THE
INDIAN JOURNAL
OF
ENGLISH STUDIES

1968

Vol IX

ORIENT LONGMANS




s 3, 17 2

The Official Organ of
The Indian Association for English Studies

Pl

Az s oy

re

ORIENT LONGMANS

BOMBAY CALCUTTA MADRAS NEW DELHI

e LT i

. X ,. e v | e T _I'é;'.;“_l.:.( :
Rl e AT ERRRUC PR i 1 Y,
AR e o ' -.--..‘.&"’Fa

il : e




,~,,'-ﬁ‘.‘m\‘ ‘b" n;kﬁ' BT O ¥ o 07 i A AR

ORIENT LONGMANS LTD
Regd. Office: HAMILTON HOUSE, ‘A’ BLOCK,
CONNAUGHT PLACE, NEW DELHI 1
NICOL ROAD, BALLARD ESTATE, BOMBAY 1l
17 CHITTARANJAN AVENUE, CALCUTTA 13
36A MOUNT ROAD, MADRAS 2
3/5 ASAF ALI ROAD, NEW DELHI |

i LONGMANS, GREEN AND CO. LTD.
.* LONGMAN HOUSE, BURNT MILL, HARLOW, ESSEX, ENGLAND
Associated companies, branches and representatives
throughout the world

Published May 1969

Price Rs. 500

\
© The Indian Association for English Studies 1969 ‘ll

PRINTED IN INDIA ]
BY P. K. GHOSH AT EASTEND PRINTERS |
3 DR SURESH SARKAR ROAD, CALCUTTA 14 |




T AL R N AP g P e

THE INDIAN JOURNAL OF ENGLISH STUDIES
BOARD OF EDITORS

CHAIRMAN

B. Das, M.A. (Columbia), B.L1TT. (Ox0n.)
Utkal University

A. Bosg, F.IA.L., D.PHIL. (Oxon.)
University of Calcutta

G. C. BANERJEE, B.LITT. (Oxon.,)
University of Bombay

Surv KuMAR, pu.p. (Cantab.)
Osmania University

Raj Kumar, pH.D. (Panjab)
Panjab University

S. Ramaswami, M.A. (Madras)
University of Madras

V. S. SETHURAMAN, PH.D. (Annamalai)
Annamalai University




THE INDIAN JOURNAL OF ENGLISH STUDIES
Vol. IX 1968

CONTENTS

PAGE

Browning’s Literary Father—O. P. GoviL e 1
«/The Style of Henry James—DARSHAN SINGH MAINT .. 18
v/Expressionism and The Hairy Ape—MRgs P. N. Das .. 30

The Business of Criticism in America
—Sujit MUKHERJEE

W. S. Landor as Dramatist—O. P. MATHUR
vThe Bellow Hero—N. MUKHER]I

Dryden s Heroic Plays: A Study of Their Thcory and
Practice—P. K. Pami ; P 87

- The Mourners in Shelley’s Adonais _ .74

r S8




—

BROWNING'S ‘LITERARY FATHER’
By O. P. GoviL

ArL the biographers of Browning have noted, the fact that he
looked upon the Reverend W, J, Fox as his ‘literary father’, but
this they have taken to mean simply that Fox was instrumental
in obtaining for him literary recognition through all kinds of
social and professional contacts in London prior to his marriage
to Elizabeth Barrett. None of them has made any attempt
to inquire whether Browning’s indebtedness to Fox was deeper
than that—whether his young mind was in any way influenced
by the intellectual and literary genius of Fox. Only one critic,

C. Ry Tracey! has discussed at some length the impact of Fox
upon Browning’s poetry, but his main concern is with its reli-
gious aspect; he has brought out in what way and how far Fox
influenced Browning’s religious thinking. The question that still
remains to be answered is whether Fox had any share in the
actual shaping of Browning’s nascent poetic genius; if yes, to
what extent? o)

“W.J. Fox was a well-known Unitarian preacher and social
reformer. He was also an effective ‘political orator’, who
subsequently became Member of Parliament for Oldham, and
‘his presence was eagerly sought by many who did not share
his religious views.”? In 1824, he assisted J. S. Mill’s father to
found the Westminster Review to which he himself contributed
articles, He also edited the Monthly Repository in the early
thirties, and endeavoured to raise it ‘from its original deno-
minational character into a first-class literary and political
journal.’® His perceptive reviews of the early poems of Tennyson
and Browning appeared in this periodical. Macready wrote

about Fox in his diary:

_ Ilike Fox very much; he is an original and profound
“thinker, and most eloquent and ingenious in supporting
the penetrating views he takes.*

Mill, too, was considerably influenced by Fox, with whom
he Fad close personal relations, It was Fox who introduced him
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to Mrs. Harriet Taylor. It was ‘for Fox's sake’ that during 1834
he wrote ‘comments on passing events, of the nature of news.
paper articles (under the title “Notes on the Newspapers™)’
for the Monthly Repository.® His two well-known essays on pOCtr;r
too, appeared in the same periodical, and his ideas of poctw,
in many ways, echo® Fox’s as expressed in his review of Tcnn‘:
son’s Poems, Chiefly Lyrical in the Westminster Review for January,
1831.7 The young Browning too, we have reasons to believe,
owed not merely socially and professionally but also intellec-

% tually to one who was a source of light to many, including Mill,
fhe “metaphysical head’, and with whom he had, of all others,
the most intimate, the most cordial, and the most abiding,
relations.

Browning had an opportunity to come into contact with
Fox through his intimacy with Eliza and Sarah Flower whom
he had known in the early 'twenties, several years before they
came under Fox’s guardianship on their father’s death in 1829,
He developed intimacy with Fox in 1833 before Pauline was
published, though he had met him earlier. In his early teens
he wrote letters and verses to Eliza Flower. Some of these
juvenile poems, intended for a volume to be called Incondita,
‘were shown by her to Fox. These verses, as Browning ‘came to
know ‘at second hand’ and reported himself, ‘he praised not a
little, which praise comforted me not a little.” Fox was indeed
struck by the promise of his genius, but he feared the snare for
the young poet would be ‘too great splendour of language and
too little wealth of thought.’ It is probable that Fox’s comment,
though intended merely to qualify a praise, impelled Browning,
extremely ‘precocious’ as he was,' to destroy every scrap of
those early verses,"* and that he thenceforward determined to
put more curb on language and to seck greater depth of thought

~ until his efforts in that direction culminated in that great puzzle

A T of the nineteenth century—Sordello. In 1833 when Pauline was

~ published, he ‘could not but send it’ to his ‘old praiser’,*

ST T pecting further encouragement from ‘one whose

2

LLLILE

© slight commendation then [in the past] was more thought ol
gun drum and trumpe ﬂmmﬁum'ﬁ




Browning’s *Literary Father' 3

have Fox's praise but also to deserve it is evident from his letter
of April 2, 1835 about the next poem:

I also hope my poem will not turn out utterly unworthy
of your kind interest, and more deserving of your favour
than anything of mine you have as yet seen; indeed I all
along proposed to myself such an endeavour, for it will

never do for one so distinguished by past praise to prove
nobody after all.!®

A fortnight later, he wrote again:

You will ‘sarve me out’? two words to that; being the
man you are, you must need very little telling from me,
of the real feeling I have of your criticism’s worth, and if I
have had no more of it, surely I am hardly to blame, who
have in more than one instance bored you sufficiently:
but not a particle of your article has been rejected or neglect-
ed by your observant humble servant, and very proud
shall T be if my new work bear in it the marks of the
influence under which it was undertaken,!6

That Browning was deeply impressed by Fox’s intellectual
activities, and was quite familiar with his earlier career as

reviewer and editor is further clear from his letter to Miss
Haworth:

The ‘Master’ is somebody you don’t know, W. J. Fox,
a magnificent and poetical nature, who used to write in
reviews when I was a boy, and to whom my verses, a
bookful, written at the ripe age of twelve and thirteen,
were shown . .. then I published aronymously a little poem
—which he, to my inexpressible delight, praised and
expounded in a gallant article in a magazine of which he
was the editor.'?

Two decades later, he again expressed his sense of indebted-
ness to his mentor, paying a glowing tribute to his remarkable
intellectual capacity and critical acumen:
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I know, you know I would, always would, choose vou
out of the whole English world to judge and correct what
[ write mysell; my wife shall read this and let it stand if
I have told hér so these twelve years—and certainly [
have not grown ntellectually an inch over the good and
kind hand you extended over my head how many years!1s

From these evidences we can rightly infer that since his
boyhood Browning had been keenly interested in, and had
perused with both pleasure and profit, all that Fox had been
writing, including his review of Tennyson’s first poems in the
Westminster Review for January, 1831, which preceded Pauline
by more than a year.

In that review of Tennyson’s Poems, Chiefly Lyrical (1830),
Fox regarded the ‘little book as thoroughly and unitedly
metaphysical and poetical in its spirit,” and praised it parti-
cularly because the poet had ‘felt and thought, and learned to
analyze thought and feeling.” He also observed that ‘the most
important department in which metaphysical science? has
been a pioneer for poetry is in the analysis of particular states
of mind; a work which is now performed with ease, power, and
utility ... Hence the poet, more fortunate than the physican,
has provision made for an inexhaustible supply of subjects.
A new world is discovered for him to conquer.’® Tennyson,
in the opinion of Fox, showed the way towards a new kind of
poetry—poetry having metaphysical depth and psychological
profundity. This was the suggestion which must have struck
the young Browning’s mind, and inspired his approach to
poetry.

Fox further said that “T'ennyson has some excellent speci-
mens of this class. He seems to obtain entrance into a mind as
he would make his way into a landscape,’ and cited ‘Supposed
Confessions of a second-rate sensitive mind not in unity with
itself” as one of those, commenting:

There is an extraordinary combination of deep reflec-
tion, metaphysical analysis, picturesque description,
dramatic transition, and strong emotion. The author
personates (he can personate anything he pleases from

an angel to a grasshopper) a timid sceptic, but who must
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evidently always remain such, and yet be miserable in
his scepticism; whose early associations, and whose
sympathies, make religion a necessity to his heart, yet
who has not lost his pride in the prowess of his youthful
infidelity; who is tossed hither and thither on the con-
flicting currents of feeling and doubt, without the vigorous
intellectual decision which alone could ‘ride in the whirl-
wind and direct the storm’ ... Now without intruding
any irreverent comparison or critical profanity we do
honestly think that this state of mind as good a subject for
poetical description as even the shield of Achilles itself. Such
topics are more in accordance with the spirit of the age
than those about which poetry has been accustomed to
be conversant; their adoption will effectually redeem it
from the reproach of being frivolous and enervating.?

These words, we strongly suspect, offered the young Brown-
ing, who had already been introduced to Shelley and Voltaire,
and had religious views radical enough to disturb Miss Sarah
Flower’s ‘firm belief in the genuineness of the scriptures’ a
couple of years ago,”® not merely a suggestion regarding the
nature of the subject but also something about its ground-plan
for his next poem, Pauline. Indeed, like Tennyson’s poem cited
above, Pauline is a confession of certain mental states which
are likewise dramatically unfolded through a series of pic-
turesque images drawn from nature.

Fox also testified to Tennyson’s ‘negative capability’:

Our author has the secret of the transmigration of the
soul. He can cast his own spirit into any living thing, real
or imaginary. ... And there is singular refinement, as
well as solid truth, in his impersonations, whether they
be of inferior creatures or of such elemental beings as
Syrens (p. 148), as mermen (p. 24) and mermaidens
(p. 27). He does not merely assume their external shapes,
and exhibit his own mind masquerading. He takes their
senses, feelings, nerves, and brain, along with their
names and local habitations; still it is himself in them,
glqdiﬁ:d but not absorbed by their peculiar and mode of

eing.
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These words seem to have inspired the fullnwing lines in

Powlvw

I have gone in thought
; Thro' all conjuncture, I have lived all life

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

lllllllllllllllllllllllllllllll

.+« 1 can mount with the bird

Leaping airily his pyramid of leaves

And twisted boughs of some tall mountain tree,

Or rise cheerfully springing to the heavens;

Or like a fish breathe deep the morning air

In the misty sun-warm water; or with flower

And tree can smile in light at the sinking sun

Just as the storm comes.® !

and motivated Browning’s criticism of Leigh Hunt’s review of
Tennyson’s early poems:26

Hunt’s criticism is neither kind nor just, I take it—he
don’t [sic] understand that most of Tennyson’s poems are
dramatic—utterances coloured by an imaginary speaker’s
moods. Thus ‘the mermaid’ is not purely sea-woman
enough for him—too coquettish and conscious, and like
a girl of our own fancying ‘the only blessed life, the watery’:

: whereas, it is just that, a girl, looking characteristically at
- whatmightbe viewed after many another fask :

'I:I— l’ I. ‘ :- h. .
A . .,:._',E..t'--_.ﬁ_.:.w
b :'\-L.-,-‘.IF.'I!’:'_" I'«'ﬂ 4 Py ) A
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Browning's ‘Literary Father’ 7

of my inner power ... don’t think [ want to say I have
not worked hard . .. but the work has been inside ™

With particular reference to “The Mermaid’, Fox’s comment
was:

The poet has ... created a scene out of the character,

and made the feeling within generate an appropriate
assemblage of external objects.*

This finds echo in Browning’s preface to the first edition of
Paracelsus, later discarded:

—

instead of having recourse to an external machinery of
incidents to create and evolve the crisis I desire to produce,
I have ventured to display somewhat minutely the mood
itself in its rise and progress, and have suffered the agency
by which it is influenced and determined to be generally
discernible in its effect alone.

and strongly recalls the preface to Strafford, where the poem is
declared to be ‘of a very different nature,” which ‘unlike the
represented play’ is ‘one of Action in Character, rather than
Character in Action.’

Fox chose ‘Mariana’ as ‘the most perfect composition in the
volume,” because it ‘takes us through the circuit of four-and-
twenty hours of this dreary life.’80 Tt is into such a dream-world
that Pauline’s poet-lover seeks escape along with her. The
following stanza in Tennyson’s poem, quoted by Fox:

About a stone cast from the wall

A sluice with blackened waters slept,
And o’er it many, round and small,

The clustered marishmosses crept.
Hard by a poplar shook alway,

All silvergreen with gnarled bark,

For leagues no other tree did dark,
The level waste, the rounding grey.

resembles this picturesque description from Pauline: :



( .
). ]j, (,ohd
See, thigs our new retreat,

Walled in with a sloped mound of matted shrubs
Dark, tangled, old and green, still sloping down
To a small pool whose waters lie asleep

Amid the trailing boughs turned water-plants,»

Indeed, Pauline's lines addressed to God (811 ff.), th
describing the poet-lover’s capacity ‘to live all life’, and the
natural imagery recall Tennyson’s ‘Supposed Con fessions’, the
two poems—‘The Mermen’ and “The ;\Jh-.rmuidens’—‘and
‘Mariana’ respectively. It seems that Browning’s poem

€ p:lSSagc

18 an
amalgam—far richer though—of all those effects which
Tennyson achieves in the separate poems selected by Fox for

special treatment and praise.
Fox concluded his review with a significant observation

which, ironically enough, applies more to Browning than tq
Tennyson:

Tennyson has a dangerous quality in that faculty of
impersonation ... by which he enters so thoroughly into
the most strange and wayward idiosyncrasies of other
men. It must not degrade into a poetical harlequin.32

But Browning as a ‘maker-see’ poet had enough justification
for his choice of abnormal idiosyncratic characters.

While writing Pauline, Browning, presumably,
Fox’s ideas and strove after the effects that Te
poems had produced on Fox’s mind. But he
remembered Fox’s reaction to his Jjuvenile poe

flung into the fire out of a sense of shame or
his attitude to Pauline while going to publish it was the same
as that to his earlier verses is evident from the French footnote
to line 811 where he ascribes to Pauline what he had actually
felt and done in relation to his boyish efforts on getting them
back with Fox’s comments, Pauline calls part of the poem

‘dreamandconfmion'andaﬁerananal is of its ‘peculiar’
'trll.ctureconfeuutha; =2 Ry

ir ‘the reasons,’ he urges . .. have found
¢ In my eyes for this work, which otherwise I should have
advised him 10 turn into the fire.” She echoes Fox’s warning

had in mind
nnyson’s early
must have also
ms which he had
‘precocity’. That

” 5
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Browning’s ‘Literary Father’ 9 .
that the snare for the young poet would be a too gorgeous :
scale of language and tenuity of thought:

I believe none the less in the great principle of all
composition ... that concentration of ideas is one much
more to their conception than to their manner of execu-
tion. I have every reason to fear that the first of these
qualities is still foreign enough to my friend and doubt
very much if redoubled labour would enable him to acquire
the second. It would be best to burn this ...%

Pauline’s footnote is indeed the author’s apologia written with
Fox’s words in mind.

Browning sent a copy of Pauline to his ‘old praiser’, who
obliged him with an encouraging review of the poem in the
Monthly Repository for April, 1833. In the review, Fox empha-
tically recognized the promise of the young poet’s genius, and
admired the poem for having ‘truth and life’—‘a deep stamp
of reality’, but also pointed out that the poet had denied him-
self ‘the chance for popularity’, which Tennyson, ‘whom in
some respects he resembles,” had retained by the employment
of archaisms, and which he too could have, had he so chosen,
with any ‘of those slight but taking accompaniments, songs
which sing themselves, sketches that everybody knows, light
little lyrics.’® Fox implicitly conceded that Browning had
heeded his advice on account of which he could compare
favourably with Tennyson. Browning was naturally gratified:
I shall never write a line without thinking of the first praise
be ‘assured,’” but Fox’s praise was not all adulation: he had both
‘praised and expounded’—carefully analyzed both the thought
and imagery of—the poem, as he wrote to Miss Haworth
before finishing Sordello.®® Fox’s review also contained an
element of ‘truth’—a kind of veiled criticism—which, though
Browning nowhere refers to as such, must have nevertheless
‘stung’ him more than the penetrating analysis of the poem by
Mill—who has been quite unjustifiably singled out as being
responsible for changing the course of Browning’s poetical
career— and the more hostile criticism of the other reviewers.
Fox had observed that the poem was ‘evidently a hasty and
imperfect sketch,’ and, what is more significant, that ‘We have
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March 9, 1840: “conless—nay, “confess” is vile,'s he
F | 3 /

v read anvthing more purely confi slonal,'»
oL A . ’

had
'}inr;t-
poem and
a pointed Manner .

wuse to remember Mill's comments more, for Mill had el
L \ N . .

ted Fox's statement with a penetrating analysis of the
n addition put forward his conclusions in

The writer seems to be possessed with a more intenge
and morbid self-consciousness than I ever knew in any
sane human being . . . he is hardly convalescent . a7

Fox’s review of Pauline, as well as of Tennyson’s Poems (1832
which had appeared in the Monthly Repository for January, 1833,
also has much that must have struck Browning as pertinent
to his future programme. Suggestion for the theme and even

the mode of approach probably came from these words in the
opening paragraph of the Pauline review:

The faculty of description may be as efficiently exercised
in conveying the conception of a state of mind as ip
imparting that of a group of figures or a landscape. The
abasement of a mighty spirit, brooding over the wreck of character
produced by its own mistaken daring, may be invested with all the
touching sublimity of the historical incident of Marius sitting
amid the ruins of Carthage. The soul has its seasons, which
may be sung with all their contrasted, yet connected
phenomena, and with as many an episode to be naturally
and gracefully interwoven, as the solar year. There is an
art ... in that which traces the growth of an individual mind,
the influences upon it of things external, the powers
unfolding themselves within it with all their harmonies

and discords . . , the world . . . of mind, the true and essential
universe alone worthy of observation and interest.40

In pursuance of Fox’s suggestion, Browning chose for his next
poem Paracelsus ‘a mighty spiri, brooding over the wreck’
of his life’s purpose, In Sordello likewise he undertook to study
‘the growth of an individual mind’, laying stress, as he claimed
in the preface
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accorded 0 more importance than a background rr-.quirm'.
In both poems, he endeavoured to convey his ‘conception of a
state of mind’, He particularly sought to project through the
protagonists in these poems Fox’s conception of the poet as
stated in the review of Tennyson's Poems (1832)—of the poet as
a ‘mental philosopher’, as ‘compounded of both the philosopher
and the artiste’—the kind of poet Browning himself aimed
at being. In Paracelsus he indeed envisages the birth of a poet,
‘a third and better tempered spirit’, warned by the failures
—and combining the faculties—of both Paracelsus and Aprile,
the two ‘halves of one dissevered world’—the mere philosopher
and the ere artiste,%? as he was to do again fifteen years later
in his Essay on Shelley:

Nor is there any reason why these two modes of faculty
[the ‘subjective’ or the philosophical and the ‘objective’
or the artistic] may not issue hereafter from the same poet
in successive perfect works.#3

According to Fox, the poet however has a right to be heard
in society by virtue of his ‘metaphysical’ insight into the
workings of the human soul:

in all the facts and fictions of outer being, which is but as
outer darkness to the light within, never let the world be
unheedful of those who have aught to tell concerning the
human soul, so that they be but duly qualified by ‘meta-
physical aid’, and make their revelations with the ascer-
tained authority of philosophical or poetic inspiration.*

In Sordello, Browning’s main purpose is to show how ‘the
metaphysic poet’ is shaped and how he claims to be ‘earth’s
essential king’ since ‘song is the fullest effluence of the finest
mind’, which produces ‘acts, by thoughts only’ (V, 506, 562 &
575). In his emphasis on the poet’s task as a ‘maker-see’—to
‘impart the gift of seeing to the rest’ and

unveil the last of mysteries
Man’s inmost life shall have yet freer play:
Once more I cast external things away,
2
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Browning further recalls Fox’s reference to Dy, Ch Nning
exhortation:
.lh(‘ qlvp.il ]-{‘\*(-.L‘]li(lll \\'}Ii( !] man now nf'i"dt; i‘\ 2 r‘:“'ﬁld!ir,n
of himself” and that ‘the mystery within ourselyes

3 ‘}lf' m}"tpr‘
of our spiritual; accountable, immortal nature, it behgy,

us to explore’ ... Here and there amongst phil""""l)htrs
and poets we find a true hierophant, one who knows wha
15 in man, and makes it visible, so that we gaze ﬁxcdly
as if at the upraising of the veil of Isis, ’

Earlier in the ‘Tennyson’ review, Fox had contrasted modep,
poetry with the classic, providing Browning with a raison d’étyy
for his preference for modern art over Greek art:

The classic portrayed human character by its externa]
demonstrations and influences on the material objects of
sense; the modern delineates the whole external world

from its reflected imagery in the mirror of human thought
and feeling.47

Further, Fox’s observation: ‘All great intellects are progressive,
The mind that only feeds upon itself will not become such “an
athlete bold” as the world wants,®® must have appeared as a
challenge to Browning’s intellectual powers which were hence-
forward to seek fulfilment in ‘progressive’ and thoroughly
original directions.

In the review of Pauline, Fox also anticipated Browning’s

pet theory of imperfectionism, which the latter often employed
as a cloak for his alleged obscurity:

R R R R TR L L

The annals of a poet’s mind are poetry. Nor has there
ever been a genuine bard who was not in himself more

poetical than any of his productions, They are emanations
of his essence, 4

In Sordello, ¥glamor’s songs in which ‘you find alone/Complete-
conrid it o . e I 61520,
_'F!. rert B 4 worl _ ¢ Sordello’s *dream-perfor-
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Never be more than dreamed escapes there still
Some proof, the singer’s proper life was 'neath
The life his song exhibits . . .

.. his lay was but an episode

In the bard’s life .. .5

In his letter to Miss Barrett, dated February 11, 1845, Browning
likewise said that ‘these scenes and song-scraps are such mere
and very escapes of my inner power.’® The same idea of the

superiority of the poet over his works finds expression in
“TI'ranscendentalism’:

You are a poem, though your poem is nought.

Fox’s analogy between God and the poet in respect of their
attitude to their creations:

In relation to his creations, the poet is the omnific spirit
in whom they have their being. All their vitality must

exist in his life. He only, in them, displays to us fragments
of himself.52

is well reproduced in Paracelsus: ‘God is the perfect poet, |
Who in his person acts his own creations.” (II, 648-49).
As to the ideal poet, Fox affirmed:

The poem in which a great poet should reveal the
whole of himself to mankind would be a study, a delight,
and a power, for which there is yet no parallel; and
around which the noblest creations of the noblest writers
would range themselves as subsidiary luminaries.s*

It is this idea which Browning had in mind when he wrote to
Miss Barrett that ‘I never have begun, even, what 1 hope 1
was born to begin and end—‘R. B. a poem’—adding that what
she had read ‘were sadly imperfect demonstrations of even
mere ability,’™ He did not mean to write a personal poem as
some critics have supposed, for he had a thorough and deep-
rooted faith in the norm of ‘dramatic’ poetry which, to him,
had its perfect realization in




him
Whose insight makes all others dim:
A thousand poets pried at life,
And only one amid the strife
Rose to be Shakespeare 58

: ‘Tenn 1
‘¢ mention, He had referred tq

.

7 Fox had also regretted that -
poetry of music’ was ‘yet in infancy, kept and crippled th
by the affectatio

n of fashion,’ Browning too believed th «
music, the Beau Idea] chan

ges every thirty years';58 that
music we know how fashions end_*s Fox’

call a mere ‘fuzz of words'e
since in the case of great poets, as Fox had remarked, ‘the
construction of their verse grows into a study, on which the
elements and principles are traced ++. by these the superior
workman is taught and the crific ic oo ing di
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attitude towards a rising poet, whose aims and methods lay
so far bevond the range of the conventional rules of poetry.®
Browning remembered him gratefully in a letter to Miss
Haworth when ‘going to begin the finishing Sordello,’ and
continued to express his gratitude to him in later life. Fox too
never ceased to take interest in Browning's poetical career,
but the impact that he had had on Browning’s nascent mind
was the most abiding. Indeed, in arriving at the seminal
principle of poetry, Fox and Browning behaved as ‘literary’
father and son even as Coleridge and Wordsworth had been
“hiterary’ brothers.
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THE STYLE OF HENRY JAMES
By DARSHAN SiNGH Mamn

TuE revival of Henry James has been one of the most
“cular and symbolic literary events of the post-Second War
period. Perhaps it will be truer to say that it’s not as much ,
revival as a reappraisal, for the formid:/b Jamesiana is direeteq
largely towards the discovery of new“meanings and NUances
which appear to have escaped the no
{In this search for the Jamesian quint
area of the Master’s art which has n
the same kind of pitiless  probings
extended work. His art and architectonics, his critical concepg
(‘the point of view”, “the commanding centre’ etc) his ‘Psy-
chology’ and ‘conscience’, his themes and leitmotifs (the inter.
national theme, innocénce and experience, appearance and
reality), his humotr and irony—all these have received more
than an adequate notice.! However, oddly enough, the sgyl-e
of Henry James though of the utmost importance in relation
to his world-view has not been given anything like a com.
parable attention, though its complexity and obscurity haye
often been wondered at and admired grudgingly. Whilst his
imagery and symbolism as constituents of his prose style are a
favourite quarry for the purposes of establishing the archetypal
themes, the style as a complex of semi%ntic and verbal'Structures

or patterns, yielding a polyphony integrally related to the
music of minds, and the style as a stance of the Jamesian psyche
have not, I think, been fully explored.? This essay, then, is an
effort in that direction. It seeks to trace the fecund subtlety
%, and progression of James’s stvle over the years, and account
for its peculiar graces and idiosyncrasies,

Obviously in a novelist so intensely and unsleepingly cons-

cious of art qua art, and so deeply committed to the science
of fiction as James, the question of style is the heart of the
matter, .If he did not exactl

e y have the Flaubertian quest for
mal juste, he certainly brought his whole inventive imagina-
ﬁmm Bow)ide

g upon the Earad.im of words as they reverberated
™ his ears and €xpr for him the wide spectrum of human

Specta.

< - e
tice of his contemporarjes
essence, there is hardly 5y,
ot been subjected to almogt

which characterise hjg own
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LConsCIOUSNEss - spanned  over uminosities and  intensities,
darknesses and F\\llll:hl zones, In fact, the charoscuro eflects
and the chromatic tonalities that make up the tangled web are
on the whole, a salu¥e 1o the \mbiguiti A .

i g ambiguities and imponderables
of hife, ”“‘“.‘4_]‘ In James's later novels, they almost tend to cause
a s[nj-ltll;l'l dislocation of the argist. My pbint s that in ]lxmﬂ;
(he style is not merely atool or a medium, a dress or a mask,
an excrescence or an extravagance. It is truly organic and
v 9(‘“-{'“--‘ ]-lil-‘flﬂg_f_f_oﬂ'ilili\'c function much in the same way

v that Shakespearean style has:]It's in this sense that a jamesiaﬁ
nouvelle or novel could be regarded as ‘an expantled metaphor’.
'_Tht‘ style tl‘:ﬂl becomes the mode of quhégf-fo; reality. Its built-
in complexity assumes a compulsive quality and alone could
render the Jamesian meaning. Any simplification or effort at
reduction would not only destroy its beauty but also its strength,
in fact the whole Jamesian dialectics{Or, to put it differently,
just as the b&{f: rugged, skeletal and gaunt, though singwy
style of Hemingway is essential to the truth of his experience,
thc_{}_?.}}, ornate, textured, formalised and teasing style of Henry
James is essential to the truth of his vision. ]

As I have said earlier, the question of style in James is not
simply a question of the choice of words and their arrangement,
and their interlarding with graces and mannerisms; it is a
question of the stance or disposition of the artist's being as
well. It’s ?& integrity of this inner connection between the

ﬂimic of YWords and the aroma or aura of the writer’s per-

“/sonality which gives the Jamesian style its inevitability. Though
not wholly successful in individualising the idiom of his charac-

ive’ in speech for their

ters and finding an ‘objcctivc"éorr&n :
style and stance—most of the cha¥atters in James as even in

D. H. Lawrence express themselves in their author’s idiom
rather than in their own—the disposition or placement of the

character is related to the weight he or she places upon a word

or phrase, and the interplay of ideds resulting from it.
features of the Jamesian style,

And before 1 come to the .
¢ search for pivotal and rc:tcra:;e, or sunkt::
ima and what I may call, lar :

e oatip

and s .
jor | tion of Amch;nI ;

' ¢« wholly relevant in this contex f I do not go

D b them for the purposes of a statistical

chasing and cataloguing
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tally, it's because in a paper of this size and intent, it may cause
a certain imbalance. No discussion of James's style
l\‘(\mpl\‘h‘ \v\'_ilhnlll a reference to the _f_.l],_”-g!_i(i)!_]gﬂ.
role of imagery in his work.
HKYmthl?thi'ng to 1;11\'/0- note of is the peculiar beauty anq
nature of the J_;L_t}_l_t‘._.\‘ij_l}_l‘jﬂ_i;llgg_u(‘.s. Normally, the dialogue is
used by a novelist to express the style of a character, and tg
authenticate the experience of communication. But Henry
James uses it in a variety of ways to reinforce the theme as also
to suggest the fundamental inability and failure of communica-
tion. The style of the dialogues is at times apposite to the long
passages of ‘indirection’ that precede or follg,w them; at times
“it’s in sharp contrast to them. ‘I he dialogues then become

exercises in parenthesis. They reveal as much as they conceal,
L By o — S —
Concealment is thus both a device and a necessity. 7

can be
and Organic

IT

/
7
Most of the Jamesian critics have recognised three phases
in the novelist’s journey from complexity to complexity, For

as 1t is, even the James of the earliest compositions has a
degree of subtlety and sophistication that is singularly attrac-
8]

ve. But the style here does Dot present any serious problems of
explication. It has an assured urbanity and aplomb, a kind

of elegant, well-bred air about it. It’s, if I may say so, an
‘ambassadorial’ prose, and requires of the reader a certain

or  knowledge of the high idiom employed. Its complexity beats
rﬂ’ only the untutored mind. There isn’t much of the germinal or
nuclear obscurity in it.{It may, therefore, be asserted that the

s progression of the _Iamcsmxbggylc has been from the horiz¥ntal
y-)to_the vertical, from the overt to the cévert, from the elegant

to the eﬂlEtlcal, from the functional to the pocg'(gOnce again
it may not be out of place to compare this development to a
somewhat similar, though differently motivated development

in the style of Shakespeare, The ambivalence and indirection

of the poetry of The Wi?‘: of the Dove (1902) and The Golden
Bowl .(1?0) have an obvious corresp

ence to the gnomic,
1byline quality of the poetry of The Tempest. Whether you
regard the later style as unfortunate, a mere tittle-tattle and a




\ivl .’f!rr JrEme s f,l

wal mightmare, or as
‘.‘

]
an "‘.lll\]uh ol vionary o b Urity as
T3 LLhiot, de pends |

Y H!sl]\ ll'n‘“ |||,. ‘I”'llll.' of the rrl(ll’r.:'
“-M‘i .I.Hl| 1S n I‘P”“\"- :,
!

However in “”"ll“l_‘ ‘J_‘i'_"lll‘lg and weaving from phase to
}1,1‘1' the most felicitous ang a@ thetically rewarding being
the Henry James ol the ”li‘.ltl|l'_prriml in the opinion of F. K, 3 ¢
[eavis .t'mLmnu' other t‘riﬁrq, ﬁw Henry James of The Portraid ‘
o a Lady .._.Hml\.;llltl The Bostonians (1886)—there is always
an authenuc, residual and invariable style which remains as
if on attendance tll the (‘ndjﬂq features include poise and
n‘ﬁ_l_“_“.ii“" ;111_11{_!}111&!:.‘ and opﬂvncv, clo_qgoncc ;mdegﬁctoric,

Japhorisms and epigrams, quips and quibbles, irony and
’ innuendo, shades and nuances, To these are added integral
| jmagery and emblematic embroidery during the middle phase,
and hieroglyphic complexity and poetic density during the
final phase. The ‘essential’ Henry James endures. "

And there is in all this crystallization very little vernacular
and slang in his style, for the aristocratic mind of James deals
only With the elett and the !fi;::: in more than a merely socio-
Jogical sense. The bounce and vigour of the vernacular as in
Mark Twain and Walt Whitman were outside the framework
of his references and his vision.

[t is interesting, for example, to note the manner in which
he introduces a new character or describev new house or
mansion. The tendency is always to fix a ‘portrait’ in the mind
at the first impact and evoke a mnemonic poetic response in
the reader’s mind [ The chaste, classicil opening of The Portrait
| of a Lady which describes the amplitude and autumnal quality
~ of Gardencourt is justly adored by the reader and critics alike]

Similarly, the rich graces and vastnesses of “The Fawns’ in
Th: Golden Bowl described in a matching style make the country
house in Kent something of a presence and a character. Or,
take the description of the splendid Venetian palace which
5 %HJM of The Wings of the Dove occupied. It appears,
3 \ 'ima.ginatjon of James was kindled the moment he had to
- 'convey the style and poetry of a place. A similar felicity marked
Oihnbygitcanbcm_inthewayfchumtermmmtha
scene, Soon after the first delightful im hression Oflllhdm:
' ' “the colours that will not wash or
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Her nature had, in her conceit, a certain garde
quality, a suggestion of pn:r!‘mf‘u- and mil!’llllirh]q bough
of shady bowers and lengthening vistas, which Made h:
f(‘l‘] lllll‘t il]ll‘OSPl‘C{i(”] 'W;LS, alter Il.”, an exercise n th:
open air, and that a visit to the recesses of one’s Spirit Waa;
harmless when one returned from it with a lapful of roses 3

N-like

L
The floral imagery is almost a clue to Isabel’s egsen
poetic and romantic being. - |
Or, take the witty introduction to Henrietta é—‘éﬁmlc
The peculiar AmericaX flutter and freshness of Isabel’s

- » - Chgag.
| ing but bumptious friend are set down in memorable words:

!ia}ly

she rustled, she shimmered in fresh, dove-coloureq
draperies, and Ralph saw at a glance that she was as Cris
and new and comprehensive as a first issue before the
folding. From top to toe she had probably no misprint ¢
v y
Osmond’s first description almost has the sharpness ang
richness of a Renaissance painting, more so, as this “sterile
dilettante’ has indeed become a ‘portrait’ in his splendid
exterior, a dehumanised, alienated person fixed and frozen n
the cold abstraction of art. Osmond

.. suggested, fine gold coin as he was, no stamp nor
emblem of the common mintage that provides for general

circulation; he was the elegant complicated medal struck
. off for a special occasion.

The gold coiﬁ’i/mage and the imagery of wealth and property
incidentally are common in James, the staid, conservative
Victorian whose values at bottom are essentially of the class
that could imagine no real existence outside its gilt-edged
securities and bonds. The style gives away, so to speak, the
upper-bourgeois origin of its author.

Here is Lionel Croy, a peripheral figure in The Wings of the
Dove and two sentences pin him down neatly like a fly. _
|
Those who knew him a little said, ‘How he does dres’
~—those who knew him better said, How does he ?* -_'i

(5

- - '.-” I‘- I : - . I .”I ﬂ
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aud | - g
Ann M L in the some novel is introduced in terms of

a "“lim:“m lioness complete with flourishes and claws.”
A 1ere 18, 1o rever : T— A .
And 2 I‘ pr ekl o 0 an carlier” masterpiece, our first
indirect f““l'-“ uction ' o Olive Chancellor, another Saint
1er conceit, Her <. - ; .
[heresa 1”} T conceit, Her sister. Mrs Luna, is speaking to
Ransome, their distant cousin from the South

‘she would reform the solar system if she could get hold
of it. She’ll reform you if you don’t look out.’®

As for the ml}(}ly satirical portrait of Olive’s political mentor,
Miss Birdseye, it’s a masterpiece of comic description.

She looked as if she had spent her life on platforms, in
audiences, 1n conventions, in phalansteries, in séances .. .°

So much then for the way characters in James make their
debut.
The passages quoted above do not make a difficult reading
at all. There is in fact a light, nimble touch where the minor
“charactersv-—part of the Jamesian ‘furniture’—are concerned.
There’s even a hint of what James elsewhere called ‘blessed
economy’ in the style. But in the middle phase, the complexity
of the style is still viable, and is largely related to the com-
plexity of the theme and the technique. His passionate interest
in the whimsies and vagaries of the human heart and his
unfailing aesthetic delight in unfolding the involved dramas
r of conscience make the style at times acute, packed and
metaphorical, though it is not burdened with thought to the
point of exasperation as in the qovc;l/ydnd tales of the final
., phase. James is talking here of Isabel”"Archer:

—

-

With all her love of knowledge shehad a natural shrink-
ing from raising curtains and looking into ynlighted
corners. The love of knowledge coexisted in her mind with

~he finest capacity for ignorance.',”

~ And here the Narrator-Editor of The Aspern Papers (1888)
is sorting out his reactions to the intriguing and impossible
Miss Bordereau:
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Tt wae oy sihle she i”“"”"'d ||!‘|‘ O

aimy
10N a4

N im.
tnence, a visible irony, to show how «
et { ) =

he could OVey
h people who attempted to overreach her’ 11
Feac

vActually, the style as such 18 not difficult here, Only
lmu ol sentences in the iu.mu‘ key tended to demand the Utimogy
\ ution from the reader,

ml.ﬁ:::'\iulnz:;n;lni(l epigrams tossed off with visible delight anq

dexterity continue to enrich and define the Jamesian style

throughout his long literary career. They are at umcs,’l‘__‘i"‘?_t[ici.

ous, almost Oscar Wildean, but often the neat, clinica] and

polished statements reveal James’s 1

ove of Symmetry, order,
poise and polish in life. Let me quote a fow picked up

d |rm

- , , g A
random from his ¢normous industry.

Money's a horrid thing to follow, but a charming thing
to meet.!?

When Milly smiled it was a public event. When she
didn’t it was a chapter of history,13

Where there’s a great de

al of pride, there’s a great dea]
of silence,t

It’s easy to sce that in his epigrams and aphorisms as in hj
sustgined and drawn-out dialogues. James exploits antithesis,
parall¥lism and counterpoint to great advantage, The con.
trapuntal technique m:

; may well give a clue not only to the musical
v : ;
v base of his novels and stories,

but also especially in his later
) work, to his search f; values. Wor d their mani ulation,
as the study of semantics reveals, are, in the final analysis,

' “qucstions of epistemolo

8y. It may be added that the Jamesian
e of italics and play upon prepositions are also not merely
author’s mode of com-

verbal pyrotechnics, they signify the
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cerutiny for, to my mind, this alone could help decipher the
1‘1"'”1"]"\ u_flt' worked out in those teasing, enigmatic books,
There arc indeed so many peculiarities and oddities that [
could at best “”l-\: touch upon a few, such as would seem to
reach out to the final Jamesian equation, or to go homing to
the Jamesian centre, :
v The 'illlfﬁf(‘l"li¢'>ll' of these novels and nouvelles has often
intrigued and dismayed people. It’s even regarded as something
of a freak./In an otherwise extremely able presentation of the
‘lfsjf‘n[iill, James. Pelham Edgar too finds this technique or
process one of the ‘most questionable™® Jamesian innovations.
However, it’s not a wilful attempt at mys—tiﬁcagi/on. On the
contrary, the Jamesian exploration of the mystery of evil—a
major pre-occupation of the novelist in the final phase—
involved a tangential and elliptical approach. All great artists
including Shakespeare have resorted to ‘indirection’ when the
opaque reality refu;es to yield to diregt assaults.uf_james’s
s_g}il_g_b_e_covmeg. tortudus, tensile, and teﬁfuous, the reasons lie in
his sustained ambivalence. The marriagé of thought and
{anguage, though not always happy, is certainly not a marriage
of convenience. The style does not as a rule sabotage the theme
from within, or undermine its spiritual potential. It no lgnger is
{fic dress of thought; it is, in a manner of speaking, the thought
become word, or the soul become flesh. In short it’s by ‘indirec-
tion’ that James finds the direction out, though he does not
come to grief like the lg@g:ﬁﬂdhded'Pol@us:'It will not be easy
% illustrate this peculiar trick or cunning of his style—obvi-
ously, I use these expressions in no derogatory sense—, because
a scntence or two, perhaps even a whole paragraph cannot
show the mechanics and the dialectics of this phenomenon.
Taken apart, the sentences will at best illumine themselves;
fthey will not invade the readers’ mind in an insidious or
insinuating manner, It’s the slow, gathering force of the
passages and the pages which will work upon the imagination
and enlist it as a secret ally, The style then becomes not merely
asmeans of thematic expression, but also a mode of ::cvclanan.
uﬁgnm may still be rare—James's method discourages
illuminations and explosions—but the accumulated
* mass does reach in the end, what the nuclear physicists call,

the point of ‘criticality’. v
——
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[ Again it is often complained that the later
| suffers from ‘overstatement’. There is of course some truth in

. Darshan Singh Main;

Jamesian style

ity and James was well aware of the problem, but once again
I think. the charge is off-centré} The relentless volley of words
in most cases is wholly in keeping with the psychological
pressures and confusions inherent in the situations James s
attempting to explore or analyse. What’s more, a kind of
understatement is dexterously played off against the ‘over.
statement’. Or, to put it differently, the Jamesian style in the
later books is a ynique complex of overtutes and avoidances,
of overtones and undertones, of sounds and silences. It’s an
orchestrated style which when fully engaged has the resonance
of a great symphony.

What I am trying to suggest here could perhaps best be
illustrated by the strangely portentous and loaded dialogues,
They are as much weighted down with words as with blanks,
breaks and absences. In fact, the tentative, half-shy, bitten-off
statements, the unasked questions and smothered, fractured
replies create a hum of echoes and hints. At such times, James
achieves a rare dramatic simplicity and inevitability which
could only be described as Shakespearean. This quality is
felt more acutely in the later novels, though it is present in his
earlier work as well,

Here is Ralph talking to Isabel Archer:

.. Don’t question your conscience so much—it will
get out of tune like a strummed piano. Keep it for great
occasions. Don’t try so much to form your character—
it’s like trying to pull open a tight, tender rose. . . .

Put back your watch, Diet your fever. Spread your
wings, rise above the ground ., . .16

As will be noticed the style here has an under-current of
poetry which dissolves into an endearing imperative, Nor can
one ever forget those haunting words of Ralph when in a
moment of great emotional stress, he tells Isabel, ‘I love you,
bug m without hope’ )7 v,

T take the concluding snippet of dialogue between Densher
and Kate on which The Wingy of ey

A e

B
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['hen he only said: “I'll marry you, mind you, in an hour,’
‘As we were'?
‘As wWe were’,
But she turned to the door, and her headshake was now
the end. ‘We shall never be again as we were’, 18

There is a terrible and desperate beauty about the words
of Kate. One is taken over the edge of an abyss and left brood-
ing there. v/

Or turn to The Turn of t;{e Serew for a moment. The governess
s recounting the incxpl_i;(_:ablc sequence of events:

Then I again shifted my eyes—I faced what I had to face.!

The ominous sentence falls like a stone in the pools of our
consciousness, and initiates a stir of ripples and reverberations.

And here is John Marcher trying to unravel the mystery of
his complex fate in The Beast in the Jungle (1903), and speaking
to his confidante, May:

‘What then has happened?’ ... Yet he waited for the
answer. ‘What was to’, she said.?®

The portentous answer has a tone of finality that’s unmis-
takable.

There is also a peculiar effect of coiling and uncoiling in the
style of the dialogues in these later stories and novels, something
like T. S. Eliot’s ‘tedious argiment of insidipus intent«By a
sudden shift of emphasis, James creates tension, foreboding

Yand expectancy. Sometimes, when the Jamesian irony is at

play, the style has the sting of a sly, sharp backhandish slap.
Sometimes James repeats a single line to reinforce the theme.

Milly Theale’s absolute alienation is established with ‘she

turned her face to the wall’,*—a line which strikes with the

rc%‘ilafity of an hour-clock. {
must confess however that the later style has the tendency
0 run to_stylization and._pregiosity. The overrcaching and

“ﬁ Altenuation appear then to create obfuscation, The Jamesian

)

F

Al turns to artifice, At times it becomes even musty

Mildewed, like stale cheese. The stuffiness suggests cobwebs
¥

-
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covering odd bric<d-brac. When this happens l; Yaing
of felt experience is lost. Then the Jamesian ind:n:mm oy

TY of gp:

_ bing words appcars 0!11}' a d:rvicn 1o make up f :
Lol incidents. The ‘significant insignificances’ bi gl?r: tt:el Dlicy
. — - " —_ s : O m 4‘ .

¥ ratiagel
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But such Japses are not, as is widely assumed, the qeq.
the day in these beautifully scaffolded and ﬁ;‘ﬁwd”
-On the whole there is an integral relationship be:s ed by ok,
.and st'ylc which remains intact from ph:;ise to W}t:cn flemg
mafchmg is particularly effective in the nouvelles l;fasc i
per.god. The style, for instance, of The Turn of the S, s
curious effect of wheels within w}}éig: that 'of“-;-}‘weha.' the
Lapers, the effect of the winding stairs, that of T, Al A'h .
Dead, the eﬂ"cct. cff sol_gg;n.ity and funereal sombren o o the

\re,ﬂoultcd d these 1c!103yncrasws of the Jamesian stylec;iﬂ A% -['
B Py chologically as a kind of ersatz satisfactiop iy
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EXPRESSIONISM AND THE HAIRY AP

By Mrs P. N. Das

Or all the dramatic movements which reacted against the
limitations of naturalism I]l:/ most violent, forceful, effective
and outstanding was Expressionism. It is th( tmp;('dy of our
times that the tempo of life sweeps away literary movement
before they have found their feet—before they get time to
crystallise into an accepted mode so that worthwhile ang
optimal expression in that medium can be achieved. Expres.
sionism as a movement has also been a victim to the process,
Although not called by that name, important features of this
mode were brought into existence by the later Strindberg and
during its brief flowering period it has been able to draw some
of the greatest talent of our times. which include Eisenstein in
* film and O’Neill in drama. However, while tracing o the hlstory
of the movement one has to acknowledge the fact that it has
not had a chance to exhaust its possibilities. Although O’Nelll
found its possﬂflmes worth exploring for a few of his plays, in
which the nature of theme calls for a non-naturalistic treatment,
yet he did not find sufficient interest in the form itself to explore
its possibilities systematically or to find in this form a sufficient
organising power for the totality of his experience. Whether it is

\ the freak of the times or whether it is some innate deficiency in

L/ \the nature of the form itself is not a matter relevant to our

ussion here,
riginally a movement in art, the term was used first by a
| French painter called Herve in 1901 and as a movement in art

* and painting it is compar"‘ble to or associated with others like
| the futurist movement in Italy and the surréalistic movement
i in Francc, England and Amgrica. It derived its philosophical
| inspiration from Bergson’s¥élan vital and from the intuitive

phenomefiology of Husserl. Its literary ancestry, of coul'&

| included such gmnts as Dostoevsky and S ‘
excursed deep into man's soul and psyche. Freud s v:ews 0"
./ the nature of the human psyche and the predominance he
l noihﬂrolcofthuu ouamdtheunconww
dlmhed the “astist's conception of reality:
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» ism thus inspired the artist to break through the

- '."' the appearances, in an attempt to explore the signi-

qurface "‘l he inner and deeper reality, In the words of Lothar

heall®’ "o stood as ‘the spiritual movement of a time that

NIHI--\;mu'r experience above external life.’

gl ‘f" very casy to sec that serious literary artists with a deep

. ll~:~;-n for life and cx]urrivn("(\'/found naturalism extremely

funtl quate. I a note on Strindberg written in a programme of

l}:-.:;\-{inlcvmwn Playhouse, O’Neill says:

ance |

The old ‘naturalism’—or ‘realism’, if you prefer (I
would to God some genius were gigantic enough to define
clearly the separateness of these terms once and for all)—
no longer applies. It represents our fathers’ daring aspira-
tion towards self-recognition by holding the family Kodak
up to ill-nature ... We have taken too many snapshots of
{ each other in every graceless position. We have suffered

too much from the banality of surfaces!

‘ Some of the features of the ]_Elz_:p{é's_s_ionist movement in
| literature had emerged as early as the closing years of the 19th
| century as, for example, the use of masks and of declamatory
style full of monologues in the plays of Wedekind or in the
excursion into the dream world in the plays of the later Strind-
berg. In effect these two writers seemed to inspire two different
groups of writers when Expressionism became a consgna
movement in literature. The activists or intellectuals like Taoller,
,  Hasentlaver and Kaiger found their inspiration in Wedekind.
They were concerned with man’s lot in society and were
interested in its betterment. Hence their concerns were political
and they assumed that political issues were important and
soluble. The other group which was mystical or irrational
found its inspiration in Strindberg and concerned itself with
metaphysical questions of man’s relationship to God. Their
concern is more fundamental as they question the meaning of
;nan § existence—maybe even social existence but at a deeper
i;‘;’[d::han the amcéi?mtion of man’s social lo}. (This group
lhcudr' the poet Weffel and the n fka in Europe and
amatst O'Neill in America, The term

however, was by the Austrian writer Herman Bahr in @4
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;.- denote the group ol l';{‘l'll_l{lll ‘Il_"””‘l,',i;'[‘ w'~i,l|i|“'q :lur?n
First World War. The term perhaps Jell into digrey.
o ”-“ weepted as the dominant thode for dramg i'
o . ‘“-;I;n.n‘n and became a vehicle for very differeny ide
hl“:"" l‘l ::‘l'x t;l'}11"\"‘ rights who had embraced Nazism,
l\n ]lnulht" context of the lhrt'g}’i“}—f _i‘l"*‘“ it ’is not Sl.errisin_ to
find that the typical expressionistic plu}_-' Is not dl\r’]('lcd into
acts and scenes like an ordinary n:'iturnh.stu: play. I_t IS a sye.
cession of scenes arranged ;'llmos.t n a_dmgrammahc Pattery,
It may be a diagram of ECEPCMICGR FORUS deeper and deeper
into the subconscious or unconscious as in .lee Emperor Fones,
It may take the form of a sea.r_\({:_h/as in Kals_er’s _I‘_jrgm Mo 4,
Midnight or O’Neill's The Hairy Ape. Someu.mes it may dea]
with a formidable force man has to reckon with as in Kaiser's
Gas or O’Neill’s Dynamo. The scenes are usually short and are
meant to focus our attention on one particular phase of the
subject. Since a typical expressionist play centres round gz
character undergoing a crisis—psychological or spiritual, the
scenes are intended to be milestones in the character’s journey
through the world of his inner experience as he draws closer
to his doom.
Since the inner world of the character’s soul is the real

theatre where events take place and as the ego is the field for the

play of the cosmos through which we have to discover the
F meaning of existence, objects are made to appear as they would
appear to the distracted mind of the protagonist. So a typical

expressionistic play may start with a realistic and almost
' naturalistic setting and, as the play advances, may become
| more and more eerie with the help of stage setting, music and
it lighting. This makes it clear that an expressionistic play by its
|
|

very nature makes extensive use of the technical innovations

in stage effects that have taken place in recent times, Music

| and scenery prepare the audignce emotionally for the theme.
; The drum beat in The E Jones intensifies the emotional
| effects of the play, The stoke-hole in The Hairy Ape would not
be the dungeon, the ‘hell’ as it js jokingly called by Mildred,
without the scenic effects, Naturalism had driven the last
of poetry out of the theatre, The poetry of a Shakes-

vestige
o ‘R:':;:t'l o8 up a Forest of Arden or the Midsummer

confusion in broad daylight was out of the question.

"y ey gl X
G T (S
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[he modern pragmatic audience devoid of poetic imagination
is incapable ol responding to poetry as the failure of verse
drama after brief experimentation showed. The playwrights,

therefore, did what was only natural for them to do. They made
ase of all the available resources placed at their disppgal—
lighting, scenery and music adding also to it the musir;‘i?mo of
dialogue in the form of meaningful repetition of words and
phrascs. Aristotle had relegated spectacle to a subordinate

. place but modern dramatists have brought it to the fore and

(WL . . . .
¥ “have relied heavily on it. It is not an exaggeration to say that

:
y l

e

the expressionistic experiment was called forth by the tre-
mendous possibilities offered by the innovations in modern
stage techniques. Technically, therefore, Expressioni m as a
d_ramatic movement 1s “very much a pro uct of our times../
If there ever was poetry of the theatre as opposed to poet-ry in
the theatre as mentioned by Cocteau it is to be found in
expressionistic drama, T

In this type of drima, character, of necessity, must cease
to be an individual. Particulars of his daily life and relations
between them so dear to the naturalistic dramatist are irrele-
vant here. Character is reduced to the barest essentials and has
to be a type or symbol. Characters are juxtaposed to emphasize
sharp and violent contrasts. Since the tormented inner self,
the fragmented consciousness and the memory of the racial
unconscious play such an important role in expressionistic
drama it is obvious to see how heavily it rests on modern
disciplines like psychology including psychoanalysis and
anthropology. This fact furnishes another proof that themati-
cally too the expressionistic experiment is typically modern in
inspiration,

It is not difficult to see that conventional naturalistic dialogue
would be hopelessly out of place for this drama. Its language is
stylised and explosive, erratic, illogical, clipped and abounding
in repetitions and monologues, Although not straightforward
poetry, language is used suggestively and tends to be poetic
and lyrical, This contributes to the heightening of effect making
it appropriate for bringing forth_the meaning of the inner
reality. According to Q:M_djglogd through repetition and
expansion is built up like the theme in a musical composition.

This in fact is a key to the use of language in the expres-
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sonistic mode, As I"\P“'“"””"“l tries to “hi”'l”y |
o mind, soliloquy or monologue is natur
LB i L A &

device for its purpose. And these devices i

nade obsolege bl;sc‘rll]
vogue of naturalistic 1li.1|ﬂ,!~,'_'!l<‘.|"“"'.h‘"'” revived to the €Xtey
one could possibly imagine. The rll])])(.‘ll ;_m(l'tt'lcgraphic “yl:
which 1s also copiously used is very effective In hl‘inging to
a sense of the storm and stress that a C‘harucler 1S undergo;y, _
¢ Expressionism as a movement ol. course Fllﬂd out by it
had served its purpose in demolishing the lite

ralness of
theatre. Although realism and naturalism reasserted thﬁmsclva

they had, of necessity, to modify thcmsclvcs&'_l"_h__c Qﬁﬁﬁnam
mode of drama thus became a }:inFl of revised natu?aﬁgm
inevitably tempered with expressionistic elements Connecteg
with modern stage techniques, equipments or the approach ¢,
the theme and as a result possessing much more flexibil;
than previously. Even in the most ‘absurd’ plays of today ope
finds expressionistic elements as in the growing co in
lonesco’s Amédee or How to Get Rid of It. Hence ex ressiohistie
techniques have become a part of the equipment of the modem
dramatist which he has to reckon with and which he can utilise;
and in the hands of seri

connected with the sug

ous dramatists these are almost alwa}m
character or theme, v

gestion of a deeper.reality In respect of

I1

o
O’Ncill’{; debt to German Expfégionism has been the subject
of much controversy, While he has been called ‘the American
George Kaiser’ by a German critic? and has been labelled as
a follower of George Kaiser by Bertolt Brecht,* American
critics have tended to accept th

at he is more indebted to
Strindberg than (o German Expressioni

aiser’s play,

ackburn® and Mardj Valgemae® have made plil;
borate studies trying 1 work out parallels between the pla
of German Expressionists and O'Neil). The former finds a close
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nblance between the plays of Kaiser and O'Neill in matters
of detail like the number of scenes or the manipulation of stage
etting resulting in similar visual effects, She holds that like
Kaiser’s plays U'.\’r-ill'q' lmw: seven or ecight short scemes as
opposed to many more in Strindberg’s plays. She quite forgets
that O'Neill was writing for the modern theatre and besides
ihe theme of his play might not have needed so many scenes.
§o resemblances like these are superficial and irrelevant,

Mardi \";1Igcmnc also works out resemblances which are
equally unimportant, H(_)wcvcr, she makes one important point
and that is that O’Neill’s plays present the action as seen
through the eyes of the protagonist like Kaiser’s and unlike
Strindberg’s, in the surreal action of whose play the con-
sciousness of the author holds sway. v

However, these are matters of detail and in these matters
contemporary dramatists writing in the same period can pick
up devices from each other without acknowledgement. It may
be quite correct to say that O’Neill tried to use some of the
devices used by the German Expressionists from a reading of
their plays and before seeing any such play performed. That
he did not only use these but used these so successfully and
completely in The Emperor Fones should be a matter of credit
for O’Neill. There is no reason or justification to doubt the
spirit of O’Neill’s assertion that these dramatists were too
limited to influence him. Says he:

I o

As a matter of fact, I did not think much of Moem fe
Midnight, and still don’t. It is too easy. It would not have
influenced me.®

It may be correct to assert that Dynamo reveals the influence
of Kaiser’s Gas but as has been stated before if he could write
successful plays from mere reading he has certainly no reason
to feel terribly indebted to them, In the more serious plays like
The Great God Brown where he uses masks to deal with the
problem of identity and split personality, and in Zhe Hairy Ape
where he concerns himself with the ultimate question of the
meaning of man’s existence, we see that his concerns are deeper
and more profound than those of the German Expressionists.
Although in matters of many technical details there happens

B o g e —
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to be a simularity between them and O Neill,

on the

phical level he stands, as his critics claim, ¢loge to

Strindberg. Of the two groups of |
above O'Neill belongs to the irration

_ plliltnﬂ_
, € 10 hiy
JK!)i-{-\SI(JI||315 entic -
alist, the int: ivimjfl
the mystical school while Toller and Ka; '

aiser belong 4, the
activist and intellectualist school.

The controversy has assumed these Proportions beca
critics like Blackburn and Valgemae do not ma

tions and lump together all the dramatists in t Pressiong;
tradition and compare them only on the basis of the details of
technique rather than on the basis of deeper and more pro,
found concerns. Granted O’Neill got the idea of CXperimentiy

in the Expressionist tradition from the German Expressionism
using certain stage techniques and devices, manipulatjng his
theme in a certain way, it does not follow that the natyre of
that debt is a very important one. It is €asy to see that the
nature of his debt to them was superficial. Therefore, Critics
like Alan Downer, Clifford Leech and John Gassner,” whe are

more conversant with the traditions of drama, are more correct

when they assert that in his profound concern with man’s

alienation on 2 deeper level, O’Neill derived his inspiration

from Strindberg rather than from the

German Expressionists
whose concern with man’s lot was on a purely social level,

II1

Of the two most important play§/in which O’Neill used the
Expressionist technique The Emperoy fones is the earlier and the
simpler one. It is written in a serjes of eight scenes. As in all

romantic literature, in Expressionism also the spirit determines
the form, The sub

ject of the play is fear expressed in the radia-
tion of the ego of | ones, a symbol of the Negro race recently
released from bondage, Jones is not totally innocent. The
very fears, which he thinks he has got rid of by his exposure 10
g;; c?}n:ﬂf of \:oh(ilte ;:ivilization, he seeks to use in his explora-
the ‘wood-niggery', "bush-niggers’ or ‘trash niggers.
Im@ﬁllhinthcend e latter of the
tame fears that he thought he hag e >Y the help

* 4
»
| - |
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ed by fear in ll'n- \\.nmlw, !"!(illl the subconscious mind of
fones \rise the "'”'"“.""f (ears, I'.ulmlly, come 'vui.um drawn out
W the ac mnul.\lm‘l race memories which lie far beyond the
reach of the CONSCIOUS, llu.‘ m.u-wmt lhun}p of the drum, a
1‘“““““' n\.mgvr nl‘v\|n'1'.-as.|m:'; !IHl‘llHl‘ t'lmotlun, s upprupriutc
to the expression ol t.lu- primitive emotion of the fear of per-
gecution represented ‘“_”“‘- play. As the drum grows louder,
fuster and more (renzied we draw nearer to doom. The
chythmie counds make us feel the pounding of the heart of
e terrificd negro. The expressionist setting help us to see
(he wood as it would appear to the distracted mind of the
negro. .

The Emperor Jones is a fine play although Clark would not,
rightly, rank it with the highest of O’Neill's achievements.®
It uses the expressionistic techniques fully. In a note to the
play O'Neill has described how the idea for the play came to
him by a few suggestions occurring at different times. It is a
conscious as well as a successful experiment. It is almost lyrical
i tone. The central character whose consciousness is so effec-
tively explored, is a symbol. Although it is a successful expres-
sionistic play it also reveals the limitations of the form. In a very
successful expressionistic play the central character effectively
conveying its meaning as a symbol may stop, and usually stops,
at that. Usually a playwright belonging to the activist group
aiming at the social message does not intend or attempt to
make his character human. The symbolic aspects are em-
phasised to drive home the social significance, To that extent,
the typically expressionistic play cannot claim to offer the
challenge to a writer to express his genius to the fullest in terms
of human character. However much of grandeur and meaning
mere symbols may possess, they are abstractions and are
lacking in the warmth of flesh and blood. The drum-beat may
bring us very close to the pounding of Jones's heart butitis only
for the moment. He never becomes a human being to us. He
certainly does not become an individual as he is not intended
to be. Most of the symbolic plays, therefore, correspond to the
Abstract in painting and come close to the effect of music
where a universal emotion is suggested but no individuation

is possible.

put
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realism and naturalism again i T
himself regarded this as a much Breater

an 1he _[:}L:ﬂg[()_fimrf,r. [t is obvious tg 4y,

plex play (han the carlier one.
_ a stoker symbolising primitiye
+ « existence 18 a SENse of belonging
hatever it may be, and it is
derives a meaning for his existence and 2
the play opens we see that
d himself with ‘steel’ which symbolises
ymbolises life for Yank. To the

ironic question of Paddy in the first scene if he woulfi be the
‘flesh and blood wheel of the engines,’ he answers with great
dence, ‘Dat’s is repetitive and empha-

sureness and confl me!’ Hi -and en
tic ‘I'm stccl——-steel——steel!’ has a note of exultation in it. He
the movement O

fecls he is essential for f the ship and that gives
him a sense of being needed—of having a place in the scheme
of things. Paddy, the Irish stoker, on the other hand, yearns

for the past, for the good old days of the sailing ships:

t of the sea, and a man

*Twas them days a ship was par
d all together and made

was part of a ship, and the sea joine
it one.

Men had not been c.ondemncd to the pit below the boiler room
then. They were still strong from hard work. But now their
muscles seem to have become steel and with their backs bent

and shoulder muscles overdeveloped as a result of shov i
coo’a;‘ into the furnace, they resembled Neanderthal men a3
cill mentions in the stage direction. Ironically enough, &
m es:? tc;:hnology has condemned some men at least ©
cally m:nf m scale of evolution, However, again iren®
T :ri J very people like Yank identify themselves
et dwalrtachmuund.ﬁndancmeofbclonginﬂin‘hm
e . ating experience comes to them. While
rity like the old Irish stoker has a clearer s
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(oIl apart, the centre cannot hold,” to Yank that is all
cazy tripe’ and he dismisses Paddy as out of date so

he doesn’t ‘belong no more.’
ghal B

o Long's assertions Fh‘” the stokers are all condemned as
Javes to the dungeons of hell because of the ‘damned Capitalist
Jarss!” Yank's answer 1 characteristic. He asserts: ‘It takes a
~an to work in hell” and as for being slaves,

_h. 1'%

ll.l*.

I

Slaves, hell! We run de whole woiks, All de rich guys
dat tink dey’re somep’n, dey ain't nothin’! Dey don’t
belong. But us guys, we're in de move, we're at de bottom,
de whole ting is us! (Sc. 1)

So neither Paddy nor the folks on the deck ‘belong’ and Yank
does not mind being at the bottom. He interprets it as being
at the root of things, at the core of reality as it were, not at the
Jowest point in Hell.

The devastating experience comes to Yank in the form of
Mildred, a visitor from the upper world of the cabin and the
deck and one of those who have so far been regarded as useless
by Yank, for they are devoid of motion and speed. Yank, of
course, is not antagonistic to them out of jealousy or malice for
their wealth, nor is he class-conscious as Long exuding his
communist jargon. Incidentally, although O’Neill makes us
conscious of social injustice and is more obviously concerned
with it in this play than in The Emperor Jones, the problem is
more than a mere social problem to him and he does not offer
the easy panacea of communism as leftist writers do. The foolish
insistence with which Long re-iterates communist jargon and
the way he ends up by making a fool of himself makes O’Neill’s
attitude absolutely clear.?

The shock comes shattering his pride, self-confidence when
Mildred shrinks from him in horror, Here, too, his reaction is
characteristic, He is not jealous of the upper classes. Not once
in the play has he expressed his desire to enjoy the privileges
they do. He is filled with anger only at being annihilated,
being refused the recognition due to him as a man, and robbed
of his sense of belonging. His manhood has been spurned by
Mildred. He is called a ‘brute’ for the same physical strength
on which he prided himself. This experience makes him des-




3 by B~
perate and he tries to ‘think"—a word which along with 1. :.,
Governiment, lnslia ¢, Love and (;”d, arouses the wory dl”’ ‘
stokers in the fourth scene, ~ '
When doub! and hate enter his soul there is a conflicy
i« more than mere class consciousness on the social Phn:-“
was to nearly all the activist Expressionists like Toll.gr' “
and Hasenclaver in most of their plays. Yank tries to fing
the meaning of existence at his own level—an inner ot
in a man who is trying to emerge from a brutal state of%
in which he can no longer find statisfaction. Yank here is g,
only a human being in a particular situation but 2
expressionistic character. He is significant not only for actign
in a particular environment but for what he symbolises i 5
universal struggle. His puzzlement is almost metaphysical;

Who is dat skoit, huh? What is she? What's she come
from? Who made her? Who give her the noive to look at
me like dat? ... I don’t get her. She’s new to me ... She
don’t belong, get me? I'll get even wit her. I'll show her
ifshe tinks she . . . grinds de organ and I’'m on de string. .,
(Sc. 4)

After this devastating experience his one thought is revenge,

Unable to find her, he is led by Long to look on the likes of her,

In the fifth scene we see Long trying to use the dissatisfaction

of Yank for his own purposes. But in the Fifth Avenue Yank is

not satisfied with a mere feeling of scorn from the distance and

insists on expressing his anger at not being acknowledged. He
deliberately creates trouble trying to be obnoxious and forcing

. himself upon the attention of the marionette-like figures.
: Ultimately he is arrested and put in prison. Even there he is
- troubled at not being able to sort things out to make sense of




. Yank’s retrogression is an emphatic m el e

society
art of t

gainst a society which rmum

%

he playwright 2
cognise people like Yank as human.

vank’s death in a steel cage makes the symbohdﬂle
play complete. When carly in the play he realises the difference

hetween his world and Mildred’s he is conscious of the barriers
of steel. Steel no more arouses exultation because it becomes
the bars of the prison and then of the cage. The firemen’s
forecastle, later the cells in prison, are cages and ultimately
there is the real cage. In addition the stokehole is Hell, all
complete with the fire in the furnace which is opened and
closed for feeding the hungry mouth of the ship with coal. The
procession of the gaudy and artificial marionettes in the Fifth
Avenue is also another cage against the invisible bars of which

Yank beats in vain,

In all these scenes, we have splendid

tion which result from the radiation of t

is distorted through stage setting and lighting t
appear to Yank’s troubled mind.

illustrations of distor-
he ego. Surface reality
show them as

-
" 4"|._ '
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Ihere are certain keyword like "belong’, 'u”fl' and ‘e |
Exultant and ]nnurl it being steel in the h‘“‘tlhnmg Yank
wishes to blow steel off from the face of the earth, Stee}
its implications is his preoccupation, Another constang lﬂtn'm
is to Rodin's “Thinker’ and Yank is always supposed to:::?‘
the attitude struck by that figure. The original ang Y -
himself are given a special significance considering the mean:
of the word ‘think’ in the context of the play. The underjy;
idea is the cult of the modern man “Drink, don’t think’ cher
chanted by the stokers as the burden of their song—if whag
do can be called singing. Their repetition of the sentence jg
operatic in effect. The early Yank was thoughtless,
untroubled by problems. Later he is shown as trying to think
in the scenes which follow his encounter with Mildred. Think.
ing, however, destroys him, He shows an inability to think and
make sense of his experience. But once having been stirred tg
thinking he cannot relapse into his previous thoughtless exis-
tence. His rejection of the IWW and the desire to blow off the
works himself as also his reaction to the marionettes on Fifth

Avenue prove his incapability to generalise from particulars
or to proceed from experiences to reason them out or
with the situation calmly in order to find a solution. Unable to
find his way through his problems he stops thinking all together
and decides to go back to the brute. It is O’Neill’s sardonic
jcomment on the injustice of a society which heaps indignities
on an individual forcing unseemly experiences on him but does
not equip him to cope with them. The result, as critics like
Doris Falk point out, applying terms which do not strictly
apply, is existential despair.} Unable to cope with the magni-
tude of the revelation of the meaninglessness of his life, Yank
destroys himself.

An attempt at rhythmic effect is made by the use of special
technique, In the noise of the stokehole in the fourth scene,
there is almost a choral pattern. Every word representing a
human institution is repeated chorally by the stokers in the
manner indicated in the stage direction which runs as follows:

The word has a brazen metallic quality as if their
-thrmu-wm,plmmphmnk&lm d by a chorus

d !‘
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4 direction to the first scene itself O says: “The treat
~ ent of this scene or of any other scene in the play should by
o MeEans be naturalistic,
- O'Neill secks to convey pure feeling not only through rhy-
~ (hmic effect but also through lyricism. The language of Paddy
~ and Yank is frankly poctical though in different ways. Paddy’s
| pacan of praise to the beauties of the sea in the days of the old
sailing vessels rises to the level of the ecstatically lyrical. Even
yank's glowing tribute to steel is exultant though in a more
modernistic vein. Some of the best poetic passages in O'Neill
are in this scene. O'Neill, it is obvious, is in keeping with the
spirit of modernism in that poetry in his plays is the ability to
conceive things poetically rather than in writing poetry.
Gassner calls this a poetic and heightened naturalism which,
he thinks, is the peculiarity of the modern American theatre.
The core of the play with its relevance, of course, is related
to its frank concern with human values which brings it close
to expressionistic plays and distinguishes it from naturalistic
plays. But unlike the majority of expressionistic plays, its socio-
political framework is introduced on a human level and not on
a political level. The contrasting attitudes represented by
Paddy, Long and Yank have already been referred to. The
life of the upper-deck in Scene 2 and the sub-human lives of the
stokers in Scenes 1 and 3 are brought into sharp relief in Scene
3 when Mildred, the daughter of the President of the Steel
Trust, descends into the hell of the stokehole, Mildred inspired
with a desire to see reality and the life of the other half, the
inmates of the Inferno, reminds us of Indra’s daughter in
Strindberg’s The Dream Play.

The scornful remarks of Yank in the seventh scene about the
usual solutions to social and human problems—a few amenities
and creature comforts—reveal to us that O’Neill's concern is
not with the material level at all, His Yank has come to the
point of realising that this is no solution. Says he:

Dis ting’s in your inside, but it ain’t your belly....It’s
way down—at de bottom.,
4



now he knows that l]lt‘l'l‘ iS mothu-t
as we know 1it, of whose cxistence ha
It is man’s need to know about his m
existence. From this point of view |
posture of Rodin’s “Thinker’ becomes mez
end of his tether in Scene 7, he looks up i
moon (again in a kind of revers
Paddy’s ecstasics over the sun, t
ing to the Man in the

answer, He asks:

al becauge
he moon ; nd th

Moon as wise and holdihg-

Slip me de inside dope, de informatiop right f '.
stable—where do I get off at, huh ? b

Put me in a cage! Dat’s de on’y answer yuh knoy|

There is a conscious superi
extent it is a rejection of society
the self-awareness of Yank, To
what he has been doing, his ang

ority in the tone ang to that
and its values and 3 progress in
the policeman'’s question as to
wer is almost Sophoclean:

Enuf to gimme life for| I was born, see? Sure dat’s the
charge,

When he mockingly repeats the question to the policeman
‘Say where do | 80 from here? the policeman’s indifferent
answer, ‘Go to hell!’ shows that the scorn of Yank for society |
and its institutions s justified, Yank’s rejection by society
complete but 50 is Yank’s rejection of it, But the level is purely
p hical and almog metaphysical, O'Neill’s achievement
Tpears to be astounding when one realiges that he enacts the
of L metaphysical concerns of map in terms of the bafflement
of a haEnﬂcuhteltoker. | '
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which do not lend themselyes to ‘pat’ conclusions, o
ITOW A phrase from Tennessee Williams. And this impossi-
lity to be summed up in a phrase is what leads on to rank
O'Neill with writers like Kafka who are too profound to be
qerely expressionistic writers, For ultimately, Expressionism
educes itself to a matter of form-—a way of expressing reality
%0 that one touches the core of life. What the writer or dramatist
Sees and expresses is a different and much deeper issue alto-
igether and depends upon the capacity and the vision of the
Sndividual artist. From this point of view O’Neill is not only
fthe greatest practitioner to have explored the possibilities of
FExpressionism fully in the dramatic mode but by choosing it
‘as a vehicle for his profound vision of human life, he also seems
b to have enriched the mode and expanded its possibilities. This
the has been able to achieve mainly through the creation of the
fcharacter of Yank. While the protagonists of expressionistic
 plays usually stop with being a symbol, Yank does not; he
' becomes a human being as well.
. Before passing on to an analysis of the character of Yank, it
 would not be out of place to point out here that not only Yank
& but some of the minor characters in the play are also, to an
extent, human. They, too, are not pure abstractions despite
their symbolic value in the pattern of the play. Though Mil-
dred is dressed in white and comes from the highest level of
socicty even within her brief appearance in the play we find
that she is no angel and, in addition, is herself a very unhappy
person. Yank’s rancour might have been minimised had he
got the capacity—had society offered him the opportunity to
equip himself with the capacity—to divine the anguish in
others, The scene which reveals the complex relationship
between Mildred and her aunt could have easily been fitted
into a naturalistic play. It is the only scene in the play of which
such a thing can be said. Even Paddy and Long have received
slight touches from the generous hands of the artist which may
be said to have invested them with the warmth possessed by
living characters, The dialogue given to these two characters
is responsible for this, The poetic language of Paddy invests
him with a wistful and nostalgic personality and Long’s
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i.n-gnn makes him obnoxious in the way all sl(“v‘willpd
fanatics are. .

As for Yank, even his creator was (‘OI.IF(‘lf)l.l'i that there Were
(wo aspects to his per ()ll;llil}"..”t' (lt:spzuicrl of t]lf? fact thay g,
public saw only one aspect of it. In the New York Heralg Tribun,
of November 14, 1924, he says:

The public saw just the stoker, not the symbol, and
the symbol makes the play important or just another
play.

As an artist who had experimented with a new form ( contrary
to the contemporary practice and trends) in which a character
must not function merely as a character but as z
O’Neill was eager that the symbolic aspect of the character
should be appreciated since it was not just another naturalistic
play but an expressionistic one.

Barrett Clark, however, thinks that an author cannot haye
his human beings serve these two purposes at the same time.
He thinks that although Yank has human attributes he remaing
a symbol. He feels there is a difference in approach to a
character like Hamlet and one like Yank. He seems to suggest

that the symbolic aspect of Hamlet’s character is a consequence
whereas in Yank it is the determinant. He says:

He [Yank] might have been a man and still have
embodied the dramatist’s ideas; he might have been
treated, like Ephraim in Desire Under the Elms, as a man
from whose character we are allowed to make deductions
and generalisations, but he [Yank] is not so treated.

[And so] The Hairy Ape for all its appeal, remains a rather
cold bit of dramatised philosophy,!!

All critics, in fact the majority of them, are not likely to
agree that The Hairy Ape is merely ‘a cold bit of dramatised
philou:phy.‘ Marden J, Clark’s elaborate analysis of the tragic
effect in the play assigning Yank’s tragedy to his ‘hubris’ of
total identification with the power of steel, his contempt for the
- materially prosperous who think ‘dey are somep’n’, and above

L . b
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abstract can move only philosophers and despair of characters
who are abstractions, can move none, v/ it
“The problem seems to arise from a confusion of terminology.
A symbolic character is different from an abstraction, which
is a type character and merely expresses an idea. Therefore
there is no contradiction involved if a character is called upon
to be both a man and a symbol. The paradox of the ‘concrete
universal’ (represented in the fusion of the universal and parti-
cular in art) worked out in terms of dramatic characters, results
in great symbolic characters which are neither just symbols,
nor just certain men but a fusion of both. In fact, all great
characters in literature are just that,

Yank’s character, examined from this point of view, shows
a vivid, alive, feeling human being with symbolic value. It
proves, as all great characters in literature do, that a character
need not lose it symbolic value in order to be human or vice
versa. Yank’s individuality and the warmth of his personality
are revealed on many occasions in the play. His generosity
and good nature, revealed in his readiness to settle a quarrel
without coming to blows are all his own. When inspired by
Yank’s speech regarding the glory of life in the stokehole (in
Scene 1), the stokers surround Long threateningly, he asks
them to leave him as not being worth a punch. His anger,
impulsiveness, sensitivity, his lack of meanness or jealousy, his
genuine concern with essentials, all evident from the instances
already quoted, do not appear to be abstract qualities. All these
combine convincingly into a warmly human and impulsive
personality intent on a search. In addition, it is his stubborn
honesty and relentless quest for the meaning of man’s life that
give him something of a tragic grandeur. The desire for revenge
without regard for conscquences smacks of tragic commitment
to destiny, however misdirected it may have been. Yank at
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last emerges as the tragic hero who destroys hj
waiting for circumstances to destroy him, HOchef’ it
metaphysical anguish, above everything else, which . 8
him so intensely human, '
To the extent that he fails to find any meaning jp
play is not truly tragic but rather nihilistic, Howevyer

can deny the vitality of a living character to Yank, The' _ e

ttself makes him all the more powerful as a symbol anq a4
la dimension to The Hairy Ape often denied to the usya] o,

pressionistic plays, {/
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(RMAN MELVILLE asserted w
ve critics in America; anc

H _ mj
h-'!]‘;-ll_\' “ eaalok. ; d several of th
Hawihorne and His “Mosses’) By 1950, the
have grown at a modest estimate to five thousand. Whatever
he their own states of somnolence, these critics certainly manage
" o keep us awake of nights. This proliferation of criticism, con-
centional and otherwise, has been a conspicuous feature of the

']

number must

cecent literary culture of America. While the age of anxiety

revails in other aspects of American life, the age of literary

criticism continues an uninterrupted reign which began some
¥ ime ago in the nineteen twenties.

[n talking of American criticism, we come up immediately
against the problem of having to decide what is American in
American criticism. It has not been very long since we learned
I recognise the Americanness of American literature—espe-
cially in India where, long before we began eating certain
wheat without questioning its origin, we had been reading
American literary works without being conscious that they
were part of a distinct and definable literature. The identity
of American criticism seems much more difficult to grasp than

I the concept of American literature. In fact, the organic view
which holds American literature to be verbal illumination of
the so-called American experience—and thereby sets it apart
from the experience of any other nation—cannot be applied
to an individuation of American criticism. The line of evolution
of thought from the Aristotelians of ancient Athens to the Neo-
Aristotelians of modern Chicago has traversed too much time

space, has cut across too many communal and national
frontiers to form the peculiar preserve of any one people.
Nationality is surely less necessary to critical activity than

(adherence to some well-defined and comprehensive world-

View. It should be more valid to conceive of Catholic criticism

*A paper read at the American Literature Seminar jointly organized by

::;m""‘h University and the USEFI at Aurangabad in November-December,
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Susit M
1 than tg Cesi ‘
American op R gy

5 10 me to he the ﬁﬂ I_
writings of men (and women) wh-_(i hﬁ:q": xen to he Am";i _
Such a loose and baggy definition will }‘md'i_t ;{;ma :
modate such v(‘rtnlrir figures as Ezrf Pound and ca
Huneker and Gertrude Stein, and also to register the fact
at particular moments of American history, certain Criti
notions have swayed men’s minds on an appreciable scale
certain critical texts have from time to time ignited v
debate and discussion all over the country, But the effort 10 tje ;
together the men and the notions and the texts May 1ot arrjy,
at a statement of that quintessence which we shall T€COgnige
as indisputably American, That armed vision which governs
an armoury

or Marxist criticism or Dhyani eriticism th
eritical tendencies as i!l.|||1u:||||}-

Indian. American criticism appear

, the act of criticism has of necessity made use of
drawn from beyond the confines of time and place. v/
In taking such a stand, I am, of course,
responsibility of having to define what is Ameri
should like to go a little further and spare myse
task of placing all American critical writing in a historical
&mpective. I could expect to provide nothing new or revoly.
tionary by way of historical order—books on the subject by
J. P. Pritchard and William Van O’Connor follow more or
less the same sequence, as do the introductory essays by Floyd
Stovall and Morton Zaubel in the volumes edited by them,
Also, as those well-known American works of history of criti
cism ably demonstrate—Professor Wellek’s three volumes, and
one of Professors Wimsatt and Brooks—a true account of the
evolution of critical ideas is feasible only against the widest
possible background. Within the limits of one seminar-hou,
and within the limitations of my own acquaintance of the
subject, it is not practicable to try and serve up an instant
history of American criticism. 1 should like instead to offer &
few general propositions, all having to do with the business of
! eriticism in America and not entirely unrelated to one anothet,
in the fond hope that a view from this bridge will emerge.

abdicating the
can criticism, |
If the formidabe
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wefore there call be an American literature there rust he
.\'111 Scan criticism, has turned out to be pmphr-tir in one
- \merican ¢ ritics came into their own r]nly after rhr'y were
= (o 1t ognize the true identity of American literature. l his
111.1”1 Jure had ~xisted long before the criticism came into being,
:NI eoccupation with nationhood inhibited nearly all nine-
ﬂ}l.lnfh century critics (except perhaps Poe) from fulfilling their
‘1:1'* I“unrtinn'. 115, €rroneous ll_o_tion that in qrclrr to create
gruly representative American ht'(tl"aturc, the writer must break
',_-gnmlt‘lt‘l.\' with European tradition and renounce European
methods as well as standa.rt:ls adversely affected ll‘_’_t_l’}i_thf_. crea-
(jve artist as well as the critic. The mere use of native matfzr.mls
mmﬁ'g‘ﬁ'tom praise from native critics; in addition,
there was the passion for regarding American writing as the

of writifig-zmywheré else in_the world . as must follow

i

1l

merica’s being the equal of any other nation—especially
Britain. Yet when Fenimore Cooper was hailed as the American
Seott or William Cullen Bryant as the American Wordsworth,
American criticism was still imprisoned by what Randolph
Bourne was to call, in 1914, its chief obstacle—"our cultural
humility’. Release came only when Bourne and his generation
set about establishing a radically new valuation of America’s
literary past, whereby the so-called critical rediscovery of
American literature by Americans came about. Neither
American literature nor American criticism has had to look
Yhack again from this act of dual self-discovery. Lowell therefore
was right in making a necessary conjunction between the two,
wrong only in ordering the sequence.

equal

II, Conversely, much critical energy and print were ex-
pended in nineteenth-century America to publicizing the
desirability of having an American literature. But it was only
when the American critic was able to place American literature
in the context of world literature that American criticism
became significant to the rest of the world. There never was a
dearth of appreciation for world literature in nineteenth-

century America, Emerson’s ‘representative’ men were all
\'“ﬁm of the world; Thoreau’s mind travelled with ease from
E\ Walden Pond to the banks of the Ganga; Henry James whetted

' .
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| Sujit '”"”Prr},,
his weapons of analysis upon the French novel ; ”'“l"krr :
lbsen and Strindberg and Maeterlinek i *'\”“'lil'.t‘ ”I:’“"d
tung humanism of More and Babbitt was .
cosmopolitan than the literary taste of » .
Van Wyck Brooks. But it is only in a work like Axel's (;l?;l
1930) that an American critic speaks with ;uillmriﬁ; lu:::| :
h&™Was able to demonstrate that American wriling l|:1d ):lm
capated in a mode of the literary imagination whit:hI ‘hrild
manifested itself elsewhere too in the world. The act of d}s-
jcovery performed by the American critic included, therefor,
not only a recognition of Americ

its place in world literaturey.,

4y 1\1"]“‘“‘[1

an literature itself but alsg o;‘

III. The opening number of the Democratic Review

1837) began by asserting ‘The vital principle of
national literature must be democracy. Our mind is enslaved to
the past and present literature of England.” Two months before
this, Emerson had said in his The American Scholar address,
‘We have listened too long to the courtly muses of Europe,’
The need to break away from European culture as well as the
need to develop a culture suited to a democracy are hoth
contained within that presiding critical concept of nineteenth-
century America, the organic theory of art, Professor Harry H.
Clark (in his essay in The Development of American Literary
Cnticism, ed. Floyd Stovall, 1955) discerned as many as five
different varieties of organicism operating in America between
1800 and 1804. Emerson, therefore, did not invent the theory;
he expounded it in memorable prose and illustrated it in some
of his poems. But once we get to that exemplary organic artist,
itman, we realize that underneath all its transcend-
ental trappings, the organic theory is really a philosophical
embodiment of the persistent effort to associate literature with
the democratic idea, After Whitman, William Dean Howells
(was 1o become the champion of this movement, while in the
twentieth century Vernon I, Parrington would come to occupy
an extreme position on the spectrum of critical thought which
weighed nationalistic and environmental factors heavily in
the evaluation of literature, The continuity of American
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i (g th \merican of itic's manyssided retort to Alexia
- Al apprehension that literature could scarcely
- AL
i‘i l‘ L lll'”“"l'“\'

H':”“I
Che seneral i1 of the eritical target in America from
G tion 10 poctry (1 refer to an approximate p«-rind from
. L - . [—
0 1930) ' marked enough to deserve notice. The con-
«29 (0 122 tiae 1 " : ‘
1880~ Cer naturalism in America, which spilled over from

rove"? . s century O the present, was almost entirely devoted
the PreY The vogue of formalist criticism ushered in by the
" Critics was devoted “Tmost_entrely to poetry. While
. criticism exists by virtue of the existence of literature,
em that critical VOguCs attend upon certain forms
of Jierature and not on all forms. Fur.thcrmorc, the earlier
terest i evolving crl.t[cal concepts relating to the -n.ovcl form
was a prco_ggupatlon prlmarlly of those Jvho were writing proscf-
6 ction— Villiam Dean owells, Henry James, Frank Norris

etc. Simi

it \\'Ollld S

larly, the first floweting of New Ciriticism was ma nly
e effort of practising poets themselves—T._S. Eliot, John
Crowe Ransome, AllenTate etc. Here it seems to be a returil

tmion——pcrh:ﬁ")ﬁs old as Ben Jonson—that only a poet
i¢ cligible to be a critic of poetry. By combining these two
ﬁ%ﬁéﬁzﬁecn more clearly in twentieth-century American
literature than clsewhere, I venture to suggest that the future
C_o_ulsg_o.[criti;:ism is in the hands of the crcz;g;yc artist E'msclf.
Until recently, he was obliged merely to create a litggary taste
v for his kind of writing; now he must, in addition, write criti-
cism which will_infofm literary taste. This may explain the
growing addiction of American writers to literary criticism,
generally purveyed in volumes of collected critical essays.

v .
~ V./Firm co.mun{mcnt to clearly stated critical principles
is a dear possession of most American critics, and it makes them
| slightly contemptuous of the relatively belles-lettristic activities
of fellow-practjtioners elsewhere, especially on the other side
of the Atlaptic,/This may be deemed the great achievement of
twentieth-century American ~critics—this geiting down 10
tnad ~which has helped to clear the critical jungle of
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so much undergrowth and enabled the ey

plantin of _
i ' v lorced v on the he H New it)e
US Was 1n a wa I em., eCause o a

1€ attention h:it of the
VN r_'lrlgin;tlily has (l,m‘,{ Paig
approaches capable of ¢ .

contemporary writing, One occasionally wonders, of EOWIL}I
to what extent contemporary writers have returneq o
pliment by creating work which lends itself to the ne co‘n?,

cism, But on the whole the f.‘_lt‘;l_ri_ng_up of critica] groundcnt;.
the adherence to a set of critical principles have given = ang
in America the lini:'amg:nt'_ of a serious dise; [ing_"Nb‘t'- Clsm
turally, along with the discipline, some dogia has deyelop(:f

ed of g

Think of how poor Stuart Sher f flogy

[modern critical revolution consists of th
to contempo¥ary writers, whose oy
the imnovation of critical oni

art Sherman has been aceyg

of Cleanth” Brooks,’

. dan
of giving way to crig_i_cal fanaticism, Should critics take up tghe:
stand of ‘if-you—arc-not-with-mc-you-must-be-against.me’p
T. S. Eliot had discouraged the '

prospect of criticism becom;
an autotelic activity; he had

not foreseen the dangers of
, 'criticism becoming an autocracy,
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| literary critic, who wag until then a
| literature,

an embattled defender of
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on {has i.nllthllull, Allen Tate wrote, ‘At lor hiterary
R here encountet astench and murk not unhke that
. '.I=.,ll,llﬁ“1“ 1d three days after the I'u_;lmn'.:-n over and the
0 have ‘l"i"”"“l'l .\!/Jr' f"ﬂ_rf:'r\n' Demon) This agitated
_"]‘_“. posture scems to persist even today, and Amerncan
\‘1‘_'“ continue 10 be more concerned with the_state of
' than_with_the health of literature. The unparalleled
Fread of knowledge and methodology which Amerncan
= '-u_;ml s able to bring to bear upon literature does not always
‘:m{‘ ; readymade literary subject worthy of such study. There-
1;.;:‘..5111‘.1“:“ of ;lp‘pl‘t?pl‘iutt‘ nmgl.lilu(lv l.l’.}\-'.t‘ to be conjured up-
\s Virginia Woolf might have sa‘:d. ‘Criticism has come down
¥ with its magnificent apparatus for catching literature just an

:nch or two on the wrong side. Literature escapes.

VII. Many of the critical battles in America have been
reviewed in terms of dialectical positions. An example would
be Norman Foerster’s ntroduction to the collection, Americas

Critical Essays (1930), where he puts down four sets of major
licts unti

onflicts as having affected the American critical mind
théfi—modernist sceptics vs ancients; romantics vs realists;
humanists vs naturalists; and, schofars vs crities. A simular
four-fold pattern of contraries was seen a few years earlier by
2mes C. Bowman in his Contemporary Américan Criticism (1926)
where the terms are slightly—dmcrent——m vs inters
nationalism ; formalists vs expressionists; moralists Vs Mencken-
;Lw;. and, aesthetes vs _messa e-hunters. The protracted
battle of books between 1920 and 1930 was waged between the
self-stylell literary radicals and the other-desigfiated neo-
humanists. Nearer our own times, we have seen the skirmishing
between relativists and_positivists, formalists and historicists,
monists and syncretists, and the like. T have often wondered
Whether this habitaal exercise of the human mind in setting
up polafities has some special fascination for the American
~ intellect.|Henry Adams’ the virgin and the dynamo, Henry
~ James’ innocence and experience, Perry Miller's the raven
VI,
and the whale, Leo Marx's the e and the garden, are
other instances of this phenomeno this tendency in Ameri-
can intellectual history is gefieric, can we find its source—what
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Lining

. development of literary critigis
111, Towards the developm ics has beenip. the fnnact

e bution of American critics has been,ip | € Mnoy,p
rich contri u,l_llq ‘;-hich act like high-prccx;non mstrm
of criticl, ermt vy, They may on occasion have gye,

lied Yechnology. ) Criticism’ \%e

app filliam Elton’s ‘Glossary of New Criticism’ (py}
hings—William Elton 8§ b 4 F

P ine, December 1948, January an ebry

in Pgetry magazine, ¢ r.lp ¢ 19 o
In £qgiry mdg r as 114 entries, But Eliot’s Ob]ecti‘,
1949) contained as many as {1k €l S e

 I¥iive’. Ransome’s ‘ontological criticism’, Allen Tate,
e E'l'\"t;’ oetry’, Yvor Winters’ ‘pseudo-reference’, )
Stgllw.l:r(::?’sl ‘ttihﬁiqﬁ’fé as discovery’, Wimsatt’ and Bradley’g
ntentional fallacy’—these are ﬂ‘_,ihaﬁtﬁﬁ_mwﬂecm
in the hands of those who can wield them well. The danger i
that as with other sharp tools readily available in the mark
“these too often fall into the wrong h.anC_]_S:' This in itself Cannot
support any plea for a ban on carrying these weapons withoyt
a licence, but it should make us wonder whet%mr criticism
can or should be reduced to a method to be readily employeg
by all and sundry. The formulation of demonstrable concepts
and the transmission of applicable methods used to be the
preserve of the physical sciences. But now similar privileges
\are being claimed by literary criticism in its search for equal
status in a world where science predominates. In a technology-
conscious country like America, the challenge is per.h/apa 5.
greater to the American critic than in any other country,

R S T 7, e e
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~an aid, to begin coaching in literature in the lower
Ve of the academic world, Enterprising publishers have
“lr red this process by making available better and bigger
_hologies every year whose quality is assessed not by its
‘;‘:',I..-_uﬂ of texts alone, but by the critical commentaries
\. ';I-.?.. h _accompany U_lll— l(?xt_s. Besides the sirnithforwnrd
¢ snthologics dealing with periods or forms of literature, there
e so many variations on the theffie of providing teaching
material thal the general textbook revolution as far as it affects
1. literature courses must be considered an important contri-
American criticism to the world of letters. v,

~

the I
pution of

. The business of criticism in America is unmistakably
bie business. It produces a commodity on a very large scale,
and devises way and means to sell this commodity in home
'm;u'kﬂs as well as in foreign bazaars. Manufacturing plants
of various sizes, some privately endowed and some state-aided,
are to be found all over the country. In addition, there 1S a
substantial cottage-industry, and even the one-man producer
is given every inducement to maintain a steady rate of produc-
ion. The product is marketed both as high-priced items as
well as in paper-bound packages to suit the pockets of the large
range of buyers. Advertising of the product is done both
through professional channels as well as by unpaid agents.
Competition among the manufacturers is fairly severe, and
‘produce or perish’ is an accepted philosophy of the trade.
Periodically, the executives confer over luncheons and dinners
lasting from three days to a week; the daily schedule on such
occasions always provides for demonstration of new samples
by those aspiring to join the trade. Such business get-togethers

| are known in commercial circles as ‘seminars’, |

* * * * * *

My final proposition may seem a facetious account of how
literary criticism is composed and disséminated, but the time-
honoured mode of dispelling one’s dreads is to laugh at them.
As a literature teacher, I cannot but be duly apprehensive
about the adverse effects of the overproduction of literary
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criticism upon the practice of teaching literature }B !ukht’_m
colleges and the universities are both the ]urgcgt« CCause
well as the largest consumers of literary criticisﬁl the
%} _the problem has to be \found by the tcac}1c1:5 ° Temedy

homas Rymer wrote in 1674, “Till of late years Eno]mﬁel"es.
Vas free from critics as it i1s from wolves.’ Amc’rican and yyg
enjoyed this freedom until the end of the nineteenthpmbably
ﬁ—nﬁ"i"t"’f{ﬁ_;ggssiblc_ for Francis W. HaTsey to write T ocatury,
s | - e write in his 1
Our Literary_Deluge, published in 1902: ‘Criticism in it i
\not a high form of literature, and it is proper that it shasi?lf is
v 'be. When it shines at all, it shines by a borrowed light, T¢ s
always be an ephemeral thing.” How different the s;itua.tiiinm:t
today needs no elaboration. Not merely does its authentic lin ﬁs
shine unguenchably, it fairly glares out of the pages of %ht
i) . e
PMLA annual bibliography. Public law should soon requjy
this volume to print the warning ‘Enter all who dare’ on th:
cover as a motto, inscribed over an emblem of the couchang
critic and three supine associate professors. °
The problem I raise here as a corollary of the business of
criticism is not solely the consequence of American free enter-
prise, but the increasing impact that the American way of life
s making upon the rest of the world includes this area of in-
fluence. As I see it, the predicament of the literature teacher
today is how to learn to live encircled so oppressively by criti-
cism whose main purpose seems to be to exhibit jtself as strik-
ingly and conspicuously as possible—instead of being the
‘quiet, cooperative labour’ visualised by T. S. Eliot long ago
or cven the business of observing ‘those excellencies which
should delight a r -casonable reader’ ordained much longer ago
by John Dryden. Lest we be drowned by the flood, it is time
we thought of some way to dam. this flow if not turn it off
altogether at some tactical place upstream. All this blame—I
yhasten to repeat—is not directed solely at American trade in
this commodity. But as the largest manufacturer and exporter
of literary criticism, it is in that country that reforms, if any,
mt.'begin.-ﬁ " e
~ "Rgated to the pbove is a more fundamental issue. Professors
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o tish into professors of Literature.’ The | _
ol ':"z"'l'lu- teacher of literature should h“umru"hdb’
1!1'; :h a8 I;mfﬂml‘l of philowphy are, wtill, 0 u’
m;;.lt“"‘l'hm' not merely historians of phiw reted
Prbh;lbly aimed at ”}f__wmld'%’i(k_ﬁ i |ﬂlﬂph’ was
5:;chcrﬁ of teaching not literature but the history d': “‘a BUSEa,
fjterature: The pr:fcucc today, I think, has aléesed topdn'm
where what we chiefly teach in our classes is not literature  but
ljlﬂ'ﬂ!! Cfiticlsm. WC do aspirc to tx lit men I

P at only to the extent of being literary critics manqué, and that
is how the conveyor belt fetching criticism in and out of our
classes is kept in perpetual motion. It may be that it has never
really been possible to teach literature; but at least the experien-
cing of literature and the valuing of literature as an art is
pecoming more and more difficult in the classroom. If literary
criticism is not to criticise literature out of existence, the business
| of criticism, whether in America or in any other country, must
expeditiously invest its capital in some other product. When
Enerson had mused ‘Books are for the scholar’s idle times’,

uld his prophetic vision have included books of criticism? ~
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W. 8. LANDOR AS DRAMATIST

By O. P. MAaThur

A sm'lui.\nu;l\' large part ol \\fl"l"“"s""“ﬂ"_ Landor's work is
dramatic in essence. His Imaginary Conversations |)r‘_"&t represenyy
his genius. In them the author, alter surveying the i
panorama of history, has 5(:1('(‘1('(1 a number of neglected but
highly significant moments in the lives of characters belongin
to various times and climes.! John F orster has bcautifuu},
summed up the contents of these convcrszt.nons: “The scene
was to be shifting as life, but continuous as time. Over it were
to pass successions of statesmen, lawyers and ch.urchmen; wits
and men of letters; party-men, soldiers and kings; the Most
tender, delicate and noble women; figures fresh from the
schools of Athens and the courts of Rome; philosophers
philosophising, and politicians discussing questions of state:
poets talking of poetry, men of the wor:ld of matters worldly,
and English, Italian, and French of their respective literatures
and manners.”® Their very range bespeaks universal sympathy,
catholicity of taste and dramatic eclecticism and objectivity.
Many of these Conversations are fundamentally dramatic; e.g,
Marcellus and Hannibal, Tiberius and Vipsania, Leofric and
Godiva, John of Gaunt and Joanna of Kent, etc. Such Conver-
sations show that the author could not only visualise character
but also present it at a moment of crisis both in action and in
emotion. In most of these Conversations Landor is able to
detach himself from the action and the passions. He has rightly
warned the reader, ‘Avoid a mistake in attributing to the writer
any opinions in this book but what are spoken under his own
name.'®

Landor’s interest in the dramatic is characteristic of the
author and the period. His reveries from his earliest youth had
been ‘almost entirely on what this one or that one would have
said or done in this or that situation.”* He said to Southey W
that he ‘never could publish a poem that contained any

- character of a human being unless he had lived two or three

years with that characterl.? But his interest in character, passion
Rizatiog rarely trimmed to fit the theatre or even the
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J. s Landor as Dramatis 61

Al pattern of drama, | !c' wailed that ‘in anything dramatie,
o lh '« the rapidity ol passion the words escape before they can
!\:1-l!.lkt‘|l down.”® He felt that “intricacy, called plot, undermines
l}‘l" wlid structure ol \\'t'“-()!‘tll'l‘(‘(l poetry.’” Thinking, like
Charles LLamb,™ tlm! the suhh‘mc concepts of our imagination
¢ broken by ‘the iconoclastic efforts of the actors’ and that
;l.mivk Ilinl.‘it‘“.t'(ll}'(.l not have recompensed him for ‘the over-
(hrow and ruin’ of his l.(';lr,"‘l,andor ‘always hated plays and
p['l\[“ms(‘.\',‘w and even confessed that during the first nine
vears at Bath he went only once to the Bath theatre,! and that
he did not see a play acted a dozen times in his life.!? He shrank
from acting, the more so because he felt ‘the most painful and
insuperable disgust’ on beholding ‘glorious and grand actions
amidst the vulgar hard-hearted language of prostitutes and
lobby-loungers.”™* He was, therefore, almost wholly unac-
qunintcd with the practical side of drama, and was honest
enough to admit that he did not know ‘the difference between
an act and a scene’ and that he had to send to the library for
a volume of Racine ‘for the sole purpose of counting what
number of verses was the average of a tragedy.’4
Landor’s affiliations with the dramatic thus consisted of his
objective interest in history and the revelation of character
in particular situations mostly consisting of meetings with other
characters.'s He realised the limitations of this approach to
drama, especially as it was accompanied by a complete ignor-
ance of the theatre and unwillingness to tackle the problems
of plot-construction. Though he formally called only two of
his dramatic pieces ‘Scenes for study’ and ‘Three Scenes not
for the Stage’, yet his general approach to all of them is more
or less identical. They were printed under the non-committal
heading of ‘Acts and Scenes’ (not ‘dramas’), and he thought
them to be ‘no better than Imaginary Conversations in metre.®
He looked forward only to a select coterie of admirers in the
future: ‘T shall dine late; but the dining room will be well-
lighted, the guests few and select.’'” But he seems to have
decided to Jay a rich dramatic banquet for his future guests.
addition to a dozen dramatic scenes and playlets, viz.
Inpolito de Este, Guzman and His Son, The Coronation, Essex and
» Walter Tymel and William Rufus, The Parents of Luther,
Hey VIII and” Anne Boleyn, Three Scenes, Not for the Stage,
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Beatrice Cenci, James II of Scotland and Assassins, Antony gy

Octavius, and Death of Blake, he wrote six full length PI:)’: '
Count Julian, Andrea of Hungary, Giovanna of .Nfzples, Fra Ruﬁm,_
The Stege of Ancona and Ines de Cg.rtro. Count j‘ulzan‘, composed iy
1910-11, belongs to the first period of Landor’s literary Career,
while the others belong to the last. The author wrote about the
composition of Count Julian, ‘It cannot be well done, Written
with such amazing rapidity.” ‘My hours were four of five
together, after long walks, in which I brought before me the
various characters, the very tones of their voices, their forms,
complexions and step. In the daytime I laboured, and at night
unburdened my mind, shedding many tears,’18 Probably
it was more or less true of the composition of his other dramatic
works also. Andrea of Hungary was ‘conceived, planned and
executed in thirteen days,” and Giovanna of Naples was com.
posed in eight days.1®

The plays have no theatrical history. Though Southey vwas
initially prepared to submit Count Fulian either to the Covent
Garden or to the Edinburgh Theatre through Sir Walter Scott,
Landor replied, ‘Kemble may be tried ... If Count Julian is
endured, it will be because it is different from anything of the
day, and not from any excellence. If Kemble will not act it,
I would not submit it to inferior actors.’2® Byt he changed his
mind a little later and wrote to Southey in May 1811, ‘Count
Julian shall never lie at the feet of Kemble, It must not be
offered for representation. I will print it and immediately,’
As regards Andrea of Hungary, he wrote to Forster, ‘My drama
will never do for the stage.” In another letter to Forster, he
wrote about Andrea of Hungary and Giovanna of Naples, ‘You are
right in what you say of the theatre, I shrink from the action,
We will will give up that idea, both for one and other of the
dramas.”®® Since then he never perhaps thought of stage-

representation, though he continued to write his ‘Acts and
Scenes’,

Landor’s dramatic ima

gination, unrestricted by the exigen-
ces of the playhouse,

had a wide range, but it liked to sail
only on the charted seas of history, Generally, not event but a
BEW or striking conception of some historical character or
s1t1'1ation lies at the root of his plays and playlets. The main
object of the composition of Count Julian seems to have been
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tal agony and torture of
s modesty has been ougwma 03
70, The fe.rvent patﬂoﬁgmorw
s intense desire for vengeance ‘m{lﬂ“ﬂn _
e led bY Muza and his son Al;da] h° _
_The defeated Roderigo i nobfm o conquer
jspleases the suspicious Mygzg zv::;

e by Southey in Roderick, and by _ |

" - Roderick. The focus of the Nc:pzﬁtggott.m The Vision o o

. - fAndrea of Hungar, Grovanna of Naples ang F::‘};Lg?, conmstmg
oo the hypocrmcal Rupert and his innocent VictiPM, is mainly

1o the first play, the youth.ful Hungarian Princm g:lovanna}.
murderﬁd on tl:e day of his marriage By dh ae’ drea, is
Rupert; Andrea s teacher and mentor, The secondgmllfs o]f;i Fra
prcsﬁnts Rupert’s att.rlbU:thn of the murder to PéliY chiefly
leading to her examination by Rienzi and her Sub(;:am
aoguittal re enth.ronement' In the third, and the most d:lal;nent
tic, play of the trilogy, we further see Rupert’s machinatioa-
first to displace Giovanna and then to dethrone her successc::-s
(Carl Durazzo, whom Rupert himself had helped to power. Bm,:
this time Rupert is thoroughly exposed, and he takes his own
Jife as the Officers come to arrest him. In Fra Rupert action has at
Jast assur_ned an importance which it did not have in the earlier
plays. The Siege of Ancona carries this healthy development
still further. Its object is chiefly the presentation of action—
the besieging of the free but tiny state of Ancona by the Arch-
bishop of Mentz, the resultant suffering and starvation of the
people, their heroic efforts at resistance, and their brave and
successful attempt to get help from the Countess of Bertinoro,
and in the lifting of the siege. The characters and situations
in the play are happily subordinated to the over-all dramzftic
pattern. But in the very next play, Ines de Castro, we see action
relegated to the background. The main character of the play
8 Queen Blanca, who wants Prince Pedro (her step-son) (0
marry her daughter, Constantia. But she fails, 3“dfft’}'idrf;
Mmarrics another girl, Ines de Gastro, and leaves herda ::;d

~ kingdom, After a few years, Blanca COMe to see Pfl rzn be
Ines, and gets Ines killed. The story is obscure anc €
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from the play with difficulty. It is made ¢,
- as a peg for characterisation and portrayal of situations Y 008
- same is true of Landor’s ‘scenes’ and playlets, In ¢, e to il &
story or the background is taken for granted a & » the
knowledge, while we are shown only characters and situatj -
the noble James II of Scotland facing his assassing tndagsgeq 2
the loving Giulio overlooking his own safety in 2 vain, sii
to persuade his brother Ferrante, doomed to lose his ey
to try to escape from the prison with the help of the
and then bravely slipping into his brother’s hands 5 dagger
that he might elude his torturers by taking his s
: S e y "ating s own lifeSiing
valiant (}uzman refu§1ng to accept ignoble terms even a¢ the
cost of his only son’s life; the deeply injured Essex being visiteq
in the prison by his erstwhile friend, the Lord Chancellgy- the
loyal but brave Tyrrel, who has obeyed King Rufus eve’n to
the point of demolishing his own house for the King’s pleasure
being provoked at last by the tyrant’s self-centred and endless
thirst for pleasure to slay him on the spot to defend the honour
of his house; the pious and gentle Anne Boleyn WEepIng at the
writ of execution presented to her in the prison, thinking that
it is the petition of some widow whom she can help no more,
Beatrice Cenci presents a new type of heroine—a girl who never
tells her injury, not even to defend herself from the charge of
murder.** Antony and Octavius contains not only the unforgetta-
ble and innocent Caesarion but also the brave, frank and
ironical Antony, the faithful Cleopatra, the subtle, suspicious
and cowardly Octavius, the brave and sincere Agrippa, the
smooth-tongued and hypocritical Dolabella, and the noble
and loving Octavia. Beatrice Cenci and Octavius and Antony
extend over many scenes, and though they treat action as a
sort of background for character, the action is dynamic. These
two playlets, therefore, along with Ippolito de Este, stand midway
between the smaller ‘scenes’ and the longer plays.

With the exception of Fra Rupert and The Siege of Ancona,
Landor seems to have given little attention to action and plot
as such, and, instead of unfolding them artistically, he assumes
that the reader knows them. Perhaps he is right, too, in tl}lS
assumption, for his themes are generally those treated earlier
in song or story, The plays, therefore, tend to become mere
collections of scenes, some of which are very well conceived,

telnp; |
esight, |
People, ‘



" tb‘ final stages of the plot. The classiml,m- Bl
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: ch more dramatic both in character and in G

.i’»' the death of Rupert, The three plays, taken “P‘“"‘V*-mj{;;;?“é

of weaknesses. But the author apparent! conceived them
together, and had he compressed them into one play “‘hm’) %
<
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tensify the poverty of action. Count J . s,
peen ™" s iy -
pegun 2t an earbier point m t:ln}c, say a little before the

of a sensitive and mangled soul coming i o
with other types of S(:)UJS. The first Cight scenes mmto j“ﬁ :';:. =3
E succession of meetings between Julian and other c s A
The object consists 1n the meetings themselves: how they are
prought about or how they conclude is immaterial. This leads

gs to another defect widely prevalent in Landor’s plays—the
absence of any systematic development of plot. About half of
Count Fulian is just Exposition, and the probable climax, the

jetting off of Roderigo, comes very late, The denouement is
tmodern’, for it is psychological rather than physical, but
though it is 2 fitting conclusion to this ‘tragedy of the soul’, it
is brought about in too slick and obliging a manner. The deaths
of Julian’s wife and children do not affect us as the deaths of
Macduff’s wife and children in Macbeth do, for we are not
shown the victims at all. The plot of Andrea of Hungary contains
still less action and fewer ‘events’. In some of its scenes it re-
captures the gay and cheerful atmosphere of the marriage-day,
but.it does not seem to have any climax. The murder of Andrea x
is the only real ‘event’ in the play, and it comes at the very
end. In Gigvanna of Naples, the climax may besaid to be marked

by Giovanna’s acquittal (I11, iii), and the denouement by her

accession to the throne of Naples. But this play, unli eAg&u: Y.

is obviously not tragic, and it can be called only a ‘scenification” | '
(not dramatisation) of history. Fra Rupert is much more drama-
can discover

tic. Taking the hypocritical Friar as its hero, we . :
its climax in the dethroning of Giovanna and its denouement

. vl -
25 ek
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Rupert as the chief character, the resultant dram, |
have been sharper and less episodic, with a greater ¢ope,,
tion of dramatic events, passion and character. The
would have begun very well with a triumph for g,
(Andrea’s death) and through a series of ups ang ;
(Giovanna’s trial, acquittal, enthronement, defeat 4 dexstt
would have effectively led to Rupert’s suicide. The only di%j,‘ N
culty would have been the passage of time. But Landq, : g
that time, appears to have given up his classical cmphasi; oy o
the Unities, and so he could conceivably have allowed 5 S .
in time, say, between the third act and the fourth, 7, Smp
of Ancona, which shows Landor the dramatist at his best, ha.:
a regular exposition, climax and denouement. The climax i
clearly marked in II. iii, when the Consul is wounded and
old Polucci, who had been Consul three score years ago, takes
his place and puts heart into the people. The denouement j5
natural and flows from the action and the characters. But j
Ines de Castro there is again no regular development of the plot,
It is more a collection of five dramatic scenes than a play, [¢
characteristically illustrates a basic weakness of Landor
plays—their mental hop-step-and-jump from one dramatic
situation to another. From Ines de Castro unnecessary material
and characters have been excluded, but in other plays, espe-
cially in the Neapolitan trilogy, in which, as we have seen,
Landor has tried to dilute a highly dramatic plot so as to make
it serve the purpose of three plays, the intervals between one
dramatic situation and another are filled with the most undra-
matic material. Ines de Castro more clearly emphasises a weaks
ness that underlay Count Fulian, viz. obscurity of plot. In the
earlier play, the author had tried to avoid direct mention of
Roderigo’s offence for obvious reasons, though there was
nothing to prevent him from hinting at the crime indirectly,
as Shelley did in The Cenci. But in Ines de Castro, the obscurity
arises directly from Landor’s dramatic methods. The author s
interested only in situation and character, and even the basic
facts of the story, the inter-relationships of characters as W
as the dramatic causation and motivation, remain obscure $ave
for a few revealing phrases or lines here and there. The .tl‘uﬁ
relationship of Blanca with Coonstantia, for example, remains a
mystery till Act V when Blanca refers to the dead girl as “my
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e defects on the positive side algg
Ly state of .aﬁ'airs-. Not to talk Uf
s presented is hardly readable, The pove o -_
bined with serious superfluities of charmty Ofac :
.. The author seems to be at Pains'td s Glaiogues an ,%“ {
B of the dramatic by providi compensate Mﬁrﬁ o
- earth O T ¥ providing more of the undramatic,
) that too in very good measure, 5o that the number of ver .n'.;}!
L alina tragedy s be spun out, alobiain
-:.  But Landor’s real strength in the handli
B o the handling of the s.ituations, the fondnel;:;l%o: ivt;lizhplltotl:ag
already demonstrated in his playlets and ‘scenes’. Even ieﬁ l?is
jonger Plays; the only readable, and maybe actable, parts
chiefly consist of st.rlking situations—the ignorant Sisapburt
thinking _]uh.an traitorous and Covilla faithless; Roderigo
resent in Julian’s camp for negotiations, but discovering hiri‘:-
elf to Muza, Abdalzis and Egilona at the opportune moment;
l ulian allowing Roderigo to escape; Fra Rupert unsuccessfu]l;r
: trying to persuade Caraffa and Caraccioli to kill Andrea, and
Jater escaping Maximin’s assaults by trickery and falsehood;
Rupert slyly diverting Del Belzo’s suspicions towards Giovanna;
the trial and acquittal of the Queen; the interception of
Rupert’s letter by Maximin, etc. Such scenes abound in The
Siege of Ancona, and Ines de Castro is composed wholly of four
such situations. Here is the concluding portion of Ines de
Castro. As Ines goes out of the room, she is murdered by

| Blanca’s man waiting outside the door. The words arise from

%

character and have the ring of action. Stage-directions would
[ be superfluous.
’j Blanca ... (o PEDRO) Stop me? hold me? grasp my wrist?
i Audacious! and let that foul fiend escape? :
! Ines (just out of the door). Good soldier! T am not escaping
] from you.
! ¢ command.

Ii Push me not back! that was not th
F Strike! you must act no otherwise ..
This halbert, or I run from under 1t.

et fall
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old me not; pray me not, 1 il pur
e guard hath stopt her, =
At the door? o
edro. With force. - it 3
- More than is manly, thrusting her againstit,

- Ho! Ines! art thou hurt? speak ? art thou speaki
- What sobbest thou, my love! is then my name  °
- Uncalled upon in any grief of thine?
e Where is she?
; Ho! throw open, sentinel,

This door.

Blanca. Stand further off .. . he does his duty,
Further back yet ... have you no decency!
To tread upon her blood! it runs thro! fast,
And will (*tis to be fear’d) leave marks behind,
Who, hearing your insensibility.

Will pity you? R
Pedro. None! None! T
Ines is dead!... (Ac-t V) ,‘ T:

The root inspiration of Landor’s plays and playlets, thus, il
not plot, or mere theatrical incident, but situation arising from
character. His works are a gallery of characters intensely
dramatic in conception—the genuinely tragic Julian ‘ordain’d’
by heaven to serve beneath his enemies and to revisit his native
land ‘with vengeance and with woe’ (Count Julian, V. v), but :
bringing about slavery to his country and misery to himsell,
and so standing like a God ‘above our pity’. (V. vi); the com: -
monplace but brave Roderigo, erring but nobly off ring

adequate compensation for his errors; the gentle Covillay
_ almost 2 model of innocent and sensitive virtue, wl.:lo I
~ Beatrice cannot bear that even a hint of her terrible injury
~ given to her lover; the proud Egilona, who would llk
- avenge her husband’s supposed neglect of her by ma
~ the would-be king Abdalzis, and thus continue to queen it 5.
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g ; the bling { }}?;:)py, ' ot .
teat ! prungany; 1. fil Andres Dardonabte:
A ~ { responsible irony on his pardonably indulg
'“"fgvaﬂ“a’ gr'accful and firm, merciful :gd y; the le
. o Rienzi, tempted and vacillating, but dignified
W ght; Carl Durazzo and his wife Ma;garit ultimately doing
ﬂ'led tcmptcd, but ultimately yielding to tem at;egua_uy e
o el ptation, the latter

Pore s 1 WO
0, fighting 2 successfully against the enemy as against the

0 : '
ation of a hereditary crown; hi
grfgg s who prefers starvation and ciea}&? t;v Zl‘:llilyh daughter
rriage the old ex-Consul Polucci who rises to :h"noura.b]e
i saves Ancona at tremendous personal risk EI‘ﬁcmm
cmorable characters of Landor’s later plays a.re. th e
tying and hypocrltmal Rupert, and the smooth-tongeu:lc;bltalsl
dctermined and unscrupulous Blanca. They deserve a 1 :
g the most abandoned and relentless vi]lainsp::;
of literature. But Landor has not always succeeded
i f their subtle psychological facets mnto the plot
We feel all the time that there 1s much inherent drama in them-
While usually Landor approached drama va character.
sometimes he also approached it via poetry. It was this qualit):
b «well-ordered poetry’ which he tried to discover in great

dramatic poets like Aeschylus and Sophocles.?® He admired
the wealth of genius displayed by Beddoes in Death’s Jest Book,*®
and dedicated his Beatrice Cenci to him. But mere poetry does
not give birth to dream, and Landor’s plays generally contain
speeches which are dull and uninspired#words which no

character outside a book can speak. And there is much point-
less dialogue too. In his Jonger plays, it s only now and then
that words acquire a naturalness, force and significance charac-
teristic of true drama. Many i iven, but
let us quote two passages—on

speech—to illustrate I.andor’s a
whenever he was so minded.

villainesscs
ully integrating

e a dialogue an
bility to essay & r

Maximin . .. 1 will proclaim thy tr
Fra Rupert. Unhappy son, 10 :
Upon my knees! upon m
A mortal man! yea, Rupert!

gctantly than the former; the b
) rave COHSuI Of An-
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Thy own son’s hand should, and shall, spill thy blogq g
(Maximin starts, then hesitates, then mygpps -
Maximin. Impudent hound! I'll have thy throat foy tha? him,
Fra Rupert (guards his throat) Parricide! make me poy .
murder ... love i
Forbids it ... rather die! My son! my son!
Hide but thy mother’s shame; my shame, not hers,
(Maximin relaxes his grasp,
Maximin! stand between the world and it?
Oh! what avails it! sinner as I am!
Other worlds witness it. (Maximin loses hold,
My Maximin? (Rupert embraces him.

(Andrea of Hangag;, IV, 11.)
This was a false villain cleverly evading death. Here is 2 sincere
lover rebuking his mistress for supposed faithlessness:

Fear me not, now, Covilla! thou hast changed,
I am changed too. I lived but where thou livedst,
My very life was portion’d off from thine:
Upon the surface of thy happiness
Day after day, I gazed, I doted, there
Was all I had, was all I coveted;
So pure, serene, and boundless it appeard;
Yet, for we told each other every thought,
Thou knowest well, if thou rememberest,
At times I fear’d;...
Then thy fond arguing banisht all but hope ...
Till T partook thy nature, and became
Credulous and incredulous like thee . ..
Confiding love. Where is thy resting-place?
Where is thy truth, Covilla? Where? ... Go, go ...
I should believe thee and adore thee still.
(Count Fulian, IL. i),

The charm of these lines consists not only in their magical
poetry, but also in the associations of the past so gently evoked
by the lover.

Landor believed that his ‘real’ strength lay in ‘the drama-
tic’.#” He was both right and wrong. He could imagine highly

/




S Landor @ Dramatist

.. characters and situation
drﬂ"mil:ﬁocan organic plot. And tsi;ebut i
(hem no idea of its requirements,
he 13 pe effective in the theatre, an
wo'{n He divided scenes artiﬁcially, as in th i,
ant Julian, where as many as ten scenes (Aofy Ieall::lgim?jn
nade out of what is essentially a ope Stage.s Lin
ften, arc entrances a.nd exits of characters indj:::;rtl:ci o
hen his imagination is fired by characters eXpressin ;_hYet
elves in action, he attains the supreme dramatic Em X
SYChOIOgYa passion, act_lon and words, A careful and R
~thetic study w.mll convince the reader that there is mu:glp !
I andor which 1s act.a.ble. Qount Julian with substantia] 1110::11;1
feation, the Neapolitan trilogy after being compressed intx;
nly a few curtailments,

one drama, The Siege of Ancona with o
and Ines de Castro as a one-act play containing only a modified
version of the last scene, can be represented on the stage. A
few of his playlets and scenes, especially the longer ones like
Ippolito de Este, Walter Tyrrel and William Rufus, Henry VIII
and Anne Boleyn, Beatrice Cenci and Antony. and Octavius, can be
adapted for performance before a select audience. But the
strength of Landor as a dramatist can be seen only in snatches
and fragments, while his weaknesses pervade whole. plays:
True drama in his writings has become a will 0" the wasp;
sometimes it shines with bright and marked clarity, but there
are long stretches of impenetrable darkness, in which we may
grope, but will stumble upon nothing except dull an% pmzlht-
less dialogue or beautiful but undramatic POetry:. nth:
whole, Landor remains a closet dramatist, composing tha

type of drama which ‘would pass silently’, though ‘a few

: eir
persons would admire it with all .thClI' heart,sasallidc:;lrg; 3
souls and all their souls and all their Str]e ﬂgti:aw and then we
the stage, if at all, only in parts, and Wi ?s praise of Landor
may feel tempted to agree with BrOWﬂlﬂgnen apt to murmut
as ‘a great dramatic poct,’% we, AfG RIS

L.d a oy * S
Impatiently, in Landor’s oWn words,

amely sweety
These rhetoric roses are supt emely

But hold! the jar is full. (An rea of Hungans L, i)
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THE BELLOW HERO

By N. Mukuggys M
Saur Berrow is undoubtedly one of the most brilliant noy i
e L 3 ; elisty
of today. His six novels* penetrate deep into the CrUst of oy
boildom’ of a mechanised urban life and make ys geq it daffd- _
the essentials of what it is to be truly and completely h e‘l
His heroes—Levenhals and Hendersons, Wﬂhelm%
Herzogs—are crusaders of these human values, each in his :::g
way. They feel and they suffer and they feel, They reject e
that prevents them from feelings, all that inhibits them, be #
money or success or power. Life they can accept, but only op :
their own terms. Simon’s vision of unlimited riches does not
lure his brother Augie away; nor do Henderson’s three million
dollars provide an answer to his soul which constantly cries,
‘I want, I want, I want!” The Bellow hero rejects Cynicism,
cold-heartedness and hardboildom of dehumanised life aroungd
him. He responds warm-heartedly to the essence of life which
is to feel. He is essentially a man of feelings. At times, he is
crippled; he cannot act because of his feelings. He is over-
sensitive, and hence, suffers from imaginary as well as real
fears. He is condemned for being a softie’. At certain moments
he feels a strange glow, a kind of divinity (which comes out
of being truly human), and in his sorrows and sufferings he
becomes the exemplary son of man. Life is not frustration;
life is not disaster, major or minor; and life is not knowledge.
Life means open feelings; it means love for oneself and for
fellow human beings; and it also means confidence and faith.
This is Bellow’s message which his hero conveys in these novels.

i

The Dangling Man is the portrait of a young man waiting !
to be drafted into the Army service, He is caught in an un- r
certain, strange world between peace and war., His life, 3

:“Dangiing Man (1944), The Victim (1947), The Adventures of Augie March (1953), 1
Seize the Day (1956), Henderson the Rain K, ing (1959), and Herzog (1964)- ‘



The Bellow Hero 75

|

orded in his journal s focuseq against an enormous un-
| certainty: Bellow reveals the ray e:;gptincss of such a life in
me Very VMdl?’ realized scenes of Chicago life. The novel
begin w‘;h . “;id of apologetic explanation as to why a
journal- The very lirst page defines the typical Bellow stand:

... to keep a journal nowadays is considered a kind of
self-indulgence, a weakness, and in poor taste. For this is
an cra of hardboildom ... Do you have feclings? There
are correct and incorrect ways of indicating them. Do
you have an inner life? Tt is nobody’s business but your
own. Do you have emotions? Strangle them. To a degree,
everyone obeys this code. And it does admit of a limited
kind of candor, a closemouthed straight-forwardness.
But on the truest candor, it has an inhibitory effect. Most
serious matters are closed to the hardboiled. They are
unpracticed in introspection, and therefore badly equipped
to deal with opponents whom they cannot shoot like
big game or outdo in daring. If you have difficulties,
grapple with them silently, goes one of their command-
ments. To hell with that! I intend to talk about mine,
and if I have as many mouths as Siva has arms and
kept them going all the time, I still could not do myself

justice.1

even year old Wisconsin graduate, has
resigned his job as a clerk at the Inter-American Travel
Bureau. He has been a student of the history of romanticism
(like Herzog). He has also been interested in the Enlighten-
ment. ‘He is not severe toward the world. He calls himself a
sworn upholder of fout comprendre ¢’est lout pardonner. Theories
of a wholly good or a wholly malevolent world strike him as
foolish. ... For him the world is both, and therefore it 1s
neither, ... In a sense, everything 1s good because it exists.
‘ Or, good or not good, it exists, it is ineffable, and, for that

| reason, marvelous.™

. Joseph, a twenty-s

Joseph feels estranged and alienated from the rest of exiﬁ-
tence. His communist ex-friend does not recognise him. His
moneyed brother Amos who keeps pressing his hcﬁlp on him
thinks that he has wasted his life. His married life with Iva has

6



Sp LSk

~ine of his struggle is made.
of Alternatives or But on the Othe
as Raison Aussi who occasionally visits
e human mind is to0 smf.ﬂl to pit against the u

ur nature, mind’s nature, 1s weak, and only the hey
. B relied on,” says Joscph. _T}}e mocking other view re
* him of the possibilities of @ choice. But for Joseph

The world comes after you. It presents you with 5
or a mechanic’s tool, it singles you out for this pay
that, brings you ringing news of disasters and vj
shunts you back and forth, abridges your rights, ¢
your future, is clumsy or crafty, oppressive, treacherogs.
murderous, black, whorish, venal, inadvertently
or funny. Whatever you do, you cannot dismiss it.. & =

The highest, ‘Ideal Construction’ according to Joseph is
one that unlocks the imprisoning self. In another dialo
the final one, Joseph and the Spirit talk about life and
life. “War is only an incident’, and Joseph believes that
should follow one’s destiny in spite of such incidents. E
Joseph is a defeated man. On the last page of the nov
find him relieved that he will no longer be accountabl
himself, ‘I am grateful for that. I am in other hands, reli
of self-determination, freedom cancelled. Long live regim
tation!’® Joseph fails to have faith in the search for a separate

destiny.,

111

__The next novel The Vietim is superb. It reveals the torments
of a modern man, a twentieth-century Hamlet struggifies

¥ '1_."
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. with his innermost iy '
h’fn:;:ual cxpcricni::?ﬂ sell. The book is nightmarish; it is
S s Leventhal, -+ middle-aged middle-class American Jew
B itor of a small trade magazine, is a happily married man’
He had, ho‘_"""’i‘-ra a pllscrablc childhood and an insecurf;
‘ youth. The picture of his insane mother who died in an asylum
ill haunts .111111- When the novel begins, he is all by himself
is wile ?mvmtg gone down south to help her recently widoweci
other in shifting and settling, He is lonely and afraid. He
gnows that his nerves are unsteady. He keeps the bathroom
Jight burning all night.® A former acquaintance Kirby Allbee,
lo-Saxon Protestant, formerly well-to-do New Englander,

accuses him of ruining his career by having
approached

comes to him and
created 2 ‘scene’ with his boss whom he (Asa) had
for a job. Since Allbee had got him this interview, he thinks
that that tscene’ has cost him his job. He further accuses Asa
of having done all this intentionally as he had once spoken
ainst the Jews. Therefore, he insists that Asa Leventhal owes
get back a job. Leventhal protests vehemently

harge. He is angry and hurt at Allbee’s accusing
He knows that Allbee is an alcoholic,
ht have have been responsi-
ause of his hyper-sensitive

ag
it to him to
against this ¢
finger as ‘you pcoplc’.
and most probably this habit mig
ble for his dismissal at Rudigers. Bec
nature Leventhal finds it hard to rationalise the whole affair.
The more he probes ‘1to his conscience, the more he feels
involved that unknowingly and unconsciously he might have
been guilty. His friend Harkavy declares, ‘Allbee sold you a
bill of goods. You must have wanted to buy.’

Leventhal’s exploration of his own ‘guilt’ ma!{cs the bqok
an extremely fascinating human document. It 15 a peculiar
situation. Leventhal 1s the victim of Allbee who claims to be
victimised by the former. Who is the victim—the Jew or the
Gentile ? Perhaps neither. Perhaps Ifoth. In Asa Lc\{cn‘tha.l we
have a typical Bellow hero. He suflers h_ccausc‘ of .l'llS. tcchr‘lg§,
and he is overresponsive (0 the sull"crm‘gs ol ot.hms. ’Hc, 18
excessively self-defensive ;1gnins! :u:uqsnllm}s W.lu‘d}, may It{)r
may not exist (for example, his interview: w.:th \'\{Lll‘l.bt‘o‘?lg.. 113
is extremely touchy, and it 18 b(v(‘:u‘usc of his sqll-ultllutl :th
sensitive nature that he fights with his uneasy self that (;e mxtg 11
have been guilty for all he knows. In his heart he dOCS ee



thy, He also knows that o
ch appeals. Leventhal on his part, although

O et at times feels a strange affinity with him,

T comes when Allbee’s attempt at suicide/my 8

o he has at last been finally thrown out) by gas in Pt

' kitchen is thwarted by Leventhal, Thus, Leventha)

~ becomes the saviour of his own persccutor. Years later, whey

~ the two meet again, Allbee, wiser and humbler now, takes his

" hand and say, ‘T owe you something.™ He owes him his life,

~ Being a Bellow hero, Leventhal is essentially a man o

~ feelings. He loves his wilc decply and tenderly. She is also very

~ much devoted to him. Such a happy relationship in mal‘riagé'

is something very rare in Bellow novels. In fact, of all Bellow

heroes he is the only onc who is happily marricd. Leventhal

is very tender towards Phil, his brother’s son. His relationship

with his brother is also characterised by tender emotions,

' Tears come into his eyes when he presses his brother’s hands, Rt

: | He has brotherly feclings even for his worst tormentor, Allbee, {

He has accepted the burden of being | 4

LAY

'

.

3 ully human which means
sharing the pain and suffering of others. In his first confronta-
tion with Allbee (whom he had not seen for years and of whom 3
he had never even thought during all this time) he says, pe.

don’t know why you think I care whether you exist or not,"j‘
 what, are we related?” ‘By blood? No, no ... heavens!” says
Allbee. Yet, as Leventhal realises gradually, there is a relations
 ship between him and Allbee, a relationship deeper than blood
. relationship, a relationship between man and man. B

~Augic March, the hero of the next novel, The Adventures
~ Augie March, is different from the herocs of the earlier no
s ,.He 18 0ot & Joseph; nor is he an Asa Leventhal, So, he is
e fit ‘b@th:a:cd b’: the mo‘-"king view of the Spirit of Alternat

- mor s he crippled by any sense of self-imposed guilt. Lik




hias completely identified hlshlhl?e wﬂiﬁ s
ey!), wants Augie to be rich, It is with that aim in his
nd that he wants Augie to marry Lucy Magnus, Charlotte’s

cousin. Mrs Renling, wife of the owner of the bookshop P |
cre Augie works for a while, wants to adopt him as a son. o

i Eve the crippled Einhorn has a vision of nobility for Augie.
e But he f:annot be 11{red into these various visions. He remains
~ an Augie, true to his nature and easy-going. He wants to be
 just his ordinary self. He explains his philosophy of ‘axial lines’

153 I have a feeling about the axial lines of life, with
' respect to which you must be straight or else your existence
is merely clownery, hiding tragedy. I must have had a
feeling since I was a kid about these axial lines which made
me want to have my existence on them. ... Truth, love,
peace, bounty, usefulness, harmony! And all noise and
grates, distortion, chatter, distraction, effort, superfluity,

. passed off like something unreal. And I believe that any
man at any time can come back to these axial lines, even
:f an unfortunate bastard, if he will be quiet and wait it
out. The ambition of something special and outstanding

I have had is only a boast that distorts this knowledge
from its origin, which is the oldest knowledge, older than
the Euphrates, older than the Ganges. At any time life
can come together again and man be regenerated, and
doesn’t have to be a god or public servant like Osiris who
gets torn apart annually for the sake of the common
prosperity, but the man himself, finite, and taped as 1s,
~ can still come where the axial lines are. He will be brought
. into focus. He will live with true joy. Even his pains will
be joy if they are true, cven his helplessncss wﬂl‘not take
away his power, even wandering will not take him away




-‘In Seize the Day Bellow has attempted something dlﬂ‘m
Wﬂky or Tommy Wilhelm or Wilhelm Adler has some of thg
cha;ractemtlc tralts of a typical Bellow hero, for example,
' and self-defen~

_ £ mmess Life is love and joy (Augu-‘: s axial lmes) but life alsg

- means disappointments, disadvantages, and failures. Unlike
Anglc, Wilhelm cannot take it easy. He is groping for his
‘axial’ lines amidst confusions and complications of his mistg=
~ kes. Seize the Day reveals the debit side of being truly human,
Wilhelm, the only son of the successful and highly respected =

- Dr. Adler, is in his middle forties. As a Bellow hero, he has,
of course, his ‘feclings’—feelings which have ruined him. He
', lacks balance, discipline, and calculation, the qualities which
e '” his estranged wife and his old father possess in abundance.
Wﬂhclm has lost his job with the Rojax Corporation, because
y ,' 'j his feelings were hurt. On the day of reckoning, when the
- novel begins, he is struggling hard to keep on living, even lf 9
- without sympathy and love. The old man is tired of his un- g
essful son whose very presence is a kind of silent reminder e
him that his own death is round the corner. He refuses to
Wilhelm money or any other help. He wants to be h&
ne., ‘1 -'-'im’t all a qucsnon of money—there are other things -

Kl

Just a word, would go a long way I've n-"
for very much. But you are not a kind man, Father.
* ‘t'hc little bit I beg you for.” 5%
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wilhelm lets himeelf be deceived by Dr. Tamkin, a half
erate cheat, & 5,"'0‘3]‘ ‘expert’ who also claims to be a psycho-
ogist: \A{:lhclm, it scems, cannot resist the flavour of fatality.
¢ lets himself be drawn, half-knowingly, into wrong decisions.
¢ quits SChOO} for Hollywood at the lure of Maurice Venice,
5 phoncy movic scout; he makes a wrong choice in marriage;
¢ quits the JPb at Rojax because of hurt feelings; and finally,
he lets Ramkin play with the last seven hundred dollars of his
savings at the stock exchange, ‘After much thought and
hesitation and debate he invariably took the course he had
rejected inn-um_crable times. Ten such decisions made up the
pistory of his life.’’ Wilhelm is a failure. He seeks sympathy
and love. His father is cold-hearted and rather selfish: so is
Margaret, his wife. He pines for his sons to whom he is almost
4 stranger. Something has gone wrong somewhere in his life.
Wilhelm has come to realise that ‘the real business of life
is to carry his peculiar burden, to feel shame and impotence,
to taste these quelled tears.”’* He suffers (like Christ) in order
to be wholly human. He will pick up a cross, while his father
has refused to pick up one.!? His passionate crying at the
funeral of an unknown man leads him to the ‘consummation
of his heart’s ultimate need.’ Other mourners wonder who

this man could be.

‘Is that perhaps the cousin from New Orleans they
were expecting ?’

‘Tt must be somebody real close to carry on s0.”

‘Oh my, oh my! To be mourned like that,” said one
man and looked at Wilhelm’s heavy shaken shoulders,
his clutched face and whitened fair hair, with wide,

glinting, jealous eyes.
“The man’s brother, maybe.’
‘Oh, I doubt that very much,’ said another bystander.

“They’re not alike at all. Night and day.*®

VI

is quite different from the earlier

Henderson the Rain King
t. Unlike Asa

novels and also from what was to come nex



i, Bt N e (s he says) he act
 within him keeps on saying, ‘I want, T want, ]
et entire life full of fantastic adventures Is a search to
 {hat voice. He goes to Africa, the Dark Continent, for en
" ment and there he finds his spiritual redemption {j
: };fr B! mﬁm;;](sfcrson’s main problem is Statt?d on the very first p
" the novel. ‘What made me take this trip to Aftica? h
himself, The rest of the book is an answer to this ques
Once he had read somewhere, “The forgiveness of sins is pe
tual and righteousness first is not required. He is so de
impressed by this single sentence that he makes a search of
entire library of his father for it. But ironically enough, j
that he gets out of his father’s books are dollar notes used
book marks. Although he has money, power, strong feelings
everything in excess, he suffers violently, because his sou]
constantly cries, ‘I want, I want, I want!” He does not knoy :
what he wants. He knows that he is not satisfied with what he
has: Frances, the cold-hearted woman whom he had married
in order to please his father and later whom he had diverced
after twenty years of marriage; Lily, his second wife, a typical
American idealist with an exaggerated tendency to moralize;
lots of everything, money, power, and children. Frances,
his ex-wife disgusted him when she laughed at his desire to

go to school and become a doctor (like his hero Schweitzer).

His second wife, however, is not shocked by his prospects of {
5

-—

interning at sixty-three, v

Henderson is fantastic, cartoon-like, absurd, comic, and yet

real. So is the account of his travels to Africa where he goesin

search of his soul. This search takes him to two different African

~ tribes, the Arnewi and the Wariri. The Arnewi tribal people

) treat cows like brothers and sisters. They submit to fate -"'

- vely and cry bitterly at the time of drought when the frogs

- spoil their water supply. Their water has become undrinkables
TR b“t they do nothing about it but cry. The Arnewis are rule€.

o 5%




bY confronting death (facing a lion barehanded in the cage

thewm‘rit)f- ¢ Wariris believe that ma

wa destiny. They can even manhandle their g
e need arises. Strong and powerful Henderson begs
im do something great. He lifts and carries Mumm
thus becomes their rain king, He has learnt his lesson th

~ that onc catl really feel the nobility of life. The Wariri king A
~ Dahfu teaches Henderson how to be free from the fear of death.
The Bellow hero is culturally born again. He finds his spiritual
salvation through animals, His education is complete and his
<oul does not cry anymore, ‘I want, I want, I want!” He comes
‘home accompanied by a lion cub. He is full of joy and is

Janning to join a medical school. On the last page of the

novel we see him running around the snow-covered airport,
y in his lap. Henderson no

“trying to cheer up an orphan bo
Jonger fears death. He loves life and he loves his fellow human

beings. This is the real meaning of his quest.

VII

There is something hypnotic, something baffling, and some-
thing brilliant about Herzog, the latest novel of Bellow. It is
an explosion, an explosion of life. The novelist apparently
seems to have no ‘ntention of controlling the chaos of life—
characters, thoughts, feelings, reflections—which sweeps the
novel. There is, of course, a story, but its narrative framework
is mainly controlled not by what is important but by what

His moment-by-moment res=

Herzog feels to be important.
ponses give to the novel a peculiar sense of immediacy.

Herzog is the story of a middle-aged Jewish intellectual, a
professor of romanticism, a brilliant writer, who is taking stock
of his confusions and failures in life. He has miserably failed
in two marriages, and feels sexually humiliated. He has been




g : ! N. M
"mputated ﬁ‘Om his tW? Ch]ldren Whom he IOVCS tende, :
"~ His second wife Madeleine and her Joye, (who haPPened'

be Herzog’s most trusted friend) wapg him to beljeye tha lt: §
has become insane, The story qf Herzog’s Confusions, il &
humiliations, losses, and errors is recorded frecly iy, ﬂashback; b
reflections, and more particularly in letters that he has et 3
Writing to almost everyone under the SUn—endless anq fantag.
tic letters ‘to the newspapers, to People in pyublic life, to friengs
and relatives and at last to the dead, hj

his own obscure deag,
and finally the famous dead.’

There is a great deal of resemblance betw
Dangling Man and Herzog. Both of them hay
to grip with life. Both are students of

Herzog, however, is twenty years older than
and losses have piled up in t

€en Joseph of fq
e failed in COmin

arly . Fomanticisp,
Joseph. The errors

hese twenty years. Herzog has to
carry his load of failures and confusions, shame and wounds

all by himself, There is no €scape to regimentatiop (as there
was in Joseph’s case). Herzog is not defeated in life. He hag

learnt at the end of the novel, how to make his ‘Separate
destiny’ and to live by it.

Herzog has to struggle very hard in order to Lift himself oyt
of the engulfing menta] and moral wilderness of his life to

find a positive meaning in the chaos of his life. Madelejne’s
desertion and hjs i

Use to kill his wife and
whom he is so tenderly

, like the impulses of Asq Leventhal, something
annot act. He decides to withdraw to his

ch has been 5 silent witness to the ruins

t. It is springtime and
Permeated with freshness and brightness. Herzog
beging 1o fecl free from hig carlier obsessions, He feels quite
relaxed and cheerful, He thinks he can perhaps make a new
Start on the dehrig of b Past. ‘Herzog’s present loneliness did
it was so consciously cheerful.’
L such content, “His servitude was ended,
$ heart released from it grisly heaviness and encrusta-

not seem tq count becayse

He is surprised to fee
and hj
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core of his life lies an impassione

- mona who hi derly and |
s self-confidence. He writes to her, ‘T
any assertions yet, but at least T can admit
e aserting anyway, o ecling, The light
-aways ;.a.ngﬁno human being is too negligible or ¢

me‘ intO 1t .
The light of truth has not been very far away from Herz

e has made a sensational discovery: life is not just confusions

; dj_sappOintm

T'PI‘OﬂliseJ .
o say to his dead mother. ‘The life you gave me has been

curious And perhaps the death I must inherit will turn out to
pe even more profoundly curious. I have sometimes wished
it would hurry up, longed for it to come soom. But I am still
on the same side of eternity as ever. It’s just as well, for I have
certain things still to do.’18
Herzog finds proof of cternity in his peculiar state of happi-
ness. It is not knowledge but an intensity, a ‘holy feeling’ which
makes him feel the essence of life. ‘There are those who say
this product of heart is knowledge. 1 couldn’t say that, for
sare. My face is too blind, my mind too limited, my instincts
to0 narrow. But this intensity, doesn’t it mean anything? Is
it an idiot joy that makes this animal, the most peculiar animal
of all, exclaim something? And he thinks this reaction a sign,
a proof, of eternity ? And he has it in his breast? But I have no
arguments to make Jbout it. “Thou movest me.” “But what
do you want, Herzog 2 «Byt that’s just it—nota solitary thing.
I am pretty well satisfied to be, just as it is willed, and for as
long as I may remain in occupancy.” 17 This 1s the final and
the finest message Herzog has to convey to himself. After that
there is no message for anyonc. Nothing. Not a single word.

VIII

a man of affirmation. At the

The Bellow hero is essentially
d belief in the dignity of man,

ents and deceptions. Life is more than that. It ﬁ
hope, feeling, confidence, faith and love. He wants




high in his battle against the encroachipg
g to keep his ﬂaghcartedness and cynicism of the modern,

1d ing the same war f
selfishness, €O keeps on fighting Wwar from
dehum:mised world. HI?IC asserts the need for restoring life ¢4

IVCS. : A
different pcrsgcztrl;l’imri ness. He seeks unrestrained joy apq
il n e
normalcy @

‘ects the pressures that a me.Chan_i cal and
fulfilment. Hed l'g ay of life imposes on us. He is a romantic
te

N. Mukharji

and attachment to family, He Manages

[N

W

money.oriil? ofirmative kind, not the despairing one of other
€

at heart—
times a_nd le.CCS A

he Bellow hero usually suffers from a minority status. He
The Bellow

i iably an intellectual. He is financia]]
is m'ostl)’ a Jew ?n:fi;‘iii Hyenderson the millionaire), Thusf
a failure (exceliﬁe periphery. He refuses to go in the genera]
he belongs to and to be doomed. We are impressed by his
rut .Of ltlhmgsf . proaCh and Consistency of wvision. Feelings,
originality Oth pfriendShiP: brotherhood—these are the fun-
o Sfl?gzlu};; for which the Bellow hero strives. These are
e ‘i ine” (10 v Augi’s plirase). by WiiCh e
believes in the ‘holiness of heart’s affectzgns’. He, 18 CTI}O?OHE‘-”Y
alive, and that is the ‘ultimate need of his heart’s desire’.
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ended to judge the heroic plays.
have found them By
__hQWCVCT, thCSC plays are Ci;{(ghinthc dl'aina. i _:- -
to build up a whole system of draman
this theory, and, viewed from this perspective,
one as examples of an interes_ti_ng"lité’rwi

len,
den tried
“the baSlS of
B . plays impress
- g Bsw Y yramatic Poesy contains the definiion of 1 pi

3 wh%ngﬁ'ﬁ gff;’cepted by all the interlocutors: tion of 2 LT

ught to be, 4 just and liv

ely image of human nature,

- Aplay ©
e resenting 1S passions and humours, and the changes of fortune |
by 10 which 1t 15 subject, for the delight and instruction of mankind

|

|
tion is the nucleus of Dryden’s dramatic theory

This defini

and practice. Though it i based on the classical view of what a

play ought t0 be, there are clearly some deviations. A play,

| being a just and lively image, 10t only imitates [ife but also

| E,e;{—%l‘t‘g it; its aim is not merely delight but also instruction:-’.?
he ethical intention of the play is explictly stated and

: cmphasised. g

Aristotle’s
< an imitation

ition of tragedy is: ‘Tragedy,

on of high importance; =&« by

well-knox&n defin
tion of these emotions.”

of an acti

then, 15 2

means of Pity and fear ffecting its purgd

Dryden, however works under the impression that, according
d wonder (which

dmiration an
h the epic). Disideius Says,

lays, says Aristotle, is 10
genius also:

to Aristotle, tragedy rouses &

Aristotle actually associates Wit
“The end of tragedies OF serious P

B ‘bcggt___adr_r}jyation.’“ According to Eu

Vet he of them who had 2 8 i P

stage was Ovid; he had a way - writing so fit t© stir up @
el pleasing o dmiration and conicernment,
B objects of @ tragedy-*
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ity of the action is that it oughe
‘well as admirable and great. ... Tg i
. a probability, and to make it wonderfu] &

ifficult undertaking in the art of poetry;
) is not wonderful is not great.® g0

The almost total identification of the tragedy or the sﬁl'lg 3
i+ with the epic by Dryden is due to the tendency of thy
s well as to his own inclination for it. D’Avenant in the -
reface to Gondibert said, ‘By that regular species [drama] I B
- drawn the body of an heroic poem; in which I did obser B
 the symmetry (proportioning five books to five acts, and cantgg
| to scenes).”” Hobbes in his Reply also said, “The heroique poem
" narrative is called an epique poem. The heroique poem drama-
N e i tragé’dy. The work of an heroique poem is o raise 7’
~ admiration, principally for three virtues, valour, beauty and ©
Jove.’® In his essay ‘Of Heroic Plays’ Dryden describes D*Ave-
 nant as ‘my guide’ and says, ‘What 1 have performed after
£, him (i.e. after Siege of Rhodes) 1 adding design and variety of
- Vcharacter.” He echoes these sentiments in the following words: ;

An heroic play ought to be an imitation, in little, of an
heroic poem; and, consequently, that love and valour

ought to be the subject of it.
AT T B

[ I have modelled my heroic plays by the rules of an
fe.- heroic poem.
o PP . O

- I opened the mext book that lay by me, which was
Ariosto in Italian: and the very first two lines of that
poem gave me light to all I could desire:

Le donne, i cavalicr, I'arme, gli amori,

Le courtesie, I'audaoi impresse i o canto.'’

D’Avanant wrote a play called Love and Honour, an



the heroic play shog(d

hws of an heroic poem (j 4
of 10 other, but raisedpth:::ndlt?} not d
indulged him a further liberty of %ﬁ ater
all things as far above the ordinary pro ¢y, and of dr,
as that 1S beyond the common & Portion of th
human life.”? ords and actions of
3 . x_'- If!

A

SPens

, n this ground he justifies the introducti A e
Jement in such plays: on of the supernatural I
L i ",.'" - :
An heroic poet is not tied t '
what is true, or exceeding probable; but tl?lat ﬁtﬁ:; l::-

himself loose to visionary objects.’

+

f4fI‘he character of the hero in his plays is modell |
~ the heroes of epics: elled on that of

*Tis said, that Almanzor is no perfect pattern of heroie

J
4 virtue, that he < a contemner of kings, and that he is

made to perform impossibilities. I must therefore avow, in
the first place, from which I took the character. The first

image I had of him, was from the Achilles of Homer; the
copy of the former),

next from Tasso’s Rinaldo (who was a
and the third from the Artaban of Monsicur Calprenede,

who has imitated both.“& ’/

;30 he decides that he ¢shall never subject his characters to the %
Jove and honour are to be wﬁghed‘ o
0 1k

‘French standard, where © :
£ o o don of Arait e

by les. HEE
by drachms and scrupics ham to tragedys and remains Rt

assi + 1er place to the epic t
assigns a higher place hat ‘the origin&l of the stage Was. ;

-

|firm in his conviction { AP
& the Epi 6, R
Epic poem. i
“I‘ p, ]:LI'\.-'L .
ol

T

0 “{qrf’ﬁ?;



oic Foem, and which holds too by
all Dramatic Poetry, is to make the

e Preface to The Mock Astrologer’ he says, “Thus Traged
fils one great part of its institution; which is, by exampj.
uct.”® He also tries to give an epical range to the ges
the heroic plays. The theme of love is always closely I'efﬁtgd
the affairs of the state, such as loyalty to the king, sccun
of the state, and the dangers of civil war. In ‘Rhm-gﬂand

‘Blank Verse’ he says:

The scenes which in my opinion most commend it are
those of argumentation and discourse, on the result of
which the doing or not doing some considerable actiop
should depend.*

Dryden puts all these theories into practice in his herojc
plays. He is influenced by the French classical plays, the
romances of Beaumont and Fletcher, the Italian epics of

“Ariosto and Tasso, by which the Jacobean romances were
inspired, and the classical epics. Of course, out of these he is
able to evolve a type of play which has the stamp of his genius,
His heroic tragedies are not tragedies in the real sense. He is
anxious to generate a sense of admiration and wonder rather
than the tragic feelings of pity and terror—indeed, in most of
the plays the hero does not perish at the end. He is keen on
maintaining poetic justice—virtue is invariably rewarded, and
vice, punished. As J. W. Tupper says, in his characters ‘there
is a complete absence of psychological interest.”® The hero i
at once fascinated by the beauty of the heroine, and the
heroine, by the valour of the hero—other qualities of the :
characters are hardly touched upon. The hero and the heroine |
are called upon to overcome only some external obstacles.

~ The complexity, suffering, and mystery of life, which a tragedy .
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onspicuous by their absence in wa‘ ey

is simplified into patterns of love, valour.
characters are drawn in black and whit;

jora : : e
iﬁd n ol of the hero, who is the personification of valour

and the |

ng 18 exagge

There arc o

Spettl =
ek alian romantic

meé of

put mostly :
d dances 1 P
Dryden gives a complete go-b

songs an
say that
tragedy
than the

Flctchcr. The scenc of
n always tries to

er than depth

d honour 15 I

d sensational

the PIOt'Pattern 0

these plays have ce

they app

in these herol
deeper aspe

 his critical writings
nature. He says:

Though the fancy may b
soul is but half satisfied when th

yet

in the foundation. .
foundation of Dramati

natur

If, however, t

the

6.21

not in the action or

questions suggested 1
We may now Ve
ythree best known P
| Granada
The Conque.

(1 & 11), Au

\

It is not a tragedy

melch, :

heroine have the hope ©

7

nd the Emj

here 1s any
rify the

st of Granada i

Leroine, a paragon of beauty and purity
rated, and the plays are artificial in a]i
nly such complications as we see only in
eplcs'qnd the romances of Beaumont 3;.nd
action is usually a remote country, and
create an exotic atmosphere. arar;deur

th is what he aims at and the conflict between

ever .real and tense. He tries to present a
plot in each of his plays and deliberately
f the classical tragedies. Of course
rtain serious and dramatic features’
ear to be pageants. There are naturall;
lenty in all the plays. In a word we can
_ y to the spirit of the
¢ tragedies, and the superficial rather
cts of the epic he is prone to imitate. In
Dryden appears to care for truth and

¢ great, and the words flowing,
ere is no truth
.. I have never heard of any other
¢ Poesy than the imitation of

e in these plays, it is

truth or natur
but only in the moral

the chaructcrisation
n the discussions.
'€ observatio
lays of Dryden, namely,
reng-ebe, and All for Love.
Dryden’s most typi€
the vicious characters Lynd
seror die at the end, and the
{ being united at the en

ns with reference to the
The Conquest of

al heroic play.
araxa, Abdel-
hero and the
d of the year.
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The conflict between Almanzor®s 1oy

e for Alamp; de
sense of honour is happily resolve, Almangoy ;5 _ 204

be delicated a5 1 grand hero, and the approgy, j SUBHty
external: .

If from thy hands alone my death can be,
I am immortal, and a God, to thee,

If I would kill thee now, thy fates so low,
That I must stoop ere I can give the blow,

It is not merely that, like Alexander, he assy
others too look upon him as 3 superhuman beip

Ll

g: 3

mes the Gog

Almah. Now, brave Alman

zor, be a god again :
Above our crimes and you

I OWn passions rejgn,
The hero is not merely an egoist, but g thorough indjvid_ua.ﬁst.

I am as free as nature firs made man,
Ere the base laws of servitude began,
When wild in woods the nob]e Savage ran, (I, i)

He has strange notions of chivalry: when he enters

for the first time, he goes to the side of Abencerrag
diately and utters these words:

the stage
€S imme..

I cannot stay to a5k which cause is best,
But this is to me, because oppressed,

In this play Dryden also makes yge of the epic machinery:

spirits tell Almanzor about his birth ang warn him, ‘Strike
not thy father,’

\ Dryden must haye realised th
hero, distinguished only for v
he tried 1o portray a he
Ous. Aureng-Zche's cha
€pic hero describe by I

at in Almanzor he drew a
alour; in Aureng-Zebe, therefore,
ro, who was both valorous and virtu-
‘acter has been modelled on that of an
dryden in the ‘Dedication ol Aeneis’,
The shining quality of an epic hero, his magnanimity,
his constancy, his patience, his Piety, or whatever charac-
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B stical virtues his poet gives him, raises first our ﬁ o
_ ners which our poet gives a hero m‘

tion, The mand o
the gods, and @ utiful affection : " e
to h“ m’ f |

piety 10 1 '
Jove to his relations, care of his people, courage and :
conduct in the war, gratitude to those who haid Obligd B
him, and justice in general to mankind 58 .

Y
acters of Aureng-lebe ‘as nearest

Drdeﬂ describes the char
and Aureng-Zebe in particular

to those of an heroic poem,’
];{;dl the virtues of an epic hero:

_Zebe, by no strong passion swayed,
Except his love, more temperate is, and weighed:
This Atlas must our sinking state uphold;

In council cool, but in performance bold:

He sums their virtues in himself alone,

And adds the greatest, of a loyal son.

But Aureng

s of Aureng-Zebe ‘shine too

eror says that the virtue
> Like Aeneas, he is also a

The Emp
d ‘they flash too fierce.

bright’ an
man of piety:

ty to you, unhappy prince,
and duty an offence.

As Zayda says, ‘Aureng-Zebe has somewhat of divine.” Poetic
justice operates in this play in full swing. Morat, who was
guilty of disloyalty to his father and his wife, and Nourmahal,
who was guilty of illicit love, die; and Aureng-Zebe and
Indamora are rewarded for their virtuous conduct by 2 happy
union. The play 1S full of didactic lLines, and the following

couplet is typical of many such lines:

Aureng-Zebe. When I consi
Yet, fooled with hope, men

Indamora. But pie
Becomes a Crime,

der life, *tis all cheat;
favour the deceit.

as a Shakespearcan play,

pve is regarded
tional heroic play: In the

_Though All for L
ts of a conven

it has all the elemen
‘Preface’ Dryden says:
In my style, I have professed to imitate the divine



throughout the play. .,
B. J. Pendlebury is also of this view:

In ‘All for Love’ the only play which he [D
wrote to please himself, he deliberately set hgmgﬁ'e?
- ollow Shakespaare, and rejected at once the fetters (;"
v “irhyme and the heroic conception of the drama 2 ;

; However, to say that Dry@en gave up the heroic conception of
the drama in All for Love is to misinterpret the play. Dryden
had in his mind the Aeneas-Dido episode while dealing with
this théme; he says in the Prologue that he ‘brings a tale which
often has been told: as sad as Dido’s: and almost as ol
Antony had all the virtues of an epic hero—he had a ‘a well-

“meaning mind”’ and was ‘wondrous kind’. But he was ‘some-
what lewd’: unlike Aeneas, he chose love instead of honour,
and Dryden’s sense of poetic justice is roused when he says,
“The chief persons represented were famous patterns of unlaw-

fful love: and their end accordingly was unfortunate.” To

“ | Dryden, Cleopatra is ‘the love-sick queen’ like Dido, and she

also chooses love in place of honour, so she too suffers. Of

course, this play has some tragic elements, but Bonamy Dobree
is clearly wrong when he says, ‘Free opinion will be forced to
admit that though Shakespeare’s play contains finer poetry

5 than Dryden could ever write—as he would have been the first

- to admit—Dryden’s has a more tragic effect.” Like his other
plays, this play is inspired by the vision of morality rather than
by the tragic vision of life and is no less a heroic play than
others, °

R. A. Brower in ‘Dryden’s Epic Manner and Virgil’ has

.made an illuminating study of Virgil’s influence upon Dryden’s

~ heroic plays. The description of the bull-fight in the opening
scene of The Conquest of Granada is an imitation of the games
of Aeneid. The description of the bulls with their ‘high nostril
snuffing up the wind’ recalls that in the Georgics. The dream
simile (I, iv, 61), the picture of Venus (11, iv, 151-52), and
the curse of Trunus (11, iv, 160) are all Virgilian. The first
scene of Aureng-Zebe is an epic narrative in dialogue, and the

£ K, . Pﬁh”
Shakespeare. ... By imitating him, T have excelleq mYSle e

o “ S

4
£



nbine in these plays i
foundation” with epic grandeur, These play
el Cmed with moral qucst.ions, but the s{;
each case 18 heroic and exalted. It will be, therefo

S

¥ priate 10 take each of these plays as an artefact symb

Dr}'den’s theory of the drama, which is that a trag_edy san -
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epic in the dramatic form. [« e
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THE MOURNERS IN SHELLRy

N By 5. R. Swammvarmay

THE current view that stanzas xxxi
self-portrait of Shelley, and that sta

of Leigh Hunt rests on questionable conjecture, A PRkl
mgﬂfﬂey’s circle Leigh Hunt,! Trelawny? anq J;E;n% thc’sb iy
Iseem to have thought (perhaps on no other basig thana&ﬁ‘?”‘___
\\ impression of the poet) that the four stanzas XXXi-Xxxiy des:fr o
bed Shelley. Mrs. Shelley’s editions, however, are silent g o
question of the identity of the mourners. Richard Garnett
the first editor to comment on the subject.t The Uncertajngy op
the identification of the mourner in stanza xxxv ig reflecteq ;
Buxton Forman’s notes in his editions of the Works of Shellp
in 1877 and 1882. William Michael Rossetti in his notes on the
stanzas offers a blend of the supposed internal evidence for the
portrait of Shelley with the popular Victorian conception of
the poet. Today there is such unanimity among the editorg
and critics that it seems rash to reopen the subject, However,
.+ there is some evidence to show tha
in the four stanzas is not Shelley’s

t probably the portrait
but Leigh Hunt’s, ang
| that the portrait in stanza xxxv
Severn’s.

-XXX1v of Adongy conin
1122 XXXV Contajng P

WAPEE ey 14T A SIS

is not Hunt’s byt Joseph

Shelley describes the mourners indirectly by
their work. Thus in stanza xxx the ‘Pil
author of Childe Harold’s Pilgrimage, B
Ireland and Irish Melodies he

alluding to
grim of Eternity’ is the
yron, The reference to

Ips us to identify Tom Moore.
In the same manner the next mourner in stanzas xxxi-xxxiv

15 described as one who ‘Had gazed on Nature’s naked loveli-
ness, | Actacon-like.) (Italics mine). It is probable that the
Actacon Shelley has in mind is Leigh Hunt viewed as the poet
of “The Nymphs'—a long poem which appeared in his Foliage
in 1818, Shelley greatly admired the poem in the three years

- between its publication and the composition of Adonais, Writing
to Hunt on 22 March 1818 he praises the poem:

What a delightful poem the Nymphs is! It is truly poetical
in the intense and emphatic sense of the word.$



The Mourners i Shelley's Adonais
in in November 1819 he PP o

and intense, conceived with a Cleal-'at }' ey

original :

ideal beauty. .- o

In August !8?1, (.Adonaw was composed in June) he wri

1o Hunt praising his translation of Tasso’s Aminta (a work ako " v

dealing With nymphs) but he says that it is better or Ao

concentrate on original work: him to AN
YVou might have written another such poem as ‘The ;
Nymphs’ with no great access of effort.?

escribes the poet beholding (like Actacon) the
tfair-limbed’ naked nymphs bathing in the stream in various
jttitudes. We may also recall in this connection that Hunt's
‘nympholepsy’ was well known among his friends.® It was also
the subject of virulent attack by the reviewers. In October
1817 Blackwood’s Magazine had condemned the obscenities
:n Hunt saying that his poetry resembled that of a man who
had ‘kept company with kept mistresses.” The Quarterly attacked
1818. It ridiculed the

poth Shelley and Hunt in January
¢ Arcadian Hunt’ receiving the favours of the nymphs who admut
him to ‘their bath and toilette.” Shelley refers to this bitter

criticism in his letter to Hunt'® who later defends his friend in

The Examiner* The reviewers are uppermost in his mind as
Shelley composes the elegy on Keats. In thus describing Hunt

as ‘Actacon-like,” the poet is perhaps also defending his friend
from attacks like that of The Quarterly. The stanzas probably
of Hunt’s favourite paintings as we

alled here that one of them
t of which in Hunt's

rooms is described in Kez and Poetry.*? Thus
stanza xxxi 18 probably based on Shelley’s admiration for

Hunt’s ‘Nymphs,’ his ‘Il}’HIPhOICPSY:’m and maybe his recollec:

tion of the picture of Diana and Actaeon in his rooms.
Stanzas xxxii and xxxiil portray the mourner as & Bacchus-

l.ike figure. Though Bacchus is not mentioned SpedﬁCﬂuY’ thi'
image is implied in the phrase ‘Pardlike spirit’s the mask 0
flowers is suggestive of Bacchus; ‘(the light spear toP

Hunt's poem d

have some reminiscences
shall see presently. It may be rec

was Titian’s Diana and Actaeon @ prin
ats’s ‘Sleep

ped with



a cypressscone’ in the hand is an allusion

thyrsus associated with the pagan god. From  Viibyy
Bacchus could have been an easy transition m Clacgy,
thought of Hunt. Following the same allusivcor Shclley 5
could describe him as Bacchus as his poem Ba:’}:ﬁthod _ \_
had appeared in 1819. Like the picture of Dg:: W and gy,
Hunt’s rooms had a print of Titian’s Bacchys anj ‘m{f Act%ﬂ'

described by Keats in ‘Sleep and Poetry? 14 Sheﬁz f”“dne B
of the line ‘A Pardlike spirit beautiful and swift’ ?;Sfirst d’a&
‘Pantherlike Spirit! beautiful and swift,’15s Thjg dragsisp gob}?hlyh- y
an echo of Hunt’s lines in the poem entitled ¢ R

in 1819: poem entiled “Pantherpugii

t0 the .

By everyone there was the panther admireq
So fine was his shape and so sleekly attired,
And such an air both princely and swift

He had.. .1

As Shelley knew the poems in Hunt’s Foliage well, he would als
have recalled the sonnets that Keats and Hunt wrote on the
occasion when they crowned each other in an extravagant
pagan mood. Keats gave Hunt an ivy crown thus making him
a Bacchus. The ivy-tresses ‘Yet dripping with the forest’s
noonday dew’ in stanza xxxiii could be a recollection of this
episode (still green in Hunt’s memory) now rendered poignant
by the death of Keats. The mask of flowers—‘pansies over-
blown and faded violets’ is probably also based on Hunt’s
well-known and somewhat fantastic love of flowers. Shelley
recalls this association of Hunt with flowers in his ‘Letter to
Maria Gisborne’ describing his rooms

With graceful flowers tastefully placed about;
Coronals of bay from ribbons hung,
And brighter wreaths in neat disorder flung.!’

Wherever the Shelleys come upon flowers in Italy their f}lol‘ggs
turn to Hunt spontancously.'® Like his nympholepsy ‘ls
love of flowers was well known to Hunt’s friends. V,Vc 1?‘."3(
recall Keats’s allusion to him as ‘he of the rose, [.he w(.)lt:t C:IIII
the sonnet beginning ‘Great Spirits ar¢ now sojourning



"y anothe unded deer in As You Like I3 In his lette

(he 1817 volume.
Bl ..3._ Magazine ridiculed
- Black® . “his button-hole in winte
T unt later led 0 his caricature by Dic
:.of . The concluding line of the stanza, °
i p:lcr sruck by the hunter’s dart,’ is pro
d ¢ picture in Hunt’s room, the picture

the WO . 5 S o
Shelleys Hunt h1m:self gives a vivid account of his roc
Se flowers ‘geraniums, ,myrtle, heartsease,” and ‘the
of Jacques and.the stag. 2l >3

The description 11 stanzas xxxii-xxxiv makes Hunt a
of Bacchus and Christ. Commenting on a sculpture of Bace
Shelley writes that its countenance is E

cublimely sweet and lovely ... ithasa d.ivine‘and it

wural beauty, as one who walks through the world un-

touched by its corruptions, its corrupting cares.”

4

Dedicating his Cenci to him, Shelley writes in May 1819 that

he has not known any one e

more gentle, honourable, innocent and brave; one of mote
exalted toleration for all who do and think evil, and yet

himself free from evils oa s

This is naturally suggestiv
reply in September 1819,

tribute, and describes in the
prints, Raphael’s Christ: his observations are apparently

suggested by Shelley’s reference to his Christian virtues:

Hunt gratefully acknowledges this

Do you remember Raphael’s ‘Christ and the miraculous

draught of fishes?’, that wond
the negative beauty,
deformity of the faith which swallowe :
sustained excess of gentleness,——that meekness meeting on 4%
very strength of ils extstence with power, that passie obedience
made paramount, neutralizing slavishness by disarming CE7

hese were the qualities for which he admired Leigh Hi mt. : ?;.

o of a Christ-like figure, and in his

same letter one of his favourite

erful figure containing all
at least, of his doctrine without any
d it up—that Nlﬁ'

o |




potism—making a part as it wers, of the aerial elemeny
a thing issuing out of the air and if it were 19 4, carried gy,
ity as if it would submit and 5o resume itself. 1 scarcels.

what I am writing, but I have a.meaning in the Core
it all; and, having a meaning you will find it out, e
cially one of such a nature, I did not intend to Write b
so much on the subject any more than yourself; g, -
longed to thank you for your proposed dedjcaﬁon_ggi
(Italics mine), |

In The Indicator of November 22, 1820, Hun

t again Speaks of =
Raphael’s Christ in the same language: k.

‘Raphael’s alone is what is understood by Christian

perfection. It is powerful from the very negation of poer. 4

sentiment sustains 18, or it looks g movable as the gentlest giy
on the water. (Italics mine).,

We can thus follow Shelley’s association of idea
the image of Bacchus to that of Christ as it

of his friend, The imagery and language of Shelley’s stanzas
and those of the passages of Hunt on Raphael’s Christ have
some similarity, The images of the frail form’, ‘A phantom
among men’, and the ‘dying cloud’ of the first stanza are
elaborated in stanza xxxji. The opening line alluding to
Bacchus is followed by eight lines suggestive of Christ Shelley’s

phrases follow the same paradoxical pattern as Hunt’s dese
cription quoted ahove:

S moving from
idealizes the portrait

A Love in desolation masked;
Girt round with weakness;—it can scarce uplift
The weight of the superincumbent hour,

—a Power

Hunt’s image of

a thing issuing from out theair—and if it w

ere to be carried
away by it, as if it could

submit and so resume itself

already implied in the ¢

ying cloud’ of the first stanza is
amplified in the lines,



Mourners Shelley's Adonais

[t is a dying lamp, a falling shower,
A broken billow ;—even whilst we speak
s it not broken ?

These lines do not specifically mention Chyist but

. __especially Raphael’s Christ as inte 1t sug
1.}1;;15 implication emerges to the surface Onzgr%ﬁm:ylafg: ;
of stanza XXXIV. The intention of the last stanza seems tobe §
i e mourncr OO0 aled his sufferings under a mask. Thes e
mask of Bacchus consisting of flowers conceals the suffer
Chist with the “branded and ensanguined brow, This com

lexity of the portrait reflects the habitual manner in wc}(:irf-; o

Shelley speaks of Hunt’s appearance as concealing the reality 1
B
|
|

AN

within him. When he receives a likeness of Hunt drawn by
Wwildman (a picture greatly admired by Shelley’s visitors2
and probably still in his rooms as he composes the elegy)
Shelley writes to Hunt in August 1819,

What a delightful present! It is almost yourself, and
we sate talking with it, and of it, all the evening, ,Tkm ‘
wants nothing but that deepest and most earnest look with which
you sometimes draw aside the inner veil of your nature when you
talk with us, and the languid lustre of your eyes.* (Italics

mine).

The same sense of contrast between Hunt’s exterior and his
inner self is expressed in the lines describing Hunt in the

‘Letter to Maria Gisborne:’

And there is he with his eternal puns,

Which beat the dullest brain for smiles, like duns

Thundering for money at a poet’s door:

Alas! it is no use to say, ‘I'm poor?!

Or oft in graver mood, when he will look

Things wiser than were ever read in book,

ixcept in Shakespeare’s wisest tenderness,®

\ ' 3

Hunt himself says that the contrast Was implied in Shelley’s
last lines to him comparing him to fire-flies:

ent he wrote, which was a welcome to

The last fragm
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me on my arrival from England. bega,
taken from their dusk look agd the E:cg ?;
which he found a likeness to his friend 27

Among the cancelled passages of Adonais we haye
Shelley’s first draft for the portrait for Hunt. 11: "
acknowledging Wildman’s drawing, he speaks of ‘tﬁat
and earest look’ he associates with Hunt, In another 1etter
phrase is ‘that kind and earnest face’® The draft stanza begts
with the line (obviously varying the same idea and :I.,
‘And then came one of sweet and earnest looks,” and then proce |
to suggest the same habitual contrast between the outer and

the inner man in Hunt:

Whose soft smiles to his dark and night-like eyes ;I
Were as the clear and ever-living brooks ek
Are to the obscure fountains whence they rise,

Showing how pure they are.? R

The image of a Christ within the outer Bacchus-like appearance ==
conforms to Shelley’s habitual picture of Leigh Hunt. e
In the juxtaposition of Christ and Cain there is further
evidence to show that the portrait is probably Leigh Hunt’s, =55
Writing to John Taaffe, Shelley denied any irreverence
or sarcasm.? The Cain here referred to is not the Gain of 3
orthodoxy, but a character like the gentle hero of Byron's
play Cain on which he was at work almost at the same time as
Shelley was composing his elegy. It is probable that Shelley
may have known Byron’s interpretation of the Christian
legend in favour of a gentle Christ-like Cain submitting to his
branding with resignation. Indeed Tom Moore suspected that
Byron’s play had been inspired by Shelley.® In any case
Shelley admired Byron’s Cain, comparing the work to Paradise
Regained—a comparison implying the similarity of the heroes
of the two works.*> When Byron’s play was attacked as blas-
phemous, Leigh Hunt defended it in The Examiner of February
22, 1822 interpreting the hero as the innocent victim of the
questionable justice of the eternal avenger of popular belief.
Thus it seems likely that Shelley’s description of Hunt as Cain



Y rct_i_al moan’ of stzctllliza xxxiv suggests Hunt's sy
1 the dead poet istinguishing him from the mere
&ehntglc?% yron O Moore. The person referred to in the b e

Bidetact " other’s fate now wept his own’ could also be Hunt,

ase

of j dI;:;i‘ ocours in tjne clcfgy }(:f Moschu‘s. 'It may be recalled
4o Hunt's trapslatlon_ 0 t‘e elegy, ‘Bion and Moschus'
ap cared 11 Foliage. 1t 15 reasonable to assume that Shelley
who knew the co'ntenFs of the. blook well would remember the
ranslation espema}ly in describing Hunt among the mourners
hile composing his own elegy modelled on Moschus. Shelley’s
neaning is prqb&bl}t that in t}}e fate of Moschus Hunt wept
i own—thus implying a certain tragic irony in the translator
" of Moschus soont finding himself similarly bereaved. This
intcrpreta,tion also explains the phrase ‘the accents of an
unknown Jand’ as an allusion to the elegy of Moschus on Bion.

Thus the probable allusions to Hunt’s works, beliefs, favourite
prints and personality point to the conclusion that the four
stanzas portray him and not Shelley. The evidence in favour
of the current view s the phrase, ‘of less note,” suggesting by
:ts modesty the author himself, But compared to the better
gnown Byron and Tom Moore, Hunt also could be described
25 one of ‘less note’. The phrase ‘heautiful and swift' might
suggest Shelley to his readers, especially because of the applica-
tion of the epithet ‘swift’ to himself in the ‘West Wind’. But
would Shelley have called himself beautiful too? The simi-
larity between the Actaeonlike figure and that of the hero of
‘Alastor’ or of Shelley himself in ‘Epipsychidion’-—-anothcr
possible basis for the current conjecture—Iis by no means
conclusive; nor need ‘Nature’s naked loveliness’ be the same
as Platonic or Intellectual Beauty. There is no reason why
Shelley should speak of himself in the third person mtheso
stanzas while he used the first person in stanzas 1, Xvit angi
(more elaborately) in the last stanzd of the pOCI.n'fOI_IOWIf‘g hm_
model in Moschus. The sense of pcrsecution implied in ﬂ_l“-
passage is generally held to reflect Shelley's fate and his sell:-
pity. But Hunt was equally the victim of persecut!

on especially
in the early months of 1821 when Shelley was at work on the

‘new SOITOW as Rossetti points out in his ediion



is was composed—FHunt writes to

1 have indeed had a hard bout of it this time;
ortrait you have with you sympathised with my appe
~ ance like those magic glasses in romance the patienc
~ found in it ought to look at least twice as great, and th
~ cheeks twice as small. -

“The thought that Hunt and Keats, no less than himself,
~ faced the same hostile world was certainly in Shelley’s mingd
as he composed the poem. In the draft Preface he says: 3

The offence of this poor victim seems to have consiste
in his intimacy with Leigh Hunt. ..

Y.
«

Y
e -

Must we then assume that the stricken deer can be no one™
else but Shelley? If Shelley was prone to self-pity, let us not
forget that he was not without compassion and capacity
generous friendship. Later in the same year he exerted himself
to rescue Hunt and bring him to Italy with the help of Byron.

If these four stanzas are thus a portrait of Hunt, the stanza =
following them is probably a portrait of Joseph Severn, Though =
Shelley says in the Preface that he did not know the circums-
tances of Keats’s death till the poem was ready for the p
yet he had it still with him when John Gisborne passed on |
him the report of Robert Finch on the last days of Kea
The mourner in stanzas xxxi-xxxiv is described as the ®
of ‘that crew’. This suggests that Shelley added the mo
m stanza xxxv later—probably before going to the press
Ifnme.diately after the receipt of the report. The report

: ;lon:_m particular Severn’s sacrifice for the sake of the d)
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¢ ]l.{oumc'-r
¢ all and sacrificed every prospect to accomp
| «+ his friend . .. risked his li |
Sratoh over 1E T . risked his life by u
i pon his friend.™ by unweatied

el 4
—
-
)
—
—
.

quotes these very words in his Preface:

Mr. Severn - - alr_rzost risked his own life, and sacrificed
soery prospect lo zmwmru.?d attendance upon his dying friend. |
Had I known these circumstances before the compllet.ic.n;,
of my pocml I should have been tempted to add my feeble

quse to the more solid recompense which

! ribute of aPPl
the virtuous man finds in the recollection of his own
motives. MT. Severn can dispense with a reward from

such stufl as dreams are made of. (Italics mine)

\

| Shelley’s appreciation of the silent depth of Severn’s sacrifice
and his desire not to yield to the temptation of adding his
feeble tribute to the more solid recompense the virtuous man

finds within himself are precisely articulated in the final lines

of the stanza:

x with inkarmonious sighs

Let me not veé
Lat heart’s accepted sacrifice. (Italics mine)

The silence of t
word silence in the
the ‘lightnings’ of
ntioned ; Moore

able complexity about the

her mourners are poets;
be veiled, but they are me
f Ireland; Hunt, as we have argued
ging new SOITOW: Only this

There is a prob
context. The ot
Byron’s ‘song’ may
is the ‘sweetest lyrist’ o

here, makes a ‘partial moan’ sin
mourner is represented as silent, Shelley has referred to the

oet-mourners indirectly by alluding tO their works. It is
probable that as he turns to portray Severn in the same
manner, his imagination Etppmpriately represents the paint-‘:‘-r-
mourner with his ‘dark mantle’ leaning ‘o’er the wht_te
deathbed’ 1in silence—thus visualizing the scene as in a stll

picture:

hushed over the dead?
that dark mantle thrown?

What softer voice is
the white death-bed

Athwart that brow 15
What form leans sadly o’er




mockery of monumental stone,

é‘.he heavy{;eart heaving without a mogy» (Ita,lic's ik
We may note that the past tense is used for the gt ep o
but the use of the present tense for this pictyre Confirg g
appropriate timelessness—alike tha}t .of a stil picture_'and_
an everlasting memory of the oISy —whileSin g
implied in the interrogative syntax is Suggestive of ap : N
seeing a picture in wonder about the identity of the coye, 0
face. The proximity of this mourner to the death-beq 'j:-_:_..
suggests the friend who nursed Ke.a,ts n his illnegs, The Wops
Taught in the seventh line usually interpreted ag applicah]q i k.
Hunt could be no less applicable to Severn,® Thys the silence

of the sacrifice and of the grief, and the silence of the Paintep
art are wrought together in the sti]] picture before which the
poet yielding to the painter-friend alike in love ang iy art ﬁ‘
withdraws as it were without vexing the silence with his inpgp.
monious sighs. Sending a copy of Adonais to Severn in N Ovember
1821, Shelley writes that

it was written before he could obtajp
any particular account of Keats’s last moments:

I have ventured to EXpress, as

I felt, the respect and
admiration which your conduct t '

owards him demands,ss

This expression is o
follow that it is not
Poet’s sighs would b
Severn’s picture of
him the only appr
eloquent silence—

10 a painter and ¢
dead poet,

f course in the Prefa
there in the poem
¢ inharmonious, and
sacrifice undisturh
Opriate tribute, th
appropriate bec
O the genilest of 1)

also. In saying that a
leaving the silence of
ed, Shelley is paying
¢ tribute of a poets
ause it is addressed at once
¢ wise in his devotion to the

%

g

ce. But it does not
3
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BOOK REVIEWS

v The Sense of an Ending: Frank Kermode, Oxford University e

Press, 1967, § 5.75. .

Proressor Kermode’s new book is exasperating and stimulat-
ing at the same time: exasperating for the author’s refusal to
'go the whole way with us after rousing our expectations in a
particular direction, stimulating for its unusyge insights that
open up new vistas of exploration. Too often Professor Kermode
refers to other writers as if in an aside, and just at the moment
when we expect a discussion, he moves on quietly to another
oint. What we are left with is a veritable rosary of names, big
and small, strung on to abstruse but engaging ideas. Yet Ker-
mode at his best (there are numerous instances of his best
criticism in this book) teases us into renewed thinking about
|the entire problem of the relationship of literature and reality.
The Sense of an Ending, an essay in the history of ideas, is
about the relation of the human mind to time, or, as Wallace

Stevens puts it, the ‘power of the mind over the possibilities

of things’ (The Necessary Angel, p. 136). Kermode sets out to
of history,

explore how this relation is expressed in terms
religion and literature. That fiction provides maximum material
for the elaboration of the author’s thesis is not to be wondered
at. The novel is the art form easily adaptable to the changing
conditions and also a uniquely sensitive register both for the
expression of personal relationships and for the diffusion of
:deas. Kermode’s interest is not that of an analyst of the
modes of narrative technique, but of an inquirer investigating
the how and the why of the changing conceptions of reality
and human culture. He believes that man imposes a pattern
on time in order to grasp and make sense of it. Faking, plot-
making, ‘the play of consciousness over history’ (p. 57)—this
:« how he describes these contrivances of the mind. There is
nothing startlingly new about this thesis; critics and aestheti-
cians from Aristotle to Auerbach have written extensively on
this subject. Jeremy Bentham and Vaihinger have made deep
_studies of the theory of fictions (See Wylie Sypher, From
Rococo To Cubism, pp- 12;23), and some contemporary poets
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and novelists have been concerned with this problem (T feq]
I understand/Existence/. .. .only through my art/In terms of
combinational delight’. John Francis Shade in Pa-le. Fire),
Kermode’s theoretical position, in fact, is very near Valh'u}ger’s
and he accepts fictions as menta.l stfucturf.:s,' not ,ﬁmpmca.lly
provable, but nevertheless—*as lf_’ in Vaihinger 5‘ PhFaSC——-
useful. ‘Fictions do what Bacon said poetry could: ‘give shoy
of satisfaction, wherein the nature of things doth seem to deny
it’ (pp. 62-63). Again, echoing Yeats Kermode says: ‘Reality
is the sense we have of a world irreducible to human plot anq
human desire for order; justice is the order we find or impose
upon it’ (p. 103). Although he builds on borrowed foundations,
yet he manages to say much that is sound and more that is
original. I think Kermode’s attempt to see literature steadily
and in the whole context of similar formalizations in history,
religion and science presents a successful new angle on the
relationship of art to other disciplines and modes of knowledge,
Like literary fictions, he says, other fictions “find out about the
changing world on our behalf; they arrange our complemen-
tarities! In a telling summing-up of this argument he says,
‘it 1s not that we are connoisseurs of chaos, but that we are
surrounded by it, and equipped for co-existence with it only
by our fictive process’ (p. 64).” In this way history and literary
narrative are both complementary activities for both formalize
and imply explanations of human topics and assumptions.
History and the novel have much in common (in spite of
Aristotle’s clear separation of the two) for both involve faking
and pattern-making and placing of relevance in unsuspected
places (this theme is developed further in a recent contribution
by the author to a new magazine, Novel, pp. 231-238). Such
a viewpoint enables Kermode to show a continuity between
the fiction of the Apocalypse—Kermode’s paradigm of all
fictions and Christopher Burney’s attempts in solitary cons
finement to impose his humanity on the world (p. 157)
Kermode harnesses his mammoth schol
this continuity through five

arship to discover

densely packed chapters of the

book and reveals his critical powers as that of a synthesizer

and consolidator of the first order, We move through an

mpressive range of works from Spenser’s Faerie Queene to the

most recent works of Robhe-Grillet and Samuel Beckett. The
~
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{0 its absence in the works of Robbe-Grillet, -

" After exploring the need for consonance, the study turns 107

the conflict between the deterministic pattern suggested by
the notion of the plot and ‘the freedom of persons within that
plot to choose and so alter the structure, the relations of
beginning, mlddlﬂ_and end’ (p. 30). This conflict is nowhere
more urgent than in modern literature which is characterized
by a sense of a Crisis. Appropriately enough, Kermode rigor-
ously analyses the attempts of modern writers from Yeats to
_Burroughs to make sense of the characteristically modern
approach to reality and art. This section yields the most
illuminating criticism on the discriminations of the modernist
movement. Kermode’s gradations derive from the attitude of
modern writers to tradition. While Yeats, Joyce, Pound and
Lewis were rooted in a sense of the past in spite of the sub-
versiveness of their artistic strategies, the contemporary Avant-
Garde is a mere novelty without any awareness of tradition
or continuity. The Naked Lunch is ‘a kind of Satura, without
formal design, unified by the persistence in its satirical fantasies
of outrage and obscenity’ (p. 117). Beckett, however, 15 2
transitional figure, for, his clumsy inflexibility of style and
distrust of design notwithstanding, there is in his nihilism a
hankering for a lost order. This assessment of Beckett, radical
in its traditionalism, saves the author of Watit from the fate
that Kermode prescribes for the tradition of the new and places
him among the tragic writers of our age (cf. the augustinian
overtones in the beginning of Godot, for instance). Thanks
to this perspective on the modern movement, W& are better
able now to assess the significance of writers like William
Golding and Virginia Woolf.
In his analysis of La auset, again very penc:trating, Kermode
naturally pinpoints a situation in which the need for order
\is regarded as a surrender to bad faith. In this novel Sartre
is concerned with our actual awareness of things and people
and how this awarencss is tarnished by the ‘solidification or
closing of the texture’ (the phrase is Tris Murdoch’s) demanded
' f language. In Kermode’s scheme of

by the fictive nature 0 :
argument this book presents a vivid and searching experience
of tension between ‘fictions as We use them 1n our existential
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| ; gudy runs the entire gamut from Aristotle’s theoty of plot
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 crises, and the fictions as we construct then in books® (p, 35)
- I spoke of Kermode's scheme of argument, for in this book he

is concerned with schematic configuration in which art andq
reality assume different relationships under the changing

conceptions of the world. This is not surprising in the gelf.
confessed admirer of Wallace Stevens who looms behind every
of the book. Consequently, Kermode’s mode of inqui
is vitiated by a narrow exclusiveness and, quite often, threatens
to reduce works of literature to the status of an illustration,
Our irritation becomes all the more pronounced when sych
an approach fails, as it usually does with thesis-oriented books,
to provide a frame of reference for evaluating a writer’s efforts

to impose a pattern on his material. This doubt is provoked by :

the very nature of Kermode’s inquiry as relevant both to the
history of ideas and the technical aspects of the writer’s craft,
even though the latter is not the author’s concern here. There
is no acceptable criterion for judging the relative merits of g
La Nausee and a Macbeth except the rather impractical one
offered in the critic’s terms of reference. In the context of the
modern novelist’s preoccupation with design such a criterion
is urgently needed. Here, in order to be more explicit, I would
illustrate from Lawrence’s novels. Women in Love and The
Rainbow are both concerned with paradigmatic relationships,
but whereas The Rainbow escapes the circumscription of an
allegory by the mimetic adequacy of its material, in Women
in Love allegory determines every movement of the contrapuntal
rhythm of the Gerald-Gudrun and Ursula-Birkin relationships.
Kermode’s book fails to provide a norm that would reconcile
the visionary intensity of Women in Love with its closed form.
Kermode’s thesis applies richly and suggestively to fthose
works only which tackle ‘the ineluctable modality of the real’
more or less directly; Tom Jones, Tristram Shandy, Ulpsses,
To the Lighthouse, The Man Without Qualities, Pale Fire. It
wouldn’t help us with works where the borderline between
reality and symbol is kept deliberately blurred. Pincher Martin
and Free Fall, Andrew Sinclair’s Gog or Flann O’Brien’s 4t
Swim=Two-Birds and The Third Policeman.

Another question arising out of the book but vaguely seized
by the author is: what stirs the need for order and impels
men to make sense of reality through fictive designs? Is it



r-f——
The Sense of an Ending n_"s |

wish-fulfilment or the s
B e s :&ilécgge of ‘the possibilities of things’?
el ccomes a dodge against reality
summed up by Nietzsche: ‘We h 3 :
not to die of truth.” If't Wk
\.” If the second, then all artistic explorati
must go beyond mere adjustmcnt’ to a new sit tiexplor:m::ln
. : Justn situation. Indee
it must fjanscend that situation. Kermode’s observations ar::
2} 111)1‘0\11121 nf that we cannot help asking for more concentra=
on and t ought n the answering of the basic questions
regarding the creative impulse.
AS]';5Iu1t 'Ehese dfefects do not damage the book’s solid merits.
.sa1E1 earher,.there is much that evokes our gratitude and
a‘dn}lratlon,. particularly the happy marriage of diverse dis-
ciplines Whl(fh provides ample confirmation of the author’s
premuises. This book has been in gestation for years (sections on
lSpenser and. Lear were first discussed in faculty lectures at
NIa,l:lChflStCI‘ in ear.ly .1963); and, in spite of a ceremonial for-
mality of style, this is one of the few seminal books of con-
temporary scholarly criticism whose influence will be felt
for many years. Only Auerbach’s Mimesis achieves more by

virtue of its oceanic scope.
M. L. RAINA

o Jets from Orange by Zulfikar Ghose, reviewed by R. K. Kaul,

Macmillan, 1967.

Tug TiTLE of the latest collection of Mr. Ghose’s ROSIDS 1S
slightly misleading. It does not celebrate the 0ozing of juice
from oranges in Autumn. It gives a view of our planet from
a jet. (In fact it is full of Boeings, Tridents, V(C 10’s and
Caravelles). Orange in the title is a place name which empha=
sizes the alien landscape of the descriptive poems in this
collection (not that his native landscape is forgotten).

I believe it was C. Day Lewis who first described a journey
by air in a pocm, i.e. Flight to Australia. Mr, Ghose attempts in
o number of poems 10 give an aerial view of man and nature

from different heights:



ite of th“up'to-date idiom of the poems and the
of their themes, the sensibility of Mr. Ghose cop

> controlled by disciplines “more ancient than aerg.

amics™ (p. 14). When he renders some Punjabi folklore
to English he seems to be perfectly at home in the society
- of landlords and vassals: e

Some years back I hired a groom, a peasant
with as much emotion as a tree’s bark,
and yet he is an animal whose scent
attracts me like a hound. (p. 42)

It is natural to compare Mr. Ghose’s poetry with that of his
contemporary, Mr. Dom Moraes. The charm of Mr. Ghose’s
poetry lies in the complete absence of a persona. The man
behind the poems is identical with the poet. When he addresses
his mother:

you

who lie propped between illness and illness

slowly thinning to the bones of worry you chew day
after day. (p. 29)

or his grandfather or his American friend (see “Autumn
Letter” pp. 38-39) the poct is indistinguishable from the man.
This kind of poetry is dangerous, at least for his future bio-
graphers, They may be tempted to look for cluf:s to rffal per-
sons, for example, they may identify the American friend of
“Autumn Letter” with the American poetess he talks so ecsta-
tically about in his Autobiography. That of course would not

~ be his fault. Still it is somewhat disconcerting to read a poem
~ like “Madam” in which Mr. Ghose quite unself-consciously

. talks of his Freudian infatuation with a calf (pp. 34-3%):




et o i SRR TR )
ets from Orange s i

Such occasions, however, are rare. Besides they refer to in- |
cidents of his early childhood. On the whole, the reader’s
participation in Mr. Ghose’s voyage of self-exploration is '
quite exciting.

There is a freshness in Mr., Ghose’s observations and medita-
tions. For example, when his plane descends on Cairo he is
struck by the Cranes:

Cranes, absurd as science fiction creatures, stand
where slaves once tore their muscles so that kings
might lie entombed in cool, musk-smelling darkness,
mummified, perfect as butterfly specimens:

the more advances a civilization
the subtler the refinement of vanity.

“Egypt”- p. 25 I“

Tt is this fusion of observation and meditation that marks his
sensibility. His personality may appear simple and his poetry
may be lacking in ambiguity but it is not lacking in richness or
depth. About a beggar asleep on a pavement in Bombay he

writes:

His arms and legs could be cracks in the stone,
routes for the ants’ journeys, the flies’ descents.
Brain-washed by the sun into exhaustion,

he lies veined into stone, a fossil man.
“Decomposition”. p. 2%

The comparison between 2 sleeping beggar and a stone is a
very old one but Mr. Ghose has made it for himself. His
poetry is not second-hand. He complains of his lack of roots
(“My music is hybrid jazz of no tradition”, p. 4) but he com-
pensates for that loss by adding a metaphorical or mythological
dimension to his observation. For example, the use of the
word “brain-washed” in the above quotation invests the
situation of the beggar with an unexpected meaning, Similar-
ly in “The curf-Rider” he not only describes the movement
of the rider with precision and mastery but also suggests
mythological comparisons without naming any of the Greek

gods:




The illus on,
hat a god had risen from the ocean

d miraculously walked upon water, breaks,

subtle allusiveness of these lines shows how Mr. Gho
the-effect of flatness in poetry without roots,
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and in London.
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Longmans’ Annotated English Poets

Published:

E‘HE POEMS OF MATTHEW ARNOLD
Edited by Kennera Arrort — 30 sh.

. THE POEMS OF JOHN MILTON
" Edited by Carey anp FowrLEr — 63 sh.

In Preparation:

GRAY — COLLINS — GOLDSMITH
Edited by R. H. LONSDALE

BLAKE
Edited by W. H. STEVENSON

COLERIDGE
Edited by C. G. MARTIN

SHELLEY
Edited by G. M. MATTHEWS

KEATS
Edited by MIRiAM ALLOTT

TENNYSON
Edited by C. B. Ricks

ORIENT LONGMANS LTD.




OXFORD
HISTORY OF
ENGLISH LITERATURE

The Oxford History of English Literature will be co

mpleted
i twelve volumes. Each volume or half-

volume is an inde.
pendent book, but the whole series will form a continuoys

history from the earliest time to the present day. The aim is
to interest not only the scholar but also the ‘general reader’
who has no special knowledge of English literature but js
interested in it for its own sake or as 2 part of the history of

. the English people. Mainly a history of literature, it does not
neglect the other arts, and it is also 2 history of ideas, political,
philosophical, scientific, and social, in so far as these are ex-
pressed in the literature or assist the understanding of it, All
the contributors are acknowledged authorities on their periods,
and each volume incorporates in text and bibliography the
results of the latest research.

Two New Volumes
Volume IV Part |
THE ENGLISH DRAMA
1485—1584
By F. P. Wilson
27s 6d

Volume VI

ENGLISH LITERATURE IN THE LATE
SEVENTEENTH CENTURY
By James Sutherland

955

OXFORD UNIVERSITY PRESS
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