of man. Hence, at whatever levels teachers of
English are to work, their training should include at least
some introduction to what literature can offer. It is, however,
important to relate the literary study overseas to the lea:
linguistic competence. The interests and previous exp
of students in overseas countries, arising as they do o
local, historical and social circumstances including
\use of English, are the teacher’s springboard, and his
texts should be based on them. At the same tinr
the syllabus should be to extend the stude




isa second language, good Enghsh is needcd in many sphe
rof life, and the study of English literature should help_ t op |
up the whole of Western culture. Since it is generally agreed
that the study of literature can 1mprove language performance b g A
and that a certain achievement in language is a prerequisite '
for any literary study, teachers and scholars in the two fields
should collaborate to produce a unified English course, in
which each form of English study would help the other. An
examination of the examinations is also something to be
" devoutly wished for.
| These conclusions are unexceptionable as far as generaliza-
tions (inevitable in the circumstances) go, but their validity
could be tested for practical purposes only when they are
given a local habitation. However zealously one may try to
project the image of English as the common wealth of the
‘Commonwealth’, there is no running away from the fact
that there are varying degrees of wealth or poverty in the
Commonwealth in this regard. It is, however, gratifying to
note that England for a variety of reasons is keen on helping
the teachmg of English language and literature almost every-
where in the world in general, and in her former colonies in
particular. ‘The major exportation of English educational
standards’, says G. E. Perrin, ‘first took place at a time when
there was little standard practice in England, and indeed no
highly organized public educational system to provide a A
model. To India, ideals were exported rather more freely = '
\than practical methods of implementing them.” (P. 14)
Now this is being rectified to a very large extent not only
with the continued export of ideals but also with the i mcreas n :
export of books on the methods of teaching Enghsh
and hterature—-to say nothmg of the export of bOfJ




Daniel Defoe, by James Joyce, ed. from Italian ma \
and translated by Joseph Prescott, Buffalo Studies,
University of New York at Buffalo, 1964, pp. 27.

TH1s is a characteristic example of the careful editorial labo
in which a number of American scholars are usefully engaged,
a labour without which critical assessment can never be con-
fident. T have in mind, as a case in point, the slim publica
that I received in 1960, Treaty Trip, an abridgement of I
Claude Lewis’s journal of an expedition made by him
and his brother Sinclait” Lewis, to northern Saskatche
and Manitoba in 1924; the work has been edited for t
University of Minnesota Press by Donald Greene and Geos
Knox. It is a biographical record that has deepened
widened my long-standing (though, I fear, unfashio
today) admiration for the mind and art of“Sinclair I
Professor Prescott’s resuscitation and English” rende
Joyce’s Defoe lecture (in Italian) will certainly be of
kinterest to Joyce admirers, particularly in India where, ,

sure, the existence of such an essay is not exagtly com
knowledge. In 1912, Joyce (described as Prof, J. J ye
the formal announeement of t university) - delivere
lectures in Italiaf, one on Blake, another 6n D
Universita Popolare Triestina; the Blake lecture i
translation was published by Ellsworth Mason :
Ellmann in 1959. Professor Prescot’s translation
lecture (translated impeccably as far as I
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Fowler’s A Dictionary of Modern English Usage, 2nd. e
by Sir Ernest Gowers (Clarendon Press, Oxford, 10

RATHER than a review, this is a glad and grateful we
one of the classics of our century. My generation of st
of the use of English—one of the trickiest of jobs given unto

man—grew on Fowler as on Bovril and Bournvita and found
it more nourishing than the tonic food. I have not unoften
seen ‘specialists’ (their tribe increaseth!) in Language Insti-
tutes at home and abroad raise their eyebrows at the mention |

of Fowler but I find Fowler a sourcé of joy and profit any day
and now that Sir Ernest Gowers has revised the dictionary,
I find the work just irresistible. [Incidentally, Gowers’s _Plain
Words should be distributed free of cost by the Union Govern-
ment at New Delhi to all its officers and by all the Universities
of India to their Registrars and their deputies who revel in
inditing tenuouser and tenuouser (my,-apologies to Alice!)
despatches and ‘Instructions’ in an English that is impressively
and awesomely esoteric but which, I am afraid, is a miserable
means of communication between man and man.] This
revised edition of Fowler is a book on the full merits of which
one can make yp one’s mind only after years of constant use
and leisurely _"cgps, but I doubt if there are many pe

"SONS (__I s
certainly am not one of them) capable of accurdtely com-
paring the Fowler original with the Fowler-Gowers versior
For the present then, I shall rest content with dra;
reader’s attention (presuming that I\IC/has not yet de
this mine) to a very few items.

Americanisms. Gowers refers to H. L. Meﬁ-’c/keﬁ?gs
argument that the United States have displs A
an English*speaking country; his comment o7 the
is: ‘We are still far from admitting this claim,
showing signs of yielding to it in spite o




rd drawl so on, w.
the notion tha

at American English is

the ‘cultured’ speaker had best avoid,
Gowers should be cause of second thoughts about th
second thoughts for the learner as well as—for-ou
Training Colleges and Institutes of EnglishvIncide
the word ‘line which Gowers says is Americanism ft
&ritish ‘queue’, has been easily ?mi‘beﬁ in most I
languages; the Hindi for ‘Keep to the queue’ is ‘Line lagio’-
an evidence that the colloquial verve of American has an
easy affinity with the Indian speech idiom. :
Literary Critics’ words. A very interesting item. Thanks to the
New Critics, certain words and phrases aré put to a use in
literary criticism that is disconcertingly different from their
common non-literary use; a smoke-screen of profundity
covers such words as (taking some examples from the dictio-
nary): actuality, ambivalent, awareness, creative, dichotomy,
vocative, immediacy, perceptive, seminal etc. A word that =
s not in this dictionary but which I have rec_ent__l_y_hea?d'

being used in a serious semiriar on literary criticism is ‘meta-

aesthetics’. 1 do not quite understand what is meant but

pmps this too will be current coin_in-no time. \/tf i
Officialese. This is Gowers’s special” ground and the two-
and-a-Falf column descripfion in this diclt-li-g}a'fy of that
variety of circun Geution that has its happy hunting grounds
:n the Whitehalls and Writers’ Buildings all the world ov
should entice the reader to Plain Words. Officialese has grown

. L3 € . : s
into an intolerablé disease, even worse thati ‘Literary Cri

Words’, leading to a sort of linguistic_bulbousness. An

pressive example of vapi Officialese occurs in Zhe_
World of Verrier Elwin (p. 244): =l

The. ..trouble is that I often just cannot
[the people in the New De )
ity Development" Project] are |

a8
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1e towns, they sometimes become tarts.” Th '
of trouble. I was hauled over the coals at a v
level for using the word ‘tart’ in an official d«
The sentence was then revised for my instruction to P
me how one ought to write. “‘When females bﬁlﬁﬁg’i‘ﬂg&'i
to the Scheduled Tribes become acculturated to the
socio-economic conditions of urban society, they become

psychologically maladjusted and adopt anti-social
practices.’

Altogether, this is the book to which, more than to most
books, the Baconian reading-process of chewing and digesting
eminently applies. Even the briefest article is likely to offer

the reader an opportunity for a chuckle or a smile or a guffaw

| or a reverie and to pay a guinea for the book is to have it
! for a song.

S

I; A. Bose

The English Verb in Context, By J. G. Bruton, Cambridge Univer-
sity Press, 1964, pp. 58.

Essentials of English Grammar, by Alan S. C. Ross, (Kenneth
Mason Publication in the Essential Series, London), 1964,

~ pp. 4.

 Word Function and Dictionary Use, by Neile Osman, O. |
- 1965, pp. 187 |

2 HE aim of Mr Bruton’s book, as the title
provide the learner with sufficient -




m‘tﬁrestmg though to the friends of Mr Brute i

after some seven years’ stay in India he has certai
number of friends, including the present reviewe )
amples also testify to the catholic taste of his reading: N
Spark, Mary Fitt, R. J. McGregor, H. E. Bates, Ac3
Christie, Margery Sharp and Michael Innes are amoﬁ
authors from whom Mr Bruton has.culled instances of -
Verb in Context. The ‘Verb-Scheme’ at the end of the bo
the work of Mr H. V. George, illustrating the®four fundamental
forms of the English Verb (the plain stem; to stem; the -ed 5
form; and the -ing form), is a valuable schematic presentation '
for the foreign learner. o
Mr Alan Ross, Professor of Linguistics in the University ofs
Birmingham, has prepared an excellent little book presenting
the essential features of prm]uncintion and spelling in Eng]j-shj;a :
(pp. 7-17) and English grammar (pp. 17-46) so that a foreigners
who is trying to learn the language (such persons as business==s
men, tourists, and adults wishing to acquire a quick working -
knowledge of the language) can do so speedily. In m
respects 1 find Professor Ross’s little book (especially
grammar portion) far more attractive than an older boo
similar length, Elements of English Grammar, published by
University of Chicago in 1951. The Chicago book was bas
on the usual terminology of traditional grammar (parts
speech, phrases and clauses, full and minor sentences, ana
of the sentence, and so forth). But as Coleridge said: ‘Rule
grammar-. . .are in essence no other than the laws of u
logic, applied to psychological materials’ (Biographica Lt
ch. xvii). There need not be any special sanctity in yeste
terms and method of approach if the psychological
on which these terms and methods were based h:

T,



- understand things such as for, about, to,

language, particles are few, words are VEry numerot
the use of particles is rather difficult, Professor Ross devo
virtually his whole chapter on grammar to the various forms
and uses of particles. Professor Ross says in the preface that he
plans to convert his book to the use of boys and girls in India,
Indonesia, China and Africa who too are learning the language
without the aid of a native speaker of English. We look forward :
to the conversion. 4

The ‘practicalness’ that marks the little books of My Bruton
and Professor Ross also marks Mr Neile Osman’s book which
has its reference particularly to such Asian and foreign students
who take the correspondence course in English organized by
the Western Australian Department of Education. The
Correspondence Course section of the Delhj University (and
such other universities as may be thinking of instituting the
course) should look carefully into Mr Osman’s book especially
because this book, written with an awareness equally of

modern linguistics and traditional grammar-patterns, should
I be attractive to the Indian teacher,

A. Bose

The following books will be reviewed i

n the next Number of
the I.]ES. v y ‘ ‘
Commonwealth Literature, ed. John Press (Heinemann, 1 '
Whitman_in_the Light of Vedantic Mpysticism, by V. K.
(Univ. of Nebraska Press, 1964) :

:Mmp@siml Tradition and T. 8. Eliot, by Sunil |
(Firma K. L. Mukhopadhyaya, 19_6_5} T

!
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tions in the Comedy of M
~ (Asia Publishing House, 1965) /- Sy
A Window to Criticism: Shakespeare’s Sonnets and
Poetics, by Murray Krieger, (Princeton Univ. Préss,




AMBARNATH CHATTERJEE: i
Saugor,

B. RA]AN M.A., PH.D. (Cantab)

in the Un1ver51ty of Delhi; is now a Professor at 'the'
VICtOI‘Ia Umversxty in Ganada

—

A. G. Stock: see remarks on her in the Editorial.

| V. Y. Kanrak: is the Professor of English in the M.S. Uni-
T versity of Baroda. ol

V!’ : = Ll
| Supit KuMAR MUKHERJEE, PH.D. (Pennsylvania): teaches in

the Patna University and will shortly join the Uni-
versity of Poona,

TIRTHANKAR Bosk, B.LITT. (Oxon.): teaches in the Unij-
versity of Burdwan.

HareNDRA PrASAD MOHANTY: teaches in Ravenshaw College, J
Cuttack, Utkal University.

Y. Bavakrisuva Rao: is a research scholar in the U::m.:'f:rsatyr
of Calcutta.
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AMITABHA SINHA: tcaches\/{n St. Paul’s College, C
is a research student in the Umversuty of Ce

8. Nacarajax, pip. (Harvard): is Professor of
e the Unwerslt);hﬁf Poona. :




AH GOWDA, M.LITT. (Durham)
0 En lish at Mysore Umversny, is the e

’thera:;y Half-Yearly and author of The Revwal of E

* Poetic Di'ama.

S. P. Sex Gupra, PH. D?/ELondon)' is a Reader in En
at the North_'Bengal University; his doctoral «
sertation 1S on Matthcw Arnold v -

S i

DiLre Kumar SEN, M.A. (London): is a Reader in English =
at the Kalyani University, West Bengal.

R
MUHAMMAD YASEEN, PH.D. (Aligarh) teaches in A]igarh
~ University; has spent a year at the University of =
Reading studying modern fiction; " his book on Conrad

will shortly be pubhshed

U. M. MANIAR, PH.D. (Bombay)' is Professor in the S N.D.T.3 .
College of the Women’s College, Bombay. -

A. Bose: teaches in the department of English, Universit
of Calcutta. "




Jaipur. Appropriately, therefore, the Rajasthan Unive.r-sity,:

~ out a volume of ssays Presented to Amy G
~ University Press, Jaipur, 1965, Rs.

4 o ! W] My . : re ‘c
sense of vacuum in her countless fri
admurers in India, within as well as outside the Indian A

iation for Engli:ﬁ)xudies. I have the privilege of being one

Y. A

B f her oldest o eagues—we were colleagues in Dacca in

1947 when shé came out g India—but all colleagues of
Miss Stock in the four 'uh_'\';_éféftjgs-' that she has served in
this part of the world—Dacca, Panjab, Calgﬁtta, Rajasth
have respected and admired_ her scholarship and critical
intelligence, her utter candour and undeterred independ-
ence of spirit, her unremitting cipacity for conscientious
and methodical work, her generous appreciation of the efforts
of younger scholars and students, and her" fundamental
though unsentimental sympathy for Indo-Pakistani students.
A life-member of our Association, Professor Stock was président
of the annual conference held in Mysore in 1961, and a
member of the editorial committee of the 1.J.E.S. since its
inception. Professor Stock now works in the Makerere College,
Kampala, Ugand¥. Her work there will no doubt be as
useful and berneficent as it has been in India and perhaps
her experiences on this side of the Indian Ocean will prove
helpful in her work on the other side. We shall watch her
work with sympathetic and admiring itterest hoping that
within the environments of her new assignment, she will
from time to time remember her friends in India. 0

Ea % %

The last post that Professor Stock held in India was that
of the Professor of English at the Rajasthan Universit 3
encouraged by its Viege-Chancellor, Dr. ta, has brought

- Stock (Rajasthan

niversity alone but securec







Bldke”s * M. B.50et
VIargaret Wiley sha
leresy—guidelines for a sketch’; S. R. Swamina
Wind and the Leaf’; M. V. Seetaraman: ‘The way of ci
in Thomas Traherne’s ‘“Centuries” and “The- Poems™’;
Roderick Marshall, ‘Sophistication in the In Dramatists
and the Latef Shakespeare’; William Mulder, ‘Prunes and
Prisms’; N. E. Williams, ‘Desecration of the Image’; G.
Gopalakrishnan, ‘The Clomic Spiryn Verse Drama’; C. P. K.
Tharagan, ‘Classicism_in Eliot’s“7The Wasteland’; S. Kanda-
swami, ‘Skelton and the Metaphysicals’; K. D. Sethna,
‘Blake’s Tyger, a new'interpretation’ ; Clifford Leech, ‘Dramatic
Imagery: Some Comments on Its Range and Availability’.

oy

7 * *

VIn 1964, the Shakespeare Quatercentenary was celebrated

in India widely and enthusiastically. That universities and
colleges should have held meetings and exhibitions, organized
lectures and symposia and seminars, produced plays or parts

of plays on the stage (in English as well as in Indian language
translations), and brought out special numbers of their
magazines and journals, may not have been a.ltogeth??’un- i
expected, but what was striking was that non-atAdemic

clubs and societies too, sometimes in fem\/qte small towns
and villages, have worked with admirablé”zeal and artistic
sensibility for holding their Shakespeare festivals. Most clubs
and societies and academic departments have received. un-
stinted help_from the British Cdtncil by way of 18ans of
films, records, phot6graphs '55&“(',?3«?& ySomztimw, e f: |
Ward no. 77 of the Corporation of Calcutta, the teen-aged
boys and girls who organized an elaborate festival, got the
maps and pictures done entirely by their own artists and
cartographers. The citizens of Calcutta organized a we
long programme which included performances of S}
peare plays by various repertory companies of
English, Bengali and Sanskrit. The Corpa
11 -




prominent in public life took part; a
. speeches made and the papers read in the |
~ expected to be published in the near future. Of the :

-
= Sl

%ther essay-collections testifying to a wide variety o
Shakespeare that have reached-us are the foll
(1) Indian Literature, Sahitya AXademi, New Delhi, Sp
’*\'”Shakespeare Number, Vol. VII, No. 1, 1964. The distin
eature of this Number is a series of brief essays describi
hakespeare’s influénce on the various Indian languages.
(2) Shakespeare came to India, ed. C. D. Narasimhaiah
(Bombay, 1964). Among others are the following essays:
C. D. Narasimhaiah, ‘Ideas of Sélf, Sin, Social’ Impulse and =8
Moral Regeneration in Shakespeare’s Plays’; Rajeev Tara-
nath, ‘Coriolanus, the Waste Land and the Coriolan Poems’;
V. K. Gokak, ‘The Structure of Daffodils in The Winter’s
Tal’; V. Y. Kantak, “The Poor Player. ..”; Sailendra Kumar =
Sen, ‘Adaptations of Shakespeare and his Critics, 1660- =
1790°; H. N. L. Shastri, ‘Shylock’s Language’.
(8) Osmania Journal of English Studies, Shakespeare Memorial
Number, Vol. IV, 1964, ed. Shiv_ K. Kumar ar‘lﬁl V. A
Shahane. The following essays are notable: M. S. Samuel; =
‘Shakespeare and Milton’; J. S. Sastri, “The Machiavellians
of Shakespeare and Webster’; H. B. Kulkarni, ‘Sound :
Significance in Macbeth’; V. A. Shahane, “The Two Worlc
of Otkelle’; T. G.” Vaidyanathan, ‘The Psychoanalyti
Interpretation of Hamlet’; Mohit Sen, ‘Betwixt
and Impassion’d Clay: the Dialectics of King Lear’; B. No
Joshi, “The Heath in Shakespeare’; M. Naimuddin Siddi
“Troilus and Cressida—Treatment of the Theme by Cha
and Shakespeare’; Isaac Sequeira, ‘Is Measure for
- a Problem Play’? and Sawm??in Singh, ‘The
- Immortality in the Sonnets’.
s dya, the Journal of the Gujarat Uni

Num




5 )atta The notable essays are: I
eare’s Learning’; A. Datta, “The Comic C
= . in Shakespearcan Tragedy’; M. D. Curr
VShakespearean Compromise’, %
(6) The Allahabad University Iﬁgazine, November, _.
ed. K. K. Mehrotra.
(7) Homage to Shakespeare, C. R. Reddy College, Eluru,” ke
“)dadras, 1964. M. Rama Krishna’s essay on ‘Macbeth
and Modern Totalitarianism’ marks a fresh approach to i
Macheth. 7
[ (8) Shakespeare Souvemr Andhra University, published under
1 the aegis of the English Association, College of Arts, Waltair,
1965. Five essays stand out: B. Muthuswami, ‘Shakespeare’s
Text’; D. V. K. Raghavacharyulu, ‘The Heavenly Rhetoric
of Thine Eye’; M. V. Rajagopal, ‘Shakespearean Comedy’;
R R Srlmvasa Jyengar, ‘Shakespeare in the Twentieth
Century’; K. Viswanathan, ‘Shakespeare in Telugu Tran-
slation’.
\&( 9) Shakespeare Quatercentenary Volume, Sefampore College, .
; West Bengal, 1964 There are three mtﬁ'estmg essays: Virgil
| K. Whitaker, ‘Shakespeare %nd the Modern World’; Robert
. Loper, Shakespeare “at, Frost’; and J. Clifford Handley,
“Lear on the Stage’. Of the other essays, N. K. Pandey’s ‘An
Introduction to ShakeSpeare Criticism’ is a labonous, un-
original survey.
M(IO) A Garland for Slzalfespeare Shakespeare Quatercentenary
elebrations Committee, Jalpaiguri, West Bengal, 1964.
Notable among the essays are the fol}gwmg Kenneth Mlur,
‘Shakespeare the” Map’; G. Wilson”™ Knight, ‘Shakespgare
and the English Language’; Geoffrey Bullough, Fulius Caesar
in Relation to Shakespeare’s Previous Tragedies’; H
Craig, ‘The Taming of the Shrew or Love and Ki
Disguise’; /P. K. Guha, ‘Shak écs speare’s Univeéfsal

Amalcn Bose, zSﬁakespca.r Word-Musri..’ i




Lanti Sen, ‘Shakespeare and Pope on Man’s Mi
. C. Ghosh, ‘Tagore on The Tempest’.

-b (12) Shakespeare: a Book of Homage, Jadavpur U
% Calcutta, 1965. The contents are: S. C. Sen Gupta, "Sh
peare’; H. M. Williams, ‘Metaphysical Elements in
Problem Comedies’; Ketaki Kushari, ‘A Note on Shake:
peare’s Language’; Sisir ‘Chatterjee, ‘A Joycean Formulation
of a Ghost Story’; J. Chakravarty, ‘Shakespearean Trans-
mutation of Revenge’; V. Chatterjee, “T. S. Eliot and the
Problems of Hamlet’; Sati Chatterjee, ‘A Note on Shakespeare’s
Poetics’; Ena Mukherji, ‘A Shakespearean Theo of- Poetry’;

S. N. Ray, ‘Ledr's Fool’; P. K. Guha, Tago’s Motive’.
(13) Essays on Shakespeare, Shakespeare Memorial Volume,
University of Burdwan (Orient Longmans, 1965). Contents: A
P. K. Guha, ‘The Plot Structure of Troilus and Cressida’;
A. D. Mukherji, ‘Last Words in Shakespearean Tragedy';3
S. C. Sen Gupta, ‘Shakespeare and His Sources’; Amalendu
Bose, ‘A Preface to Shakesp‘é’arcan_ Comedy’; Sisirkumar =
Ghose, ‘Which Shakespeare’? Nirmal Mustaphi, ‘Evil and ¥
the Shakespearean Prism’; Mihir Kumar Sen, ‘A New Way
to Pay Old Debts’; Jagannath Chakravorty, “To be or B
to be: An Interpretation’; Kalidas Bose, “The New Problem
of the Shakespearcan Sonnets’; Jasodhara Bagchi, ‘Ha
and the Problem of Love’; Tirtha Bose, ‘Notes on
Two Noble Kinsmen’ ; Bhabatosh Chatterjee, ‘Keats on Shal
peare’; S. N. Roy, ‘Shakespeare in Pre-Raphaelite Paintir
+h14) Calcutta Essays on Shakespeare, University of Gale t
- ‘A. Bose, 1965. Conten




Gupta, ‘A Century of Imitations’; Pallab Sen Gupta, ‘An
Account of Shakespeare Productions on the Calcutta Stage’.

5) The Indian Fournal of English Studies, ed. A. Bose,
Chairman of the Editorial Committee, (Orient Longmans,
1965). There are several essays examining the impact of
Shakespeare on the various literatures of India by Nanda
Talukdar (Assamese), Arabinda Poddar (Bengali), C. C.
Mehta (Gujarati), O. P. Govil (Hindi), S. R. Mokashi
(Kannada), S. Guptan Nair (Malayalam), W. B. Kulkarni
(Marathi), B. Das (Oriya), M. Varadarajan (Tamil), D. V. K.
Raghavacharyulu (Telugu), A. A. Ansari (Urdu). The
articles are: Sarup Singh, ‘Shakespeare and the Neo-Classical
Theory of Drama’; Anfrik Singh, ‘Versions of King Lear’;
Urmila Khanna, ‘The Isolation of Shakespeare’s Tragic
Heroes’; and V. Y. Kantak, ‘The Stage Image of Shakespeare’.

S " P s

During the year we have _Ios\{ihree members of the Indian
Association for English Studies.

@ CYRIL VASANT MAHAJAN (1895-1965)

and all lovers of the Humanities will mourn the death of
- Dr C. V. Mahajan, the president of the Aligarh
 (1954) of the annual conference of the Association

_ hys

owing to illne
Iniversities of Bc (first ¢

cally

d not attend physi

“Shakespeare in John Company’s Calcutta’; Rud:aprasad Sen |

All members of the Indian Association for English Stu. ie: ‘_ .

W,

p '

-




‘a gentle though thoroughly effective adp
true iGhrist'ian, the late Dr Mahajan will

ered by the students of English literature and [
-in this country.

~ @ HARI JIBAN GHOSH (1901-65)

For years, Professor Hari Jiban Ghosh, on whom his years
sat easily and belied his seniority to many of us, was a friendly
“ and cheerful figure at the annual conferences of our Assoe

ciation. A brilliant scholar who left the Calcutta University
with a first class Master’s degree, Mr Ghosh preferred the
profession of teaching to administrative and executive employ-
ments that were offered to him. After spending some years
as a college teacher in Rangdon, Calcutta (Presidency College)
and Patha (B. N. College), Mr Ghosh went to Indore where
by virtue of his distinguished teaching and administrative
abilities, he rose to be the Principal of the Holkar 'College.'j E
After retirement from Indore, Mr Ghosh joined the Shikohas
bad College as its Principal and presently became the Dean i
of the Agra University’s Faculty of Arts. During the last o8
: few years of his life, he was associated with the department ’
i “Of English of Jadavpur University. Mr Ghosh’s lively con-
versation, studded with anecdotes, his intellectual alertness,
his keen appreciation of the problems of teaching English
~ in our country, his love of good literature, deeply impres
~_every one who met him.

LA PRASAD MISRA (1915-65)
et, physically small person, Dr B. PN
tice 1 " '




ra served ‘several lleg'f
d Chapraand the LLT. at Kh
he U.P. Government_College at Naini T
~ Head of the postgraduate department of E
thirteen years. In July this year, he was transferr
Government College at Gyanpur. He passed away i
ber. In the premature death of Dr Misra, this Association
\Bst a staunch member, and scholars and students of English
in this coufﬁ?}h have lost an industrious researcher of rare
promise whose special field was the impact of Indian thought'
on some English writers of the last one century.

A. Bose
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: LITERATURE IN ENGLISH

TEACHER’S EDITION OF ALL BOOKS

A carefully integrated series of six textbooks, designed for a six-year _
instruction in English. Written by experts in modern linguistics who h

of Teachers of English. Uses proven modern methods to give maximum help té: :
teacher and student. Flexibility offered in presentation of drills. Readlly ]
adaptable to different language patterns and cultures. .

ALLEN : TeacHING ENcGLISH AS A SEcoND LANGUAGE S 6
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~ The new showroom gives us the opgo

play a wide selection of Oxford books and th
of other publishers for whom we are agents «¢
tributors. The showroom has in it a very good sele
of books for those interested in English studies, whi
may be examined at leisure in pleasant surroundings

Some new books: ER
\//f'rom Sensibility to Roman- Encyclopedia of Poetry and
ticism Poetics .

A symposium of critical essays Preminger
tracing the main movement of
English poetry from Pope and
Johnson through Gray, Collins,
and Burns on to Blake, Words-
worth and the other major
Romantics.

A comprehensive reference w
dealing with all aspects of
subject—history, types, m¢
ments, prosody, and @
terminology. ‘
9.75 Princeton
“The Modern Poets

Rosenthal

An iHnmE‘lmLi]?:; qu:_‘ncinc-i'inrf to Radcliffe
the character, I!Inbh'llh and WL
achievements of the important Edited by Bonamy '“
modern British and American A reprint from the text ¢
poets. together with notes :
Galaxy book $ 2.75 introduction, sl
Shakespeare’s Historical Oxford English Novels
Plays / e

S. C. Sen Gupta . \/Thel’omdf Robeit!
‘One feels happy to see an Indian Conbaiiait
contribution on  Shakespeare T it
reaching such a height of ex- :“'-"
e P :
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