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THE BEGGARS APE: A JACOBEAN
SATIRE

By T. P. CHIDANAND

SPENSER’S poems were imitated by a host of writers, fascinated
as they were by his verse techniques and the allegorical patterns.
Of these Prosopopia or Mother Hubberd’s Tale found a special
favour with the imitators, what with the ‘calling-in’ of the
poem, the stir it caused in the literary circles and the disfavour
of the Establishment which it brought to Spenser whose pique
at slow preferment had made him wield the fiery scourge. It

must be remembered that the Elizabethan Age was an age of

vigorous controversies, scurrilous pamphlets and raging pole-
mics, which found special delight in pressing into service a
merciless whip of cruel satire. It is now being proved that,
contrary to the popular belief, the Elizabethan mind, in spite
of its being greatly thrilled by new discovery and new adven-
ture, was often a prey to pessimism, being overawed by the
ideas of mutability, the degeneration of man, the decay of social
order and indeed of the world which, it was apprehended, was
approaching its end. All this erupted in literature in the form
of scathing attacks on different parts of the body politic.!

Spenser’s aim was obviously to scourge the political happen-
ings of the time and lament his neglect after all the adulation
he had heaped on the Imperial Votaress, his beloved Gloriana
or The Faery Queene. The traditional form of animal fable
helped him in masking his intent but at times the mask was
thin and the intent showed and this brought on him the wrath
of the powers that be. Spenser’s imitators, taking a cue from
this, carefully circulated their concoctions and rarely dared to
burst out into print. The Beggar's Ape, which closely imitates
Spenser’s Mother Hubberd’s Tale, was published eleven years
after the death of the author, one Richard Niccols, an Oxford
graduate who died in 1616, The poem, until recently, was
attributed to Drayton who in spite of his ‘translunary things'
was but a minor poet and a minor satirist.

The poem was probably written in 1607 but either circum-
stances hindered its publication or Niccols thought it unsafe to




_probably to go to the history of the period,
s I came to the throne two very capable men, S y)
: elgh and Henry Percy, Earl of N orthumberland, Jog
~ with the King and were in consequence sent to the T,
~ London. Almost simultaneously James I showed favour o
~ worthless men of the time, Philip Herbert, Earl of Pembyg
and Montgomery Edwards, Baron of Cherbury, and iny
them with authority. ;
James I, as we know, was no administrator and in ¢g,
quence corruption swiftly invaded the court and the goy
ment. The court banditti and the titled marauders helped th e
selves to public money and as a result of this the Governmeng
treasury was almost completely depleted. Alarmeg at this,
James I in desperation turned to his nefarioys advisers, They
thought of an ingenious plan to replenish the dried up co
of the Government. Titles were to be conferred for certain neat
sums of money irrespective of the person’s worth or his services'
to the state. Any fool or scoundrel could buy a title if he
could spare the required sum of money. The prices of the it

varied according to the dignity or the so-called honour
were supposed to confer. o

The sale of titles became one of
time and brought James I into disre
and scathing pamphlets c

the great scandals of
pute. People grew furious
ame out. Spenser had shown ex ep-
tional courage in mounting almost a frontal attack on ord

Burghley and his son Robert Cecil, the corrupt courtiers who
had battened on the public exchequer. The memories of
Spenser’s Mother Hubberd’ s Tale were still green in people’s m

| the time, imitated Spens



 The Beggar’s Ape in Huntington Libra
of the opinion that James I stands for
in as much as it is he who, being
Robert Cecil, the Earl of Salisbury, to carry o
administration. A P LG
 The poem was almost a frontal attack on the s
During Queen Elizabeth’s reign even a sly glance a
and her affairs meant a life-long confinement in the
not the amputation of hands or the losing of one’s
memories of that reign were still fresh in men’s minds
was only the foolhardy who could dare launch such an a
But poems and prose pamphlets could circulate in manusci
form and men of the Stationer’s Register could hardly do any-
thing about this. It is, therefore, possible that The Beggar's Ape
might have circulated in manuscript form delighting the minds
of the young and the fiery who had a special taste for such :
stuff. This explains why the poem was printed in 1627, nearky S S
eleven years after Niccols’s death. There was every danger of el
the poem being called in as Spenser’s was. Spenser had got off
lightly in view of his prestige and the ‘crouching’ and the
‘fawning’ which, as he himself said, he had so basely attempted.

Niccols probably wrote the poem because he wanted to open
the nation’s eyes to the prevalence of vice and corruption which
was bringing into disrepute the sceptred isle, the jewel amongst
the nations. The sale of titles and privileges must have greatly
angered him and he seems to pour his wrath into this beast
fable of his. The Beggar’s Ape may be summarized as follows:

It was the month of August, the same month of pestilence
that we find in Mother Hubberd’s Tale, which gives a symbolic
background to the sickness of the nation and its affairs. The
poet was abroad walking leisurely with no special destination
in his mind. Very soon he entered a grove. As he sauntered
along he saw a group of beggars telling stories to each other.
One of them told this story of the Ape.




Ape's Isle. His tail w
cits which he had practised op o,
come to the Lion’s court whee 1, *
the Goat to enlist him in his
declined his offer. Sorely disappojp i
roached the Fox, an o.ld acquaintance of ,(%I |
ccupied an important pl.ace in the Court, The Foy
o Ape’s guile was mﬁmte’thoug.ht that it y _
tageous to him to have the Ape s services. He, they
ately greeted the Ape .and enlisted him in hjg
Together they formed an alliance. Thf:y NOW turpe
tion to the Goat, a lecherou§ courtier, and the |,
" had come to the Court loaded with his father’s riches
N ‘back. The Fox and the Ape then successfully sold knig
{0 the Ass and the Goat in exchange for their wealth, E
1 by their initial success they offered for sale similar hg _,
in consideration for certain other amounts of fees, The pe
o Elephant, a worthy counsellor of the Lion and the keeper
' treasury, suspected the Ape and attempted to stop his kna
- ‘The Ape flattered the Ass and induced him to challenge ¢
~ Horse to a race. The Ass is completely disgraced and re
* home humbled and poor. The Ape now makes it possible §
o the Wolf to prey upon the small beasts of the forest. Buts
‘the Wolf attempts to entice the urchin hedgehog away
€at him up, the Squirrel prevents him from doing so. The
Ti who has a powerful alliance with the Ape succeeds in gel
-~ the urchin hedgehog and the Squirrel banished from th

R
e

. The Elephant who sees the Ape’s knavery finally orders!
* ApEs revenue to be cut off from the Royal treasury. The
; € loses his income. The two then decide to go to
yside and instigate the Ox and the Sheep (01
#tions and then charge them with treason, This would
A€iture of their estates which they could then m¢
B 1ol |ﬁ
Ve as loyal citizens who had brought the criminals to
and the Sheep unsuspectingly utter the commonk
lifz atcourt and the wicked courtiers. The .



‘Makin g a show of loyalty to-

“declare the speeches to be tr

- the Lion. A court is now held for the trial of
- Horse. The defence of the Ox is sufficient |

- charge. The Elephant now denounces the Ape as a |

~cator of charges. The Fox is then questioned by the B¢
~ who wants to know if the Fox i prepared to indict on 0a

" Oxand the Sheep. The Book is then brought into the c¢

But when the Fox is about to take a false oath, the

Jove who cannot bear the pitiful sacr

~ Sheep on the altar of unt

15010

is then whipped about the forest.

The poem directly remainds us 0
Tale. The principal characters, the Fox and the Ape, have all

the Spenserian characteristics, namely that they are peripatetic
rogues who practise all kinds of knaveries in search of fortune.
Like Spenser’s Fox and Ape, they ultimately reach the Court
where they find a rich field for their chicaneries and cozenages.
The similarities are so many and 50 obvious that they give an
impression that Niccols has straightaway borrowed his charac-
ters from Spenser. The poem appears to be a direct sequel to
Mother Hubberd’s Tale.

Now the question is, who is the Ape and who is the Fox in
Niccols’s poem ? Since the Fox in Spenser represents Burghley
it is possible that the Fox in The Beggar’s Ape represents Robert
Cecil, Earl of Salisbury and son of Burghley, who succeeded
his father in office. It is difficult to say for whom the Ape
stands, though there is a possibility that Henry Howard, the
Farl of Northampton, may be identified as the ‘ape’, since
Howard’s family was a Catholic family and Niccols contempt-
uously refers to the Ape as of ‘Scorpio’s brood’. J. P. Collier
identifies the Elephant as Thomas Sackville, Baron of Back-
hurst and Earl of Dorset, who was Lord Treasurer until 1608.*

But while Mother Hubberd’s Tale has four spheres of action,
viz, labour, the Church, the Court and the Administration,® The

ifice of the Ox and the
ruth launches his thunderbolt from
Olympus, which frightens the Fox and singes his fur. The Ape

f Spenser’s Mother Hubberd’s

Beggar’s Ape lashes out at the court and the administration only.




expose one of the festering evils of
itles for raising money for the Tre su
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‘THERE WAS A TIME. ..

By S. JAcADISAN

TuE FIRST four stanzas of Wordsworth’s Ode on the Intimations
of Immortality were composed on 27 March 1802. Coleridge
joined the Wordsworths on 19 March 1802 at Dove” Cottage.
‘Dejection: a letter’ was composed by Coleridge on 4 April
1802. It was originally addressed to Sara Hutchinson and ran
to 340 lines. The original draft was revised and its length
reduced to 139 lines. The poem under the title Dejection: an Ode
appeared in the Morning Post, ironically enough, on 4 October
1802, the day of Wordsworth’ sweddmg with Mary Hutchinson.?
The Ode in its final form was addressed to the anonymous
‘Lady’. The influence of the two poets on each other since their
meeting in 1797 was poetically fruitful, culminating in The
Lyrical Ballads.

The Dejection Ode, unlike The Rime of the Ancient Mariner,
Christabel, and Kubla Khan, is most deeply‘autobiographical and
intensely personal in tone. The Ode may be regarded as
Coleridge’s swan song, the last of his better poems. The main
point of similarity between the Dejection Ode and Wordsworth’s
Immortality Ode is that both of them describe the failure of
sensibility. The two poets were robbed of a particular personal

facul_ty of vision,
There hath past away a glory from the earth. (Wordsworth)
My genial spirits fail. (Coleridge)

Another point of similarity is that the two poets perceive and
emphasise the principle of joy immanent in the world of
Nature, The recurrent use of the word ‘joy’ and its synonyms
in the first few stanzas of Wordsworth’s Ode aclcla emplm\ia
to his ecstatic (xpul(nu of Nature (df’ltgfbt st. 23 joyous, joy,
Jollity, child of joy, st. 3; jubilee, bliss, joy, st. *lr). Coleridge
also identifies the govcmi.np;, opera t.iw principle in Nature
as joy.

“This light, this glory, this fair luminous mist’ (D.0., 1. 62)
—an echo of Wordsworth’s ‘celestial light’, ‘glory’, ‘visionary




_ture’-s_ aspect and his own inncr isolation reach

‘in the line, ‘To me alone there came a thought of

He recovers from it by giving it poetic utterance, which

e that thought relief’. With the pressure of grief relieved,
poet overcomes his initial sense of alienation or distance

etween himself and nature and re-establishes sympathy and
identification with her.

And I again am strong:
No more shall grief of mine the season wrong.

" The tone of Wordsworth’s Ode is paradoxical in the sense
that it 1s a lament in rapturous terms. His partlclpatlon n
LNaturc s unlversal festivity is ecstatic. Heart and head unite

My heart is at your festival,
My head hath its coronal, 4
#The fulness of your bliss, I fcel——I feel it all. 4

N

umehcved pathos of Coleridge’s lament becom
the following two lines are examined in juxta=

py




~ <There was a Time. ..’ 9
Wort?sworth’s triple repetition of ‘I hear’ is an expression of
ltht': invxolab}e harmony he enters into with Nature. Coleridge,
whose loss is total, cannot attune himself to rediscover ‘the
light, the glory, the fair luminous mist’. There was a time when
he could hear Nature’s language and drink her glory. In his
letter to his brother George (March 1798), Coleridge writes:

I devote myself in poetry to elevate the imagination
and set the affections in right tune by the beauty of the
inanimate impregnated, as with a living soul, by the
presence of life.

I love fields and woods and mountains with almost a
visionary fondness and because I have found benevolence
and quietness growing within me as that fondness increased,
therefore I should wish to be the means of implanting it in
others.*?

The attitude of mystic exaltation is confirmed in Frost at
Midnight (Feb. 1798):

So shalt thou see and hear
The lovely shapes and sounds intelligible
Of that eternal language, which thy God
Utters, who from eternity doth teach
Himself in all, and all things in Himself.

_Less austere and ecstatic, the passage, nevertheless, sounds
Wordsworthian.,

In 1802, Coleridge suffered from an inability to listen to
‘the poetry of Nature’ described in his account of the origin and
design of The Lyrical Ballads. His lament over the gap between
his physical perception of the outward forms of Nature and his
own emotional disengagement rings deep. His description of
Nature in her subdued aspects—‘balmy and serene’, ‘tint of
yellow green’, ‘thin clouds’, ‘crescent moon’, ‘stars now spark-
ling, now bedimmed’—is suggestive of a melancholy mood. We
notice two kinds of contrast in The Ode to Dejection. While the
poet is alive to the external beauty of Nature—'1 see’—he has

* Ttalics mine.
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Pbet’s Cf _Vvis
life and sensibility

e I had found
oftiest, still receive
the life within: b

— g

—

at outward forms, the 1
s eir finer influence from

& ?‘Féfr'cyphcrs'clse. S
o (Lines written in the Album at Elibingerode, 1799) =

“These lines are the germ of the poem Dejection” (Garrod).* The
d of Nature springs{rom the mood of the perceiver.4 ‘And

our life alone does Nature live’ (D.0., L. 48). The inner
__vibrates with joy in those

ord—"‘strong music in the soul’
of heart, who, while overflowing with pure bliss in

see themselves in Nature. Since Cole-
e reaction, he 3

- moments of revelation,
ridge has lost his capacity for subjectiv

. ...may not hope from outward forms to win
~ The passion and the life, whose fountains are within.

k- “
Y (D.0., 1. 45-6)

€ mage caused to his power of perception is more perma-
 An inner paralysis has scized him.

ief without a pang, void, dark, and drear
,ﬁﬂed, drowsy, unimpassioned grief, ’
h finds no outlet, no relief, |
In word, or sigh, or tear. (D.0., 1L, 21-4)'!

1¢ alone there came a thou i
jRon ght of grief: :
eiy .-gttcrancc gave that thought E«:Iief. 3
Immortality Ode)
P £y

T R e

A ";I




<There was a Time. ..’ 11

The outward forms of Nature, therefore, can no longer revitalize

¢ recreate the poet in Coleridge. Wordsworth sees Nature
apparelled in celestial light, the light proceeding from his own
soul. While Wordsworth suggests or implies the idea of sub-
jective response and confirms it not by exposition, but by the
communication of his authentic experience, Coleridge defines

B =7 ; K
it in more specific and unmistakable terms.

Ah! from the soul itself must issue forth
A light, a glory. . .and-element! (D.0., 11. 53-8)

. s . Z
Wordsworth enjoys two sources of compensation and consola-

tion in his loss—the mood of recollection and philosophic
enquiry.

Hence in a season of calm weather

. . . EVErmore. (1.0., 11. 62-8)

We will grieve not. . . philosophic mind.
(1.0., 11. 180-7)

Endowed with the power of intense, vivid recollection re-
inforced by a deeply felt mystic experience and perception, he
could \,_re~live his original experience in his imagiﬁation or
memory. The Immortality Ode and Tintern Abbey lines may be
described as poetic exercises in recollection. Tintern Abbey (the
miniature Prelude) is a record of mystic experience distilled in
Wordsworth’s memory. He could revisit Nature in his imagi-

‘nation and capture her magic, even when separated from her

. Iby space and time. Retaining the twofold faculty, memory and
philosophic contemplation, he can still ‘keep watch over man’s
mortality’ and ‘sce the splendour in the grass and glory in the
flower’. Coleridge could rely on no interifal resources (except,
perhaps ‘abstruse research’) to sustain him, for he had sunk
l‘)yfond recovery into a state of total torpor.

Both the poets strike an elegiac note. Wordsworth’s regret,
however, is eclipsed by the thrill of joyous recollection. His
Ode is an ecstatic lyrical outburst. Coleridge is more subdued |
and pensive, Wordsworth beging his Ode witha deseription of his
personal ékperience and later universalizes it by using the first
person plural, ‘Our birth is but a sleep and a forgetting.” His

2




Introductmn and Notes by H. W. Garrod (Lo

, 1928) p. 181.
 Poems of Samuel Taylor Coleridge, ed. A. Hamilton Thop, p
ity Press, 1923), pp. 140-41.




NCE OF DICKENS
ON GEORGE GISSING s

S | By M. K. Croupxury

i

- Grorce Gissivg’s biographer, J acob Korg, thinks that ‘Dickens |

‘has often been wrongly regarded as the mogt important in-
fluence on Gissing.’! This remark needs to be clarified. Gissing
came under the influepce of va lous writers, both English and
continen::,al, like Dic_tém, Me_ggith, George ‘E/Hot, and Bréwn-
ing; Balzac and Zola; Tourgéniev and Dostoievsky, all of whom

contriblit_gtsl to his own characteristic development. But Gissing

vitality of Gissing s to be found

€ aspired to attain a distinctive
place in the hierarchy” of literature. To be precise, Gissin
wanted to be a_creed by hi

ree mself. He was nobody’s disciple,
and fashioned his novels with so much independence that,

practically speaking, in our attempt to trace his sources we
have to be content with very indefinite, often conjectural results,
save in the case of Dickens, Dickens, thus, is not the most
‘ important but rather the most traceable influence on Gissing,
| Incidentally, Gissing has suffered much in being always
| compared to Dickens, .
There is a sharp duality in Gissing’s attitude to Dickens. He
could not love any other author as intensely as he loved Dickens, «
From his early boyhood he was an avid reader of Dickens’s
works which meant for him a separate world by itself. Dickens
entered into Gissing’s very earliest remembered experience and
was respected as a domestic God. His memory was stocked
with the characters and incidents in Dickens’s novels, and he
went out to find their prototypes in actual life. When. in the
year 1877 he first came to London, his primary intenuon. was
not to find out a job, but, as he said, ‘to go hither and thither
in London’s immensity, seeking for places w}}ich hat} been madf:
known to me by Dickens’. In his essay ‘&¢QQ§_1Q_M?mde
(1901), Gissing tells us how Forstf:r’s Life of Dickens aga;ln an
again renewed his courage and his zest for work when 1 e waf
tired out and ready to sink from despair. The inevitable con
- =" , v

In his desire to he original. H




d his position in 5 lettey
¢ struck out a patp for
iction, for one cannot, of course, Compare my
nd aims with those of Dickens.’? Tt is indeed true
sing’s work in some respect is of a kind cssentially
to that of Dickens, As Penfant terrible, he wrote ing
tagonism or revolt. He wrote for a few, and believeq
S artistic congej.

the artist has no responsibility save to his
H ns hat ‘disagreeable

man nature muygg
st have a “plot”,

e rebelled against the assumptions t
ust always be kept out of sight, that hy
>matically flattered, that the hook my

\the truth of circumsta

sorrow.® Gissi
pict life with fait

ances that the readers m
ng thought that Dijcke
hful realism, but that the

ay have joy rather

DS was willing to

desire to entertain
nger motives with

realism, Comparing &

dlizes while Hogarth

y falsify
15 and Hogarth, he said, Dickenside
life—and we cannot heay it". What is true of Hogarth

issing 0o, This i Gissing’s principal charge against
$sing’s literary moral s absolute realism, ‘Real-
m and so on,’ he wrote, ‘signified an attitude of

insincerity in the arg o “fiction,’s According to

kens was guilty of this infincerity,

Dickens proyed formative influence on
ohvious that Gissing followed (e form used by
1ovels with multiplicity of plots and charac-
Y PHOts 1o produce a richness of cpisode,
untarily guided him in the choice of




characters, and situations, though Gissing’s tresten Rkl
onclusion are always different from Dickens’s. Moreover, it may

nnlatmg his purpose as a novelist. Critics held that Gissing’s
- choice of the novel was rather casual and arbitrary. George

Orwellhasvehemently refuted this opinion pointing out that the

novel was as natural and befitting a medium for Gissing as for Vo

any other novelist.® Indeed, Gissing’s choice of the novel gs a
medium was governed by serious int¥lectual and aesthetic
considerations. Above all, the example of Dickens inspired him
positively in this respect. We can note an identity of purpose in

their avowed tasks as novelists. As his Preface to the 1841 edition

~ of Oliver Twist reveals, Dickens too adhered to the principle of

the stern and plain truth, and intended to paint ‘the cold, wet,
shelterless midnight streets of London; the foul and frowsy.dens,

where vice is clesely packed,and lacks the room to turn; the

haunts of hunger and discase, the shabby rags that scarcely

| hold together. . . .’? Gissing also took a similaf oath when he said,
‘I mean to bring home to people the ghastly condition (material,
| mental, moral) of our poor classes, to show the hideous injustice
of our whole system of society, to give light on the plan of

| altering'it....’% Vv -

Gissing began his literary career with about half-a-dozen
short stories written in America. These first attempts reveal two

influences—of Dickens and of Edgar Allan Poe; the latter was

purely“temporary in nature. Two stories need to be mentioned

here—‘Joseph_Yates’s Temptation’ and “Ten Pounds’. In the
— first story, Joseph Yates is a poor accountant in the office of
Gale & Co. His repeated requests for a rise in remuneration are
turned down; neither is he granted any leave. The story shows
Yates’s family trying to make the best of a penniless Christmas.
In “TenPounds’, Gissing pleads the case of Staining, a one-time
virtuous and rich man, who is convicted for a theft of ten
pounds from his employer’s office. In these two stories that deal
with poverty, Dickens seems to be Gissing’s guide and model. &
Coincidental happenings, strong dramatic situations, acts of
philanthrophy, strange rescucs, are Dickensian in their nature.
Honesty is rewarded in ‘Joseph Yates’s Temptation’; and though
the end of the ‘Ten Pounds’ is tragic, it suggests a happy
change in the hard-hearted Mr. Blendon, the employer of

said that Dickens influenced Gissing considerably in arti-

2
p-
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v order of saciety, Dickeng’s r

Gissing with the tentatiye plz
clearly indicates Gissing’s inten:
though a more serious and matyreg
5, .6rphan child, is first seen in g workhe

, cruel and unfriendly world where m; o
e mtegnty and purity of human natyre, R
dend of Arthur’s deceased father, rescyes the chilg

s

uns away and returns to London where, like Olivegl; |
experiences. But hisideal nature cannot be Polluteq -
Ith in which he is forced to live, At last accidentally pa 3
fr. Tollady who befriends the lonely Iad; Tollady j5 -
in the spirit of Mr. Brownlow. The philanthrophie &

rman, the epitome of ideal beauty and venerable

jon slums and takes him under his care, The chy ._

=4

; ".bfomanhood, has a family resemblance with Miss

€rson of Bleak House. During the first part of the novel,
= main characters are children and much of the action

in London slums, a Dickensian atmosphere prevails,
2 neglected and wandering waif, a cruel cockney,

lower class characters, Christmas kindness among the

SUBBESt counterparts in Dickens’s work. However, as
fogresses, with Golding trying to choose between art

orm, Helen Norman actively seeking a philosophy

ther characters €xperiencing mo
y from Dickensian manper and

phical in itg matter, In the courge of his un-

ral crises, the story

{'his day byt rejects them;

Toblem of living by Committing suicide,
St un-Dickensizn proletarian novel, 7Tpe
) sing with the

becomes more or Vi

way of life, Golding en-




e -Ij..'{,

1 5 . W of Dickens on George Gissing 17

» P

__ wawn The mystery about the hoarded money in both the
~ povels creates troubles and adds to the misery of the innocent

beings. Jane Snowdown is a prototype of Dickens’s angel-child.
Mrs. Peckover and Clem can reasonably be said to have their
descent from Dickens’s clowns; Pegotty’s finding of Emily was
in Gissing’s mind when he wrote of Hewett’s recovery of Clara.
Thus Dickens’s novels always furnished Gissing with episodes

and characters.
Gissing was handicapped by all lhgfprejudices_of a cultured
man. Unlike Dickens, he lived as an dlien among the poor; he

did not coneeal his fierce hatred of the low and vulgar classes.

In Born inExile, Gissing’s spokesman Godwin Peak says: ‘I hate

low, uneducated people. I hate them worse than the filthiest
vermin. . . . They ought to be swept off the face of the earth.”®
He made a harsh clinical study of poverty and attacked the
social Jaws and systems. The common charge, therefore, against
Gissing is that, as E. A. Baker says, Gissing ‘had no understand-
ing whatever of the subtle self-adaptation of the poorest to what
seems an intolerable state of existence, of their invincible
vitality and even cheerfulness amid surroundings and privations
that appal a man like himself.’1® While issuing such volleys of
damaging charges, critics like Baker and Frank Swinnerton, it
is obvious, overlooked Gissing’s novel Thyrza (1887) which was
written in the true 'pirit of Dickens. Baker has completely
ignored Thyrza; Frank Swinnerton thought it sufficient to give
a mere summary of the novel. This novel proves that Gissing

nore than Dickens, in his

/could be Dickens, and sometimes I
treatment of the underworld. In his later life, Gissing affected
to despise this book as a piece of boyish idealism. But he was
always greatly pleased by any praise of the study of two sisters,
where poverty for once is rainbow-tinged with love.
The story of Thyrzais partially Gissing’s version of Dickens’s
Little Dorrit; it ends in the unfulfilled dream and pathetic death
of the romanticized pretty young working girl of Lambeth. In
this novel, as Thomas Seccombe points out, Gissing’s ‘sympathy
is fully as real as that of Dickens, but his fidelity to the fact is

reater, Of the Christmas charity prescribed by Dickens, and
of the untainted pathos to which he too rarely attained, there

is an abundance in Thyrza.’ "

Thyrza captures the poetry of the working-class life, It is full
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¢ of Dickens on George Gissing

oty , as in any thoroughfare of the West.. . .

standing would discover t '
much in the slum as in the palace.”*® Thyrza was written

ymediately after the publication of Demos. ' g
. Gissing realized, as he pointed out in Imman{ay{_D_zckefzs, that a
~ povelist of the poor must possess the essential Dickénsian
qualities of sympathy and a sense of identity. z.ﬁt the same tme
he was overwhelmed by the hatsh realities of life, the cruelty of
the social‘laws, and the impossibiliﬁeE of reform; he conse-
qucntlrconccntrated more on them in painting 2 w?rld that
 was blind to poetic justice, sentiments, humour, and 1‘nn0ccnt
‘happiness. The ruthless reality of Hogarthian painting, f;he
brutality of a Zolaesque picture, and the burning indignation
of a Hebrew prophet—these are the strongest elements 11

Gissing’s. _pgnp_r_gnﬂc___stpdy“of the Iow§£___depths_ of London.

Finally, is it because of his growing “wwareness of the un-Dicken-

sian qualities in him that he shifted after 188{5 his locale of
study to the middle classes and then narrowed it down to the

study of the artist-hero and the outsider problem?
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and her attltude towards d
s of changc Initially baffeq
o she is a victim of thaf
rwhelmed by dcath—féjectwn mlpulses y- -
m the beginning o “of her I POEtiC career ¢ ,
reafter, in the middle period—from 1gg
S Son is bisected and her thinking is held in pre
ce between death-rejection and death-accepy
tbe last phase of her poetic career, that is; f,, 1
7 to 1886, she capitulates, gives up her Struggl 3
' ";dcath boldly and gracefully. /
ickinson’s earliest encounter with death, which leﬁ 2 :.'
éﬂbc n her, was at the age of f_'__grteen when Sh& -.
.d the deéxth of her friend Sophia Holland, daughter of
Jolland of Amherst, on 29 April 1844. She recollecteq
xperiences in March 1846in a letter to friend Abiah Roots

have never lost but one friend near my age and with
m my thoughts and her (sic) were the same. It wag *
fore you came to Amherst. My friend was Sophia
land. She was too lovely for earth and she was trans.
t_ed from earth to heaven. I visited her often in sick-

‘the physician forbid any but the nurse to go into her =
-_.Thcn it seemed to me I should die too 1f I could not

he ay mild and beautiful as in health and her
res lit up with an unearthly smile,
ng as friends would permit and when they
k,;-no longcr [ let them lead me away. I
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~ shed no tear, for my heart was too full to weep, but after
she was laid in coflin and 1 could not call her back again
I gave way to a fixed melancholy.

I told no one the cause of my grief, though it was

gnawing at my very heart strings."

The death of Sophia Holland and subsequently the deaths of

her teachers Leonard Humphrey in 1850 and Ben Newton 1

1853 intensified the indwelling fear of death in Emily Dickingon.

In a letter written to Abiah Root, a few months hefore Sophia
VHolland’s death, she had confided:

Does not Eternity appear dreadful to you... I cannot
imagine with the farthest stretch of my imagination my
own death scene—It does not seem to me that I shall ever
close my eyes in death.”

Her dread of mortality was further intensified when slﬂg_i_'us;_:c_l
to formally profess the faith of her ancestors and questioned the
EEé.lity of the hereafter as en unciated by the priests. She could
not, however, escape the sense of guilt that followed this refusal.
She considered herself a sinner doomed to eternal damnation,
Death assumed a dreadful aspect before her, because with it
she associated the concepts of resuffection, eterfiity, heaven
and hell about which she was s€eptical. She also feared God
because He reminded her of death. In one of her early letters
“to Abiah Root, she made the following ironical remark:

God is sitting here, looking into my very soul to see if I
think right tho’ts. ...He looks very gloriously, and every-
thing bright seems dull beside him, and I don’t dare look
directly at him for fear I shall die.®

/
\
| ; : :
Her Puritan heritage had impressed upon her that an angry
God can bring disasters and no disaster can be greater than

- g 3 . 4 -
| ;Ic'ath. Iﬁ'cc@:ﬁ;k_:]*._I'_Iomn_nn“s:.lys, ‘Disasters are signs of God’s
A Trlllg.er.,_ ¢ will prove man’s mortality by destroying his life.’s .,/
18 15 precisely the idea that informs her two early poems ‘I

never lost as much but twice’ N e
1 but twice’ where she employs the epithets

‘B
urgler! B: ; S B
cugler! Banker-Father’ for God, and ‘Papa above! where




Crystallizeq ;
was of g "

’s mind in the early period ; to

1 a destroyer who could mercilessly a!ng
ting human any moment, In the face of g,
ne eath in the visible WOI'ld, she had to be '
ut the impending loss of things dear to her. Mentigy
¢ made of her poems ‘All these my banners be,’ Where .
her fear of the possible loss of ‘May Pageantry’. g :
golden,” where her concern is directed towarqg ifhe"
ea golden’, ‘a crimson Robin’, ‘astar in heaven’, apa"
dering ‘Pleiad’; ‘I should not dare to leaye my frien'dé
ere she lacks courage to leave her fiiend behind Jest deah
aimed him in her absence; and ‘If He dz'mlvea-then___thefé |

nothing—more—’ where she employs cosmic ag wel] as
Christian imagery like ° clipse—at Midnight—’, ‘Sunset—a
er’, and ‘Blindness—on the Dawn—, to convey her fagp ¢
e dissolution of the lover. These poems are typical exampleg®

€ poet’s thanatophohia which in its plenitude transformeq

G a'l
“Oncer,

ar to a neurosis, v

mily Dickinson’s fear of loss through death was psycho enic.,

Atieast three factors might be attributed to shoy the basis of
1ear, First, she was afraid of the metamorphosis of the body
ter death, Second, she dreaded the lol%ﬁ?fess of the dead,
she did not know the final destination of the departed, |

ng the first two, Clark Griffith says, ‘change in all forms "
her; hence death, the ultimate iy change, had to "
" as an egsentiall abhorrent prospect.’ She associated j
morphosis of the quick into dead with ugliness, . de-"
y and magvgotry which belied all hopes of resurrec- A

: body. Death, to her, was a_signal to pulverizing
$0 B¢ active. This might account for the use of the
Of wolf, owl, serpent, vulture and other beasts in an
menta poem “Through lane it lay—through brame _
poem also demonstrates Emily Dickinson’s fearof
bestows upon a person. She uses the neuter
* 10 denote their otherness, Removed from any
Y Ae cold and static, o persona non grata,
rd factor, we may say that W ;




I those Tloved were found
- The bells of Ghent would ring—
g e could, however, get no evidence or sign to Ia}' h_cr dgubtls.*
~ She associated herselfwith the image of a little'boat ha-zardot.;s y
~ buffeting against the defiantly perilous Of 2 _mysteTious
sea as in the poem ‘A little boat adrift!” To unravel the mystery
- of the drama of life, death, and immortality, was bg&dlwr
- power. Her doubts get final articulation in tl}e last line of
another ‘little boat’ poem “Twas such a little, little boat’:

My little craft was lost!

;‘/Death is the finale of the drama of existence and one should not
hope for resurrection, y

< A /
Emily Dickinson was a/poct of paradoxes) The more she tried
to evade the issue of death, the more she got entangled in it, v~

She clutched at images, tropes, and metaphors to define it but

 Was repulsed by its nebulousness. Tt is rather difficult for anyone

to define death for the ostensible reason that the experiences of
death cannot be shated. One can only comprehend it in terms
of the dissolution of certain objects. Emily Dickinson did so in
terms of the dissolution of some Tive object, whether a human
being, a beast, an insect, a day, or a clock. In consequence,
however, she got nothing but appalling experiences of fear

frustration, and despair. Even in external events, she saw sigé

\and symbols of destructive power which annphilated human life

as well as human values, Here is a well-kniown poem:

L’? ]

There’s a certain Slant of light,
Winter afternoons—

That oppresses, like the Heft
Of Cathedral Tunes—

g Heavenly Hurt, it gives us—
Sk We can find no scar,

But internal difference,
Where the Meanings, are—




.+ is contemplating the dying. day and the deq

which remind her .of. j inction
e poem—syutax, symbolism, and descripgi,
ﬁ'E‘mily' Dickinson’s mind even non-humay,

> against human beings. She considers humap i

;}p_oiscd on the brink of extir}ction. In thelpoe'_
a very minute object—2 certain Slant of Lighe
er afternoons’—and says that it Oppresses’ and imp,
rial affliction’. To her mind the slanting winter Jig
an image of despair, because it ENCOMPasses withjy 2
ant obliquity symbolizing f:l,eg.g};ﬂafnd_death. By resort;
.'ﬁftcchniquc of obliquity and indirection, and by harnesg
ple images compounded from nature, Church, and the
ar c'nt,_ she projects her fear of death and the consequeng
despair. The images keep on fusing inFo each other, th s
rﬁcogmzmg the ubiquity and irrevocability of death,
- For Emily Dickinson, one of the ways of comprehending
death was to equate it with time. Death is a passage out of the:
mporal and the passage is achieved through the process of
tense pain, This is what informs the following poem:

A Clock stopped—

Not the Mantel’s—

Geneva’s farthest skill

Can’t put the puppet bowing—
That just now dangled still—

An awe came on the Trinket!

The Figures hunched, with pain—
- Then quivered out of Decimals—
- Into Degreeless Noon—




stopped, it cannot be put back

Nods from the Gilded pointers—
Nods from the Seconds slim—
Decades of Arrogance between
The Dial life—
And Him—
ife has been translated into

In the poem physical cessation of 1
the image of a clock which has stopped. So the clock is a

metaphor which objei:}iﬁcs man’s_bondage to time. This 1s
made clear in the firstwo lines: ‘A Clock stopped—/Not the

Mantel’s—.’ It is abont a different clock the poet is talking. If

this clock is the objectification of man, his position then 1s like
d forth on the lower edge

a ‘Pendulum’ which sways back an
of the ‘Dial’. Man is also present as$ a ‘Dial’ bound by the
calibrations of time which is controlled by a superior power.
Hence he is 2 “Trinket,” a ‘Puppet’. The first stanza 1s 2 meta-
phorical dc&é‘iption of the moment of death. Contemplation of
the moment of death forces the poet’s imagination to think of
the moment before death in the second stanza where we have
all the horror, pain, and agony associated with dying. Death is
a total stasis. This is achieved only by passing through the
he stasis of death 1

dynamic excursions of physical pain. T

further emphasized in the third stanza. Once the clock has
to motion even by the best

‘Doctors’—maybe, not even by God, the Supj;eme Doctor. If

so, the remark becomes ironical, even blasphemous. God the
life-giver cannot be the life-restorer. We might take it as a fling
at the entire theory of resurrection which forms one of the

bases of Christian belief. In death, man is a static frozen mass
of flesh. Towards the end of the third stanza and in the fourth,
the motionless figures are animated only to utter ‘Concernless
No’ to the importunities of the ‘Doctors’/‘Shopman’ because
they are actually dead. The ‘Gilded pointers’ and the ‘Seconds
slim’ only emphasize the negation of life. Since the clock of life
has stopped, time should be reckoned by ‘Decades of Arro-




bin g;__beau‘ng—-tﬂl I thought
d was going numb—

then I heard them lift a Box

‘those same Boots of Lead, again,
n Space—began to toll,

all the Heavens were a Bell,
Being, but an Ear,

I, and silence, some strange Race,
ked, solitary, here

And I dropped down, and down—
And hit 2 World, at every plunge,
d Finished Knowing—then—

, and unpredictability of death had permeated

e 50 deeply that here she contemplates her own:
cords the sensations of the last receding conscious=

¢ that produces dizziness in_ the reader.”

1, the emphasis is on funeraf ritual which

tify her inner gricf, Hence fear and grief run-
in the poem, Af the outset, the word °F uneral’
‘a metaphor indicating that it is not & L
funeral, Later the metaphor serves the

1¢ centre of controlling and channelizing the
On the whole there is practically no devia=
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tion from the ambit of the images suggested by ‘Funeral’. We
have ‘Mourners’, ‘Service’, the coffin ‘Box’, the mover‘ncnt of
the people toward the grave and the silence following the
burial. But down the visible surface, the experience descrlbe_d
is how the sense breaks in the appalling presenc? of d,eath. Itis
the ‘sense’ that goes ‘numb’; it is across the_ Soul tha;t the
creaking sound is heard, and it is the ‘Plank in Reason ’fha..t
gives way. The poem distinguishes itself because o'f the artistic
synthesis of multiple images, symbolic utterances, intermixture
of alternating consonant and vowel sounds and meaningful use
of refrains, v~ s,
Emily Dickinson’s capitulation to thana.tophobla in the ez}rly
period was total and complete. In time this pecame respc?ns:lble
for giving her that tragic vision through which she saw signs of
levanescence in everything beautiful, be it a human form, a
flower, a bee, a bird, a rainbow or a year. No wonder she
called herself the ‘Queen of Calvary’. In giving poetic utterance
to her fear of death, she is whimsically playful, seraphically ipno-
cent, irreverently devotional, and ends up on a note of dilemma
—whether to accept the world or reject it. The core of her

\

— : ; T
poetry lies in this ambivdlence which gets full articulation 1n
the poetry of the middle period. ./

S
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ok i!_tltl'Oduction to The Future of the Novel
Henry James as a critic in the camp of the

'wa.sﬂ,"according to Edel:

ﬁt__i\?holly onvthe side of verisimilitude. Not only was
aco firmed realist who considered allegory an inferior
rm of writing. . . but also he devoted himself to devising |
hods by which the narrative technique itself could add |
rther dimensions of reality to his story-telling.!

ably Henry James’s contributions to the mnarrative

ue, such as ‘the oint of view’, arise from the realistic
ctrine. In the thir(}l/volume of hus authoritative biography of
enry James Mr Edé] asserts, ‘never had the case for realism
tion, for the ovel as social history been put in the English
with such Torce.”
‘Edel does not offer any definition of realism. He assumes
reader understands what the term means in critical
m Eric Auerbach’s M;}_r‘z'esis“ it is possible to extract
eria of realism in Western literature. They may be
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 for Realism in Henry James's “The Art of Fiction
’ 11:1&!:]’10(!5 by which the narrative technique could add e
.dxmen§1ons of reality but in his criticism exhibited
- anco .aled distrust of any novelist who adopted unrealistic
_aventions such as direct address te the reader. At one place

he language of James’s “The Art f Fiction® lends itself to the
interpretation of realism as %lla%ionism’ (‘the use of pictorial
 techniques such as perspective and foreshortening to deceive the
ve. . .into taking that which is painted for that which is real™®).
For example while deploring that fiction still has to masquerade
as ‘make believe’ in order to find agceptance, James condemns
certain distinguished, novelists for conceding the imaginary ¢

nature of the incidents in their novels:

Certain accomplished novelists have a habit of giving
themselves away which must often bring tears to the eyes
of people who take their function seriously. I was lately
struck, in reading over many pages of ﬁnthoﬁ/}{ Trollope,
with his want of discretion in this particular. In a digres-
sion, a parenthesis or an aside, he concedes to the reader
that he and this trusting friend are only ‘making believe".
He admits that the events he narrates have not really

happened. . . .°

James objects to interpolations in the form of direct address by
the novelist to his readers on the ground that such interpolations
break the illusion of reality.

This criticism rests on the assumption that the novelist seeks
to create in his work the illusion of reality. According to this
doctrine the reader while reading the novel mistakes fiction for
reality. We know the lengths to which the exponents of doctrin-
aire tealism went in the neo-classical era, What they asserted
about the nature of dramatic illusion appears to have been

asserted by Henry James about fiction,
Mrs Kathleeri Tillotson in her address, ‘The Tale and the

Teller’, traces this doctrine back to the later Jatobean period.
She points out the inaptness of transferring certain canons of
criticism from the drama to fiction:

P—-——-ﬂ-—"%—-’_—-—'

When the critic objects that the author’s voice ‘destroys




n only two examples, are incomp,

sumptions about the nature of dra
be reminded that the spectators are alygy. -
ow that the stage is only  stage.7 =

cuse James’s overstatement of the realist pogig;
ascribe it to mere 1I‘I“Itat1.0n with Trollope’s ap
But this passage occurs in the course of a m,
Claim on bchalf Of ﬁCtiOl’l, namely that ‘the Ilovél :
‘claim made by Henry Tielding long before, Jamé'g;:; )
Al effaces Aristotlc’s well-recognized distinction between
ry and fiction, he goes on to develop the comparison: ._‘_‘

The subject-matter of fiction is stored up likewise jn
.uments and records, and if it will not give itself
.,.it must speak with assurance, with the tone of

istorian.®

e the illusionist assumption discussed earlier, must be -
as a lapse. Henry James would scarcely have felt -
| that his contemporary H. G. Wells made exactly =
statements. ‘A novel,’ he claimed, ‘is a story that 3
ands, or professes to demand, no make believe.” Again in 5
) equally simplistic vein he asserts, “The novelist undertakes 4
yresent you people and things as real as any that you can =
an omnibus.”
ttempt to defend fiction against the charge of levity
0 to the extreme of claiming that their artis like that of
and Macaulay. That is tantamount to saying that™
s not fictitious. |
- disposed of these, two over-statements which will not
h critical examination, we may now proceed t0
question: is ‘The Art of Fiction’ a statement of
assage most frequently quoted from the essay
‘the importance of exactness—the truth of detail .'




Mr# f\'l' 1 " . ﬂ
h Jnupreme vh*tu@ nfa ‘nml

‘ "T. it be not thcre they aré all as nothmg, and
 there, they owe their effect to the success with v
authnr has produced the illusion of life,10 '
' o e : rirs.
o m is a formula for writing Defoe’s kind of ﬁc‘ﬁ'on. It desmbes 3
' the pseudo-_]ournallsm of 4 Journal of the Plague Year rather than
3 the imaginative writings of George Eliot and Turgenev which
Jamcs admired.
These excesses of the realistic doctrine were provoked in part
| «'j' by the lapses of some of the practising novelists of his own time.
~ The failure of the Victorian novelists to present, for example,
a forthright handling of the man-woman relationship was
condemned by James on realistic grounds. This prudery was by
no means confined to the British Isles. The situation in contem-
porary America was worse. William Dean Howells prided
himself on the fact that contemporary American novelists con-
cerned themselves with the more smiling aspects of life.** He
approved of the exclusion of the seamy side of life from Ameri-
can (and British) fiction. James objected to such narrowing
‘selection’ by Anglo-Saxon novelists: ‘Art is essentially selection,
but it is a selection whose main care is to be typical, to be
inclusive.’’? James, who at this time was close to the French
~ masters of fiction, claimed that the disagreeable and the ugly
- were not to be excluded from the domain of art. He deprecated
- the moral timidity of ‘the usual English novelist.® ~
- But because James objected to a prudish distortion of experi-
~ ence in English fiction it should not be concluded that his
A9 i:ritical position was that of an unqualiﬁcd or naive realist.
' ames E. Miller (]Jr.) is ql,utc right in pomtmg out the

Lo iuprcmc 1?ortancc ce of the writer’s imagination in James's view
~ Ofithe art ¥ fiction:

It may well be that this conception of the mysteriously
Operating imagination, on both conscious and unconscious
levels, was what separated James from the other realists of




his time. Whereas they tendeg 0 locate the ..:
realism in an apprehendab]e reality ip o € Criter; for
itself, James tended to locate the iteria i):lp?:i'lence or

or artist, and in what the crucible of ¢« CC the ayg
to or for the materials gathereg from e

peri

If we place James's “The Ar
context we shall find that it ado
two extremes. The two extrem
popular practitioners of fiction, hoth of th‘:rirecls;sa;efcllrig Ydtwo
James, Although W. D, Howells anq R I e nds of
their respective positions in ©35ays which were Publisheq ztated
what later than James’s “The e

Art of Fiction® 1884
appears to anticipate the objections that Howellg ( .)’ James
were to air,

Flowells in Griticism and Fiction (1891)
against the aesthetic point of viey
Memoirs of General Ulysses Grant

Even while expressing his admiration for The Tragic Mus, of
Henry James, he condemned the novelists who told 5 story for
the story’s sake: ‘To Spin a yarn for the yarn’s sake, that is ap
ideal worthy of a nineteenth-century Englishman, 5 He wished
to efface the traditionally recognized distinction between litera-

ture and life: ‘It is the conception of literatyre ag something
apart from life, superfine akes it really up.

ly aloof, which m
Important to the great mass of mankind,16 e sought to widen
the definition of realism so as to include the

> lower classes as the
object of the pévelist’s portrayal,
al V.' s
Rl Stevenson, on the
Remonstrance’ that:
A e

t of Fictigy’ n jtg historical
pts 2 Position midway betwe
€ Positiong -

reacted so vehemently
v as to hold up the Persong]
as an example to the Writers,

contrary, contended in ‘A Humble

Man’s one method. . .is to half-shut his eyes against the
dazzle and confusion of reality, . . . Literature, above all in
11§ most typical mood, the mood of narrative, similarly
feels the direct challenge and pursues instead an indepen-
dent and creative aim.17

Stevenson emphasized the contrast between life and art:

Life is monstrous, infinite, illogical, abrupt and poignant;
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o hﬁ"ﬁ of gentus—it takes to itse
vt it cOnVerts the very pulses of

b noticed in the 200V PASSAZE how the sgreg s

. 'percepti"n to the percipient. V_Vhereas the .
e raditionally §mp}1a51zes the objective chy,
o d, the scientific nature of the sepge diid

o eternal worl : s
the;xt“;:;::bmty, emphasizes the subjective natype of

wor xternal world. From ‘senciicrs.
% response tO the € i sensihyljs
artist’s TESPO° the atmosphere of the mind’, ‘the imgq;

5 nsciousness , :
e -:u?nd’ ¢the mind of a genius’, and finally to ‘revelatippg
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18
' b' lea iﬂdeed- ¢
vc%c l]:ia.vc l:a’tlready heen warned that ‘the measure of realjs

isvery difficult to fix’ and that reality is ‘cqlored by the autho
vision’.2 But James gocs 01 the-reafter to illustrate his poing &
referring to ‘an English novelist, a woman.of geniug’® Wil
wrote tales about ‘the nature and way of life of the French
Protestant youth’. The empirical basis of her tales was flimg,"
indeed. She once overheard conversation in the household of 3
clergyman as she ascended a staircase. James formulates 5
general principle from this example:

The power to guess the unseen from the seen, to trace the
implication of things, to judge the whole piece by the-
pattern. .. this cluster of gifts may almost be said to
constitute experience.*

James thereby refutes the ‘law’ enunciated by Besant that ‘a 5
young lady brought up in a quiet country village should avoid
descriptions of garrison life,’s

In the rest of the essay James maintains a delicate balance
between the mimetic and the symbolist points of view. He talks
continually of ‘the sense of reality’ (p. 12). He soon makes it
clear, however, that ‘the air of reality’ (p. 14) is not to be
created by photographic realism but by trying to ‘catch the
color of life itself” (p. 27) and even more explicitly ‘the very
note and trick, the strange irregular rhythm of life’ (pp. 19-20)-



ubstitute wh Ly

wofnos

) St atever for

3 Fiction’ he verges on the point of sayin,
dealizes his material drawn from impressions or
He steers away from any suggestion that art
s as his friend Stevenson maintained: o

mou

The whole secret is that no art does ‘compete with life’.
. A proposition of geometry does not compete with life,
and 2 proposition of geometry is a fair and luminous
arallelfora work of art. Both are reasonable, bothuntrue to

the crude fact; both inhere in nature; neither represents i\f}"

¢ novelist, in James’s view, does compete with life:

¢ in very truth that he competes with life, it is here
that he competes with life; it is here that he competes with
nis brother the painter in his attempt to render the look of
things, the 1ook that conveys their meaning, to catch the
color, the relief, the expression, the surface, the substance

of the human spectacle.??

Itis her

novel, according to James, must have a ‘life’ of its own,
dependent of life outside:

“.f A novel is a living thing,
" other organism, and in pro
" found, I think, that in each of its parts
~ thing of each of the other parts.34

b

Thus we sce that James states the organic view of art.
hough this statement was occasioned by Besant’s naive talk

e novel of incident and the novel of character, of the

all one and continuous, like any
portion as it lives will it be
there 1s some-



Wedia j;_',:;' W
¢ ing different from its orga nf:, h
roportion a8 the work is guceegepit s
ind penetrates it, informs and animates iy |
1 do we lose our senge of the story hei

aing that the novel s organic James is claiming thag s
Laws of its own growth, But he i not claiming that the novg 4
& & proposition of geometry, It is assumed that the laws of
1 are parallel to the laws that determine the growth of
' 8 with life without trespasg.

Lesson of Balzac” (1905) James made a suggestive

hile the novelist’s consciousness is compared

h‘lirror, between the mirror and the object reflected i

osphere that colours the reflection of the object. This

u of the air is what James calls “the projected light of the
dual strong temperament’

Jnthe one hand he insists on the representational character

ion ;

)

15
*.'_Z_I_a‘ ¢ most fundamental and general sign of the novel. . .is
_,l.;ocing everywhere an effort at representation—this is the

]I

]ﬂ?-r nning and end of it, , ., %
I 3 l

the other hand he insists on the transforming role of the
‘He contrasts the achievement of Balzac’s Comédie
with that of Zola’s Rougon-Macquart series and ascribes

| Itgpeﬂomy 1o the fact that:
TR

e mystic process of (he crucible, the tramaformation'of
under aesthetic heat, is, in the Comédie Humaine,
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.

he two poles of his acsthetic theory
imagination’, On the one hand no ody can
write a novel without founding it on his ‘impressions’,
arate observation and experience. On the other hand no
yorth reading is written by a writer whose imagination
ute these impressions into an aesthetic pattern.
eas are adumbrated in ‘The Art of Fiction’. While he

s a novel as ‘a direct impression of life’ he concedes to the

jist ‘the power to guess the unseen from the seen’.

the Preface to What Maisie Knew he was to compare the

n facts with the acorn and his own novel to the great oak.
origin of the novel was as follows:

The accidental mention had been made to me of the ]
manner in which the situation of some luckless child of a |
divorced couple was affected, under my informant’s eyes,

by the remarriage of one of its parents.

Jame’s fancy was touched by the situation. The given situation,
however, was 10 more than a provocation to James’s narrative
nation

I recollect, however, promptly thinking that for a proper
. symmetry the second parent should marry too.4

e charm of the story, however, does not lie in the mere
etrical patterning of narrative. Rather it lies in the un-
rupted (and incorruptible) consciousness of the little girl
018 2 witness to so much corruption in her parents, This was
§’s own contribution to the story.

,Sh‘ould perhaps be noted that the account of how the later
Bovels and tales of James were composed does not necessarily
strate the view he stated in “The Artof Fiction’, In the later
86s of his development as a novelist he had moved far from
al documents and records referred to earlier in this



aly an image distilled and jng
op of the essence of such establigh..

two Significant points made in this pass
jected world’, i.c. the world of the novel pre
hor, the objects are primarily related to each
to the external world. A work of art is to he
nner logic. This gets perilously close to Stevenson’s cop
| of art to geometry. But James modifies the ahgg]
my of art by adding that ‘the shop of the ming’ 1S tse
ed from the essence of such establishments in general,
o¢s have a reference to life but James has moved far
aim that fiction and history are identical in nature. A
wouldscarcely have been possible to maintain the simplisti
ism of some of the passages of “The Art of Fiction® after he
composed such novels as The Wings of the Dove and Thy
ount, Judged by the criteria of Auerbach, quoted earlier
s essay, these works cannot be called realistic. Most of the
acter portrayal is internalized, there is an exclusion of
d vulgar, both in subject-matter and style, and finall
diaracters are not rooted in the economic or political life of
eir time (as they are in, for ex4 mple, The Princess Cassamassima),

."I
..;-' .
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i | m [Note: all quotations from James’s ‘Art of Fiction®
one 1€ Page numbers refer to this edition.] :
91495 (Philadelphia, 1962), p. 123.




Kirk, p- 57

1. p- 17. .
ccording to Mr John Goode, Besant’s lecture ‘represents the point of view
 of a novelist who made a stand against the prevailing self-awareness which
: was common (for all their differences) to Gissing, Moore and Hardy as well
. ssmjames’ See “The Art of Fiction: Walter Besantand Henry James’, Tradi-
" ion and Tolerance in 19ih-Century Fiction (London, 1966), p- 243.

95, Walter Besant, The Art of Fiction (Boston, 1885), pp. 17-8.
96, The Future of the Novel, p. 12.
- 97, Ibid. p- 12.

- 98, Anne Thackeray, Lady Ritchie (?)
99, The Future of the Novel, p. 13.
30, Ibid. p. 11.
31, 10 July 1915. See Henry James and H. G. Wells, ed. Edel and Ray (London,

1958), p. 267.
The Warks of R. L. Stevenson, I, pp. 273-4.

ide: ‘No one knows better than Mr James knows the radical difference
‘etween a romance and a novel but he speaks now of Hawthorne’s novels
- and now of his romances, throughout, as if the terms were convertible. ...
" Mr James excepts to the people in The Scarlet Leiter, because they are
" rather types than persons, rather conditions of the mind than characters;
if it were not precisely the business of the romance o deal with types
d mental conditions.’ Kirk and Kirk, p. 234

Future of the Novel, p. 21.
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L Aty _
Porirait of the Artist as a Young Man eq
try ‘Dublin, 1904, /Trieste, 1914, The dyee
usively to the period of the writing of 4 Poyiye
a Young Man but also include the earljer drafts
wrote a long sketch ‘A Portrait of the Artist’l fon
journal,® but it was rejected for its obscurity. Then J i
ok the writing of the long autobiographical ng .
Hero.® Unfortunately, the book ran down unfinished
e of Joyce’s extreme dissatisfaction with the mode of its
rative. Having rejected Sigphen Hero, Joyce decided to rewrite
Portrait, and the finished product of this effort is avaﬂable'f,\é
us in the form of 4 Porirait of the Artist as a 1. oung Man.
~ Joyce is well known for his experimentation and technical 41
~innovation which occupied his mind throughout his career, 5
the period 1904 to 1914 is of special importance. It was

ng this period that he struggled to evolve for himselfa -
¢ of narrative that suited his aesthetic purpose best. Thus,
1 the conventional omniscient-author-derived narrative of
Hero, he moved on to the oblique narrative embedded
reported interior monologue used in A Portrait of the Artist
g Man, and the long story The Dead.
unately, critics do not appear to be very clear about
us stages of Joyce’s development, nor have many of
n able to identify the turning point in the career of the
's rejection of Siephen Hero marks not only
his dissatisfaction® with the discursive type
also marks the point in his carcer when he
e artist in him who created A Portrait of the

, and was later to write Ulysses, Thus, the

of Stephen Hero should be regarded asa
i progressto maturiy, and the

e

R o e




S _"-ﬁi)r the conclusion th
er than 1904.7 :

as in 1964, has, to the neglect of corrected information
able, ur}crit}cally accepted Spencer’s conclusion.® Marvin
agalaner, In 1’.115 bo_ok specially dealing with this period—°the
wé_of, apprcnuceshl.p’ (published in 1959), very vaguely says,
{!’JOYCC Presented sections of his autobiographical novel to John
@ég‘l[ Jlinton, the editor of Dana,” and goes on to quote from
 Gorman’s hook Eglinton’s account of the incident (how he

-’ eected Joyce’s ‘A Portrait of the Artist’), without saying a
~ gordasto which autobiographical novel and what particular
- ection he had in mind.? Another critic (R. S. Ryf in 4 New
 Approack To Joyce which closely studies A Portrait of the Artist as a
Young Man as the guide-book or the central point of reference

tpjoyce’s writings) does not think that precise dating is essential
- and says: :

The prose antecedent to the Portrail is the Stephen Hero
manuscript, whose date or dates of composition cannot be
definitely determined. Precise dating is not essential for
our purpose, and it may be assumed that the work was in
various stages of progress, either in Joyce’s mind or on
paper, between 1901 and 1906, with most of the writing
having been done in 1904.%

Apart from the extreme ambiguity of ‘various Stages of
ogress’ the conclusions arrived at by Ryf that most of the
iting was done in 1904 (the year Joyce left Treland for good),
0 be very misleading to anyone concerned with a precise
onology of the evolution of Joyee's mind and art.

at Stephen Hero belongs to a

prising that a well known critic like Prescott, writing T




- ~ subject of more interest than their aimless disc

o authentic and carefully verifieq
. Richard Ellmann’s James Joyce, firgt iR
vives a detailed account of Joyce’s life apq his
AR Yem under discussion here, in the chapter p

o these years. i

iy ety or 2Februay 1904 James oy, e
d birthday) his brother Stan.lslaus wrote after C"mmeﬁ:---f
oyee’s reaction (0 John Eglinton’s rejection of pg sket

aper):

Jim is beginning his novel, as he usually begins things, half‘
* in anger, to show that in writing about himself he has ai‘
; ) : USSion_ IJ
suggested the title of 'the Paper ‘A Portrait of the Artisp
and this evening, sitting in the kitchen, Jim told me his
idea for the novel. . . .He has not decided on a title, ang
again I made most of the suggestions. Finally a tite of
mine was accepted: ‘Stephen Hero’ from Jim’s own Name
in the book ‘Stephen Dedalus’. The title, like the book, s
satirical. !t

This explains the origin of Stephen Hero. Joyce had planned 2
novel of sixty-three chapters. In his letter to his brother written
from Zurich on 19 November 1904 he wrote that he was writing
the eleventh chapter of Stephen Hero about his days at Belvedere,
In February 1905, he got on to chapters 17 and 18 depicting
Stephen with his friends at the university. The surviving
manuscript begins in the middle of chapter 15, By 7 June 1905
Joyce had written twenty-one chapters of the novel. At this
time Joyce was passing through anxious and uncertain days in
Trieste. The writing of Stephen Hero ran down unfinished a little
alter chapter 25. The manuscript ends with the unfinished
chapter 26, It would therefore be clear that Stephen Hero is the
result of Joyce’s work between the years 1904 and 1906.

On 6 September 1907 Joyce completed his long story The

Dead, He had already decided to rewrite ‘Stephen Hero’ com-
pletely and by the middle of 1908 he had finished more than

half of 4 Porirait of the Artist as a ¥ oung Man,**
1o conclude, it can he said that the years 1904 to 1914 are

the most mportant period of Joyce’s career, It was during these
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h Ivla. Beach’s account of Joy ce’s hurling the manwscript mto the fee,
e 7 of the New Direction edition of the text New York, 1963). Joyee

hF. ,-_;Eaned it “a schoolboy’s production’; see ibid. p. 8.
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psrone O'Nuiiy (1888-1953) is by far the greatest
entieth-century American drama. Mainly as a
- of his indefatigable endeavours since 1915, the b
1 drama gained prestigious entry into world theatre
de significant enough contributions to world drama for
out for itself a comfortable seat in the Commity. As
son of the successful actor-manager, James O'Neill, he was
orn and brought up in the environs of theatre. From very
a Ily_childhood he carried out experimentation in the field of
 drama, functioning on occasion as actor and stage manager in, 5
~ his father’s productions, and acquired a strong aptitude for -
~ playwriting and theatrical effect. His attendance at Prince-
"~ ton University (1906-07) in this context appears naturally to .
~ Jead to an undergraduate prank, providing an early ‘escape
" from the Chateau d'If"—a phrase popularly used in O’Neill
e 1I.'_'-;.-‘,zl'iti't:.ism to indicate his obsessive relation to his parental
"~ environment*—as he embarked into marmers life abroad
Q"?r ~ aboard foreign vessels, which he was later to use experimentally
& ith marvellous effect in his plays. Soon back from his travels,
~ he contracted tuberculosis, which proved a blessing for the art
"~ ofthe theatre, for he used the period of recuperation (1912-14)
'_;“I'l’ *f&r extensive forages into the classics of dramatic literature

i
" __the Greek masters, Shakespeare and the Elizabethans, and -

'.":*=_ immediate European predecessors like Strindberg and
~ Maeterlinck. He spent the winter of 1914 at Harvard in
- George Baker's famous ‘Workshop 47", Powerfully vitalized by
~ such effective preparation, in 1915 he plunged deep into the
| itle Theatre movement that galvanized American drama, as
;QOVEd to ?h'rehe{nwich Village, and in association with R. E,

8, Kenne acgowen, Susan Glaspell and Geogre Cram
ook, established ‘the Provincetown Players—one of the two
perimental groups that revolutionized the American theatre.

' 'A’P.rqﬂncatown layers at the Playwrights’ Theatre came
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 and with his flair for attempting the ‘big”thing’ in a restless
~ spirit of adventure and experiment, introduced a modern and

timely content into the American drama. He brought to bear
upon tl:}ls his intuitive expertise on dramatic action, pictorial
composition and sound effects, which he combined with sedu-
lous critical, eclectic absorption of artistic movements (in which
the second decade of the present century is notoriously plenti-
ful) to dazzle the play-going world with rich, complex and
breath-taking novelties that won him a stable reputation, and
‘made him famous even beyond the limited, though glittering,
world of the footlights. His personal triumphs, like winning
Pulitzer Prizes for his plays over and over again, brought in
their train a unique dignity of position as literature to drama
—a thing unprecedented in the history of American letters.
Evaluating O’Neill’s contribution to drama in the thick of
posthumous revival of his plays, John Gassner makes a very
apt appraisal:

O’Neill dignified’ the craft of playwriting in America.
He made it a calling rather than a trade, and he gave
playwri%},t-s, hitherto mostly hacks or routine entertainers,
a position of some importance in American cultural life.
Winner of a Nobel Prize and author of plays staged in
nearly all capitals of Europe, he became America’s first
dramatist ofinternational standing. . . . O’Neillrepresented

/the avant-farde in this country, if not in Europe, after the
 First World War. A leader of the experimental Little

Ny




deaneatly | &,
8 n'gﬁt his career he remained g .
e pemaling yeat in the literary hisiry oo
iﬂt:g(’;}:tf Ulysses and .T/:e Waste Land, is, :f,";
ra he culmin tion of his early career mamg%
things, 1% imentation. It has a unjque SE
the

5

— .
S .t technical €xper ;
: fz :Zihgﬁmatﬂf hif Ig'j;g;’_ag y GENIUS. On.the one h‘“’i
MICanE™ . i}l marks 0 £ O'Neill’s omnivorous Interest i
it bears Vsl ds and reactions to the pale and prosaic drapae
nummus tr?nhil?sncontemporarics and immediate predece ta
 tradition WhiC » »d Macterlinck, Shaw and Synge, Sfins
 inthe gcnrc_-Ibsen and Ma ) leadi ) mlld
S Wedekund, to name only a few leading lumingre
) 2 - o all over the Western world
__were sharply opposing 0 ;
groping for their own different new paths. On the other hang
it can be seen as his first mature triumph, cl.lmaxmg an impres
give array of successes—irom Beyond the.Horizon (1920), his firg
full-length play, through the expressionist tour de fon:e, Empern
Jones (1920) and Anna Christie (1922), .hlS Frftudlan extrava.
ga-?za, to the solid achievement of artistic .me_mt at the .heacl of
expe:j;nentation n sqveral lines at once, with the techmgues of
 symbolism, expressionism and sur-realism—not to mention the
" essential background canvas of deferministic, sinister naturalism
handed down from the last century and the evergreen cheap
- histrionics of melodrama,

Sy 1% i
F.] &\'. X
& —' * From the very outset, O’Neill started out in full awarents

*g:t thl} naturalist” drama (which had been prcdomini}nt for
- S*L‘r"-ﬁ eral d_ccadc§ I.Jf:fore he came upon the scene) had faﬂé‘d,w
. satisly the sengibilities of the imaginative audience. The 12 ty

Ly




~ with realism: Sur-realism. ‘Dealing in terms of the irra

ringing to | :
-a-l externally was

t what looked ra n the
aried life, highly irfational. Indeed, it came to d in
the form i?fthe movement in art and literature that got a very
revealing ‘name in the context of the growing dis e

sought to exalt the subconscious into an active, creative role A
The movement started in 1922. By that time O’Neill had
written The Hairy’Ape, and thus can be said to have anticipated
the movement. When he reached this stage in the development
of his art, he had matured in his chosen task of externalizing
' the inner stresses in the lives of individual human beings upon
the stage, and of dramatizing striking irrational action arising
from such conflicts. Both Yank and Mildred, the two leading
characters of the play, in whom O’Neill has boldly experi-
mented with the conventional theatrical concepts of hero and
heroine, and radically transformed and sur-realized the re-
lationship, are highly irrational human beings; in fact, they
both are eccentrics, to hégin with. Their eccentricities have
their source in the subconscious conflict of human nature with
the corruptiing forces of industrialism and capitalism operating
on modern consciousness. The inner drama comes to surface in
the haughty way Mildred has of obstinately refusing to heed
the Second Engineer’s advice not to wear milk-white dress in
her tour of the firemen’s forcastle (sc. ii), or in her highly
supercilious behaviour and rude language with her aunt. So
it does in the brute posture'of Y ank, both in his misplaced |
pride in his calling that he harps out at his fellow workmen on
the ship—1’m de end! I'm de start! I start somep’n and de
world moves!...I’m de ting in noise dat makes yuh hear it;
I’'m smoke and express trains and steamers and factory whistles;
vI'm de ting in gold dat makes it money! And I’m what makes *
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s iép-o-ﬁse to depth psychology led OiNciIl 6 tod)

" both dramatic form and content b st ..
-onscious tensions. The means he adopted for thig

o

s :ﬁm‘lcd him into areas of experimentation which only 5’ 2
~ some playwrights dared enter and where only ex ceptioa
~ adept ones could survive. This is what makes him gy g
~ among masters of drama. - Sreat
\ It is well known that at the time O’Neill started e
plays (c. 1914) the leading fashion in artistic circles wag Et-
pressionism—pre-eminently a ‘l;ggudia\tion of realism’ 6 x>
naturally, the experimentalist in him was attracted to jt. T |

first full-length expressionist play was Emperdt Jones, while Tj,

e CT—

Hairy Ape was second chronologically. John Gassner describeg

the former as a ‘simple expressionist study of a man’s a.t:,'wiss'ti:,-s--_3
’fcars’, and goes on to applaud the latter as a greater arnsuq
achievement, with ‘greater complexity’,” As M@ e

man has said, ‘the expressionist techniques are on the-whole. '
bf:tter Integrated’ in this play than in Emperor Fones, for the
dmassom.au.op, the inner conflict, and the futile rever,sion toa

fHOr€ primitive orientation are all suggested by the action and

g Setflng without recourse to interpolated “visions®,’8 The critical
JL;ﬂgnol:ﬁ?(l)l’Eplmd In these statements is near unanimous in the
g8 I'u.'aper i vcri_f;lg nC&”H;lI(l::ism. It is intended in this section of this
S zthe high-point of 0’N2§f1?5t2; i‘lr‘?li?anog that’mthHa' 2
i @ et t.cchnique. i P entation with the express

(I expressionist ar both

mte;tft, are subording

'
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technique and subject-matter, form -
| ated to the artist’s emotion, and ‘the ._
other zgngirgphlg ¢quivalents for passionate feelit
, tﬂ n8ity & Ierauons;.form and colour are ex-p.lo]t e
o ML €Xpressionist drama, the artist distorts




seas; scene iiiis the stokehole of the ship;
gl are cells of prisoners and animals respectively
nd a zoo! Scenes i, iii, and ivrecall the undemorz:]\

4

~ unity, 2 meaning—the bewildered, furious, baffled defiance of
. abeastinacage....The effect sought after is a cramped space
‘f_..-in the bowels of a ship, imprisoned by white steel. The line of
~ bunks, the uprights supporting them, cross each other like the
~ gteel framework of a cage. The ceiling crushes down upon the
men’s heads.’’® This below-deck setting powerfully conveys
the inhuman mechanistic nature of Yank’s universe, thus

. author’semotion Surpasses all other considerationslike technique
. and theme. s

Another set of powerful distortions involves thq degradation
B fthe human race itself) The workingmen in the ship’s bowels
are bitterly described by Paddy, himself one of them—a sick
v b one at that, as ‘caged in by steel from a sight of the sky like
£ bloody apes in the Zoo!’! The stage direction for scene il
P describes them ‘outlined in silhouette in the crouching, in-
;‘ human attitudes of chained gorillas.’’® At yet another level, the
L final action of the play, i.e. Yank’s attempt to identify himself
~ with the gm;l_‘i_rl}a in the zoo, is a horrible distortion dramatizing

- the evolutioif theory of man’s ancestors. Here O’Neill is hand-
~ ling amarathon theme—the dramatization of the story of man

~ over an eternity of time, a thing as breath-taking as Shaw’s

o . 3 . . . p .

 success or failure, therefore, 18,0 be viewed in this perspective.
So has O'Neill used stylization in abundance in this play.

The men in the firemen’s forecastle in scene 1 ‘resemble those

errors of claustrophobic nature, The forecastle scene is des-

_‘ hed as ‘crowded with men, shouting, cursing, laughing, 2
 ginging—a confused, inchoate uproar swelling into a sort of

1”‘-

admirably confirming the tenet of expressionist art where the /

attempt in Back to Methuselah or Hardy’s in The Dynasts; ths/

e
A

b
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 vibrating through the steel walls as if some e
.m'ih' were imbedded in the heart of the ship. All the .1,
up mechanically, file through the door silently cloge 5
other’s heels in what is very like a prisoners’ lockup *1s
iv, the voices of Yank as well as his colleagues in the &,
have a ‘brazen, metallic quality as if their throats were
- graph horns.”® Similarly, in scene v, the Fifth Avenye
erowd returning from church on a Sunday is another pe
effective piece of stylization, imaging forth a dehumay
civilization: “The crowd from the church enter from the g
sauntering slowly and affectedly, their heads held siffy o
looking neither to right nor left, talking in toneless, Simpering

by
vy

gl .

voices. The women are rouged, calcimined, dyed, over-dresseq
- to the nth degree. The men are in Prince Albert h]ghlnn, 1

spafts, canes, etc. A procession of gaudy marionettes, yet with
something of the relentless horror of Frankenstein in ther
detached, mechanical unawareness '1? Moreover Yank, ina
number of his appearances upon the stage, is meticulously des
t attitude of Rodin’s “The
Thinker’;’® and identity requirement dictates that so.does the i
gonlla in the cage in the last scene!2® 4

¥Through such stylization, the characters acquire masklike -
[ identities. This expressionistic device O’Neill developed intoa
/kind of theory of drama. In his ‘Memoranda on Mass)
(published in 1932, he looked back on the use of masks in bS5
plays of the genties, and voiced his conviction that mdzﬁ
the *freest Yolution’ of the problem of expressing 1n Grafs
‘thme_;i\fgﬁl?hidden conﬂif:)ts of the mind which the PM |
psychology continue to disclose to us’,® and went 08

: ones
the dogma of masked drama, declaring that 0%¢%:

cnbed in stage directions in the exac

*ﬁ\.; NS
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s name itself! He is called Y
his name is used as a mask suggesting t
mkee, But what is a more significant aspect of his mask
: _-cknaﬁe that gives the title to the play. He is the Hair
. The stage direction in scene iii describes him ‘pounding
‘on his chest, gorilla-like’;?! in Paddy’s fancy in the next scene
~ he becomes ‘a queerer kind of baboon than ever you’d find in
- darkest Africy’.22 By scene vi, when he is put in_prison for
 disturbing traffic on the Fifth Avenue of New York, he begins to
~ think himself an ape;® in the next scene, the Secretary of
?r I.W.W. contemptuously calls him a ‘brainless ape’,* and finally
8 he identifies himself as hairy ape in his desperate, frenzied,
i
o

irrational bid to ‘belong’, and dies in the process in the murder-
ous embrace of the gorilla in the zoo. Yank, however, is not the
only character with a mask: Mildred, too, has masks. She
identifies herself by her mask of ‘a spotted leopard’;® as a
curious implied contrast to Yank’s mask, she is a leopard of the
jungle, not in the cage. Her other mask (of white dress) makes
& her ‘an apparition’.?® It may be mentioned that the working-
men’s faces are masks of monkeys, and the Sunday crowd of
. the Ffth Avenue church-goers wear faceless masks. /°

But the theory of the mask has already gone deeper than:
| aspects of stage-craft in this play, and it conforms to the general
1 remark of Eugene M. Waith: ~

...the characteristic structure of an O’Neill play...is
determined by a movement toward unmasking, which is
’ often also a movement of the principal characters toward
i discovery of the stance they must take toward the funda-
A mental problems of existence, In many of the early plays
A O’Neill chose an episodic form in which he could show
- the stages by which, in the course of time, the final
discovery was reached.?



S paem, the bﬂcﬁ{”’f”
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ci:ﬂiu ally stages of unmasking of

paes. of violence, t00, i a8
g are from the very geane |
his shovel murderously 5
Scene vV abounds in map,
Avenue. Here the violenes
i jons 0 he. supernaturally strop i
e acg;,t&iﬁc s ricmbers of t},le crowd with the mag;
ainst @ its nd yet the victims remain unaffected
VlOlC'ﬂCC,a . done, and move on with PDlité

ur pardon’. However, the extreme forp

gestu cached upon the stage in the final scene, when

+/of violence 1S T  to death. Here it comes to the level of
\/ the gorilla cms}ie:hzzriwﬂding effect is so different from melp-

mdadrama;e?ihat it becomes yet anoth¥r aspect of O’Neill’s
M%Etion‘ he has experimcnted with melodramatic
exper §

technique t0 achieve the effect of hawi_‘;_f_ra_gedy. v

o i thr0W5k
) 1\‘-£'I.'-_" H in 128685 hls ma_r :
"“ ﬂw-se Only he mlsls(eon the Flfth
h arce; for
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O’Neill criticism has, by and large, given the lion’s share to
Expressionism in the assessment of experimental techniques
employed in The Hairy Ape; indeed, so much so, that there
Jurks the danger of overlooking the other significant experi-
mt;ntal aspects of the play. It is only possible to enumerate
bneﬂy, though unmistakably, these others in the present section
g:: th’lﬂ paper. Bri'efmcntion has already been made, just above,
qu?s bi;ﬂrlr; ;10(11?;1[‘]31&::10 ‘ixp(?rimmtel tion with the age-old techni-
- A nr)_lhcr point can be made that t‘\"t‘ﬂ

gh % eill started out, and strongly voiced in the working
Wtofthlﬂplay,in Stmnrre’»‘l. i .1\ \Ul(.t.( mn e .
of this play haye l‘t‘tainid tL[U-l. agaanst n;l[lll'.;lh.SIll, th_c_d;.al_ipg}lf:
R 0 t and slang, aimin : 1‘ 3I"‘-Ut'-k Il.’-ll'ul‘;lll.silc device Oi. using
- Speech-habits of ofy . g at photographic reproduction @
/ acters from different social and regio®

€N agaj o
7 484n, the division of the play into qucs
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onal practice of treating subject-matter so flagra
Unities of time and place in terms of acts an 1
- ot merely %\enes. This play involves experimentation Wil a3
- Elizabethan Revenge Play, too. It is a kind of Revenge Play,

2 tion and individual talent. Similarly, the role of the other
workingmen in scenegi, iii and iv, and their choral singing may

" be seen as an carly“attempt of O’Neill to revive the Chorus of
Greek drama, which he did so well in the later trilogy, M, ourning
Becomes Electra. '

Vv
_ After a bird’s-eye view of the multifarious types of experi-
mentation involved in this play, it remains to conclude by
pointing out the mgst lasting effect and power of/the play,
perhaps resulting from experimentation with symbolism. In
the last analysis, the value of this play, as of many of the
epoch-making lyrical achievements of twentieth-century drama,
lies not so much in what it depicts as in what it suggests. This
play, too, makes its mark on grounds of the appeal of its
symbolism. The most penetrating meaning of the play posits in
symbolic forms. The modern ship on which Yapk worked
becomes thé symbol of tyranny in the age of méchanization
_and dehutanization. The interactions of the alienated Yank
and the rejecting Mildred, New York crowds, inmates of the
prison, men of IL.W.W., and finally animals in the zoo are
significant for what they suggest of the life of man in modern
environment. The Hairy Ape is an allegory of man, alienated
~in the Age of Anxiety, and in O’Neill’s own words, the hero of
A -W symbol of man, who has lost his old harmony with
- nature, the harmony which he used to have 79 an animal and

_2'-,..', ".-_"-' - -

s

~ hasnot yet acquired in a spiritual way.'®

14

%
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e
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—though it deals not with revenge accomplished, but with s i
 revenge frustrated: Yank never gets to spit in Mildred’s eyes.< = o3
" From this angle, the play reflects a unique encounter of tradi-
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(@i Kw&dgw -and Experience, p.

‘cxte some examples of pa.rﬁ( es.
B : ;
- Time present and time past ’!
Are both perhaps present in time future,
And time future contained in time past.
If all time is eternally present

All time is unredeemable.  (Burnt Norton, 11. 1-6)

I hold that these statements are paradoxes in terms of the
- common knowledge and public understanding of the meanings
Hof words that occur in them. We all learn rather early that
- present, past and future are located at different points on the
ncalc of time, and that notionally they are antithetical to one
" another, In other words, we visualize these three points on the

time scale as follows:

Past Present Future

— ¢ >

T I M E

ne flies like an irreversible arrow and the pomt where it was
L is no longcr is the past, where it is now is the present, and
ﬁuure is where it will be later. It is a simple linear sequence
| thg relations of before ‘and_after, But Eliot’s statements
ited above confou d these clear-cut divisions, Accordmg to
resent as well as past exist in future, and future is con-

n past;! o commonsense view of time outlined above
eentrﬂctorv nnd pnrad?:gdcal The plcture of time




'past, present and future do

lume is eternally present jn ﬂm ’
the quesuon of redeeming time jp this S
at all. Eliot insists on this conception

Of time. y
y asserts his views on it in almost 1denuca]%

What might have been is an abstractiopn
Remaining a perpetual possibility
Only in a world of speculation.

What might have been and what has been
Point to one end, whick is always present,

(Burnt Norton, 11, &lﬂf i

listen to the following lines from the very eng Ofthe
ﬁrst section of Burnt Norton:

43 Time past and time future
i LA What might have been and what has been
A Point to one end, which is always present,

(Burnt Norton, 11, 44-5)

We can cit¢ several othcr passages to show Eliot’s insistence on
the cyclical model of time and his 16_]€CEIOI1 of the arrow model

|
1
,m this conception of time and are all relevant to the theme of
- time. But Eliot’s paradoxes are not limited to the universe of i
g tunc alone; indeed, paradoxes are integral to the poetic style

*--rqmld to all the characteristic thematic preoccupations of Eliot =




t you «

u must go by the way of dispossession.
order to arrive at what you are not

~ You must go through the way in which you are not; g
And what you do not know is the only thing you know

3

e _'And\.'what you own is what you do not own _
~  And where you are is where you are not. - PO
i ‘ (East Coker, 11, 135-46)

L
. This is one of the several passages in Four Quartets, which is
~ (obviously a systematic and sustained orchestration of paradoxi-

cal statements. The 'dialectics of lines like ‘World not world

but that which is not world’ or of ‘.. .the way up is the way

down, and the way forward is the way back’ and similarly of
- ‘Footfalls echo in the memory/Down the passage which we did

. _not take/Towards the door we never opened/Into the rose-

. garden’ needs explication to be understood. The use of para-

~ doxes on such a scale is enough to persuade us to treat it as

= essential to the realization of the poetic and philosophic inten-

. tions of Eliot in Four Quartets. It does not take much percipience

. tosee that Eliot does not use paradoxes gratuitously or as mere

literary tricks. Paradoxes are Eliot’s individual mode of percep-

tion; they are his style of thinking. Therefore we should try to

state the reasons of experience, thought and perception that
. necessitate Eliot’s paradoxes relevant to the theme of time as |
developed in Four Quartets.

. Whenever we think about time, it is the categories of past,

- present and future that guide and control our thoughts on the

- subject, This categorization of time is reflected in the three-tense

=

s?mtcm of t‘hc verbs of Indo-European languages. Indeed, some
ylinguists like Sapir and Whorf maintain that our thinking
about time in terms of past, present and future is actively
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Onsciousnegs i,
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and g togest
' nd a non-sensygyg. We mg%
- the senisuous—what we ar

- re seeing, hearing. touch; Ycatr
o "present’ W_hile in the un-sensuous the vast image-w :
memory is being labelled ‘the past’

. s and anothey re
belief] Intuition, and uncertainty ¢

tive, public world. And further.
Suggestion in here thyt the objectified intellecs

pond to the felt, intuited
nsclousness,’ states Whorf,

_ 5, and is together,” Thege reflections of Whorfon
- re essentially the game o Eliot’s, or nearly so, Oneofthe -

M08 that we can dray from this view of the situation 8
*lin listic appara g readily available for the exprmﬁ b
fcation of the intyited time 1 leaky. It may be the.
tsuited to (he needs of thc?ogmcam?m A3
Shared in Common hy all the members of a gt P
301y, but it is bound to distort the body ¢
tieular intuisgm and percepﬁons- Thc ‘Pu‘_.l-;.-‘i.
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~ myths and beliefs enshrined in the language stand in the
~ way of the private and immediate experience of time. Owing
(o the inevitable influence of the pre-existent intellectual
' 'ﬁ-amework of the trichotomy, past, present and future, on our
mode of apprehending time, it requires special mental;ue;?d as
Eliot would hav§ it, spiritual efforts to apprehend the sifulta-
neity or togetherness of all time in our consciousness. From
this angle language appears to necessarily limit the range of
our consciousness; its intellectual, discursive character turns vy,

out to be hostile to the birth of intuitive perceptions into essen-
tial time. As Eliot puts it, “Time past and time future/Allow but
a little consciousness./To be conscious is not to be in time...” -
Most men are helpless against the tyranny of the linguistic
categories of time; indeed, they never become aware of the felt
and intuitive reality of time underlying the surface trichotomy
of past, present and future. They spend their lives within the
four walls of their language. It takes a ‘saint’, and his spiritual
discipline to break the prison and liberate his mind from the
illusions bred and nourished by language. What Eliot says is
as follows:

Men’s curiosity searches past and future
And clings to that dimension. ...

-, For most of us, there is only the unattended
Moment, the moment in and out of time,
The distraction fit, lost in a shaft of sunlight,
The wild thyme unseen, or the wintef lightning
Or the watetfall, or music heard so deeply
That it is not heard at all, but you are the music
While the music lasts. :

g (The Dry Salvages, 11, 199-200, 206-12)

These lines sum up the common man’s apprehension of time,
But time as apprehended by a ‘saint’ is of a different order, and
15 on a different plane,

to apprehend
The point of intersection of the timeless
With time, is an occupation for the saint—




b These are only hints and gue;
| H.-_ig_t_s_followed by guesses; and the rest
Is prayer, observance, discipline, thought and
The hint half guessed, the gift half understood,
Incarnation. i
Here the impossible union S
Of spheres of existence is actual,
Here the past and future
Are conquered, and reconciled. ,

As Eliot views it, the release of the consciousness f
bondage of time is a necessary step towards the right act

v lmoral action, for ¢...right action is freedom/From past

future also.’ In the escape from the ‘twittering world" of
light’ framed by the time before and time after lies the sa

of the human soul. And the poetry that evokes and creates

twittering world in all its concrete particularityis worth att

ing to in the context of Eliot’s view of language as an im

medium of expression and communication. I quote.

Only a flicker

Over the strained time-ridden faces
Distracted from distraction by distraction
Filled with fancies and empty of meaning
Tumid apathy with no concentration
_ Men and bits of paper, whirled by the cold wind

~ That blows before and after time, Ve
~ Wind in and out of unwholesome lungs
Time before and time after,  (Bumi Nort

o my mind the discipline that can bring.



inhe
118 of a sain
the same time a poct. However, once the
~ yalues of the release from the twittering world of
~ pefore and time after has been privately, intuitively |
~ the task of communicating them to the reading public prese;
 jtself. The task of perceiving the truths obscured by language
~ isreplaced by the task of communicating the perceived truthsin
language. And then begins ‘the intolerable wrestle with words
and meanings’. The nature of this wrestle is described in the e
following lines of Eliot: | gk

i So here I am, in the middle way, having had twenty
| years—
. Twenty years largely wasted, the years of Uentre deux
guerres
: Trying to learn to use words, and every attempt
Is a wholly new start, and a different kind of failure
Because one has only learnt to get the better of words
For the thing one no longer has to say, or the way
in which
One is no longer disposed to say it. And so each
venture
Is a new beginning, a raid on the inarticulate
With shabby equipment always deteriorating
In the general mess of imprecision of feeling,

|
|
|
l
Undisciplined squads of emotion. (East Coker, 11. 172-82)

This wrestle is nccessitated by the dynamic nature of ex-
perience for ever-growing new angles, forever developing new
themes and cmphases, and thus always leaving language far
behind with its relatively fixed patterns and strategies for
expression. In particular, the common language serves the
"exprcssive needs of the common, shared world of human ex-
perience; it cannot automatically fit the private world of
particular, individual intuitions. _I/n any case, t_hg/-com_m'on - ‘
language cannot preserve the immediacy and privacy of the
-"'-k//[intujﬁons. Therefore, one has to learn to bend the given

- language into shapes to fit the body of the private world of

W i
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(licient

and thus, the process continueg
can never overtake experience; truly p :
; always remain beyond the reach of the ord

' *t’--presents itself to an at:tist 18 one of a
iculate and of expressing the inexpressible, Thig I
¢ intended meaning of the lines quoted above, This
der to be the crucial task which every artist in any meg;
to solve for himself. What distinguishes Eljot from of
yoets, however, is his personal and intensely poetic insights
the nature of this task, and his exceptionally CONSCIOuS res
‘to it. Indeed, to my mind Four Quartets are a greaf p
- because, among other experiences, they dramatize with yi,
~ ness and power a great poet’s awareness of the intrinsic hyg
- centrality of language. In 4 sense, the poetry of Four Quartet
" the poetry of language, i.e. the poetry of experience wig
~ language. It is this experience which forms the burden of ¢,
5 Jast Section of all the four movements of Fout’ Quartets, And it
~ in these sections that we become aware of Eliot’s characteris
~ strategies for articulating the inarticulate and expressing the
b inexpressible. I shoul_d like to make it clear that for me the
- inarticulate and the inexpressible are relative to the given stat
& of language, i.c. it is not within the powers of an ordin:
- language to articulate them and express them by means of th
~ ‘conventional linguistic patterns and structures, Faced with
- task, one might give up the struggle and surrender to
~ dictates of the common linguistic patterns-and structures,
~ thus, impair the fidelity of the experience. Alternatively, ¢
- might create a language de novo, a private language and th
~ deprived of communicating with other human beings. 3
¢s neither, orpractises both in due proportions. His langt
rivate to suitably express the privacy an
intuitions, and the linguistic patterns are gent
mmon enough. (o facilitate communication of hiﬂ
o wonder then that specch, language, words, m
° central concern of Four Quartets. Eliot writes: |
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rn was speech, and speech impelled i

¢ our conce ‘ 5,
Sh’}‘c: gﬁziry the dialect of the tribe e -
And urge the mind to aftersight and foresight.

(Little Gidding, 11. 126-8)

ted that one of the themes of Four Quartets is

s melessness 0T eternity of the immediate experience of
the £ nd events. What is not so widely recognised is that no
z:u cant are the reflections of Eliot on the artifice of
lcsst;gthat can construct the given cternity of the experience.
WI%T;{no’uagc built on the system of the Eh;_cg_ tenses naturally
v tedato the expression of the unidirectional movement is
.adap‘ted to the task of expressing the stillness and eternity of
Ig-s?;ﬁlediate experience. The very design of our language is
:uhz.ﬂwﬁéfb pfeclude the possibility of. expressir}g the Cf)-presence
of the beginning and the enc_l; the sxfnultsfncny_of stillness an_d
movement; the interpenetration of private intuitions and public

knowledge. In any attempt to realize this programme—

[t is widely accep

Words strain,
Crack and sometimes break, under the burden,
Under the tension, slip; slide, perish,
Decay with imprecision, will not stay in place,
Will not stay still. (Burnt Norton, 11. 149-53)

But this is only a prelude to a new regrouping of the expressive
resources of the language, and this reorganization necessarily
entails the purification of the dialect of the tribe. The dialect of
Four Quartets is the purified dialect of the tribe; it is an enriched
dialect; its expressive range has been extended; its communica-
tive powers have been further strengthened.| The point I would
like to stress is that the method of paradoxical statements in a
sustained and systematic manner contributes significantly to-
wards the success of Eliot’s heroic struggle for the purification
of the dialect. It primarily consists in collocating words and
phrases whose meanings and emotional associations ordinarily
contradict one another. For example, consider the following: ‘In
my beginning is my end,” or ‘the way up is the way down, the
way forward is the way back,’ or again, ‘And what you own 1s
what you do not own /And where you are is where you are not.’

v

=



clic natu ind it i
dered through the linguistic APParatys ;
1d with the intellectual understanding .
in terms of a linear seguencc.based o

nd after. It would be particularly gq i, Pocty
in poetry have to create what they CoOmMMmupeye”
eve it with compactness and economy. Ang gince in
e is not a progression from stage to stage

in any given = '. \
1 it stands to reason that the way up is th irec,

. . : ~ Same ag the v il
~ down, and the way forward is the Same as the way back. TheL
" up-down, forward-backward dimensions simply €annot degcrip, ¢
B the cyclical movement of time. But these are the ¢q -
~, dimensions commonly used to describe the movements of objecty
o lin space and time. Therefore, Eliot must negate the Commoﬁ:

~ modeof apprehending and stating movement i time anq Space

- Dbefore he can be reasonably sure of stating and Communigag
‘ ality of eternity—which

tim,
0 the ey
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his private intuitions into the essential re
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- and the self-frustating task, of creatin
~ have stated earlier, it will hamper co
- dilemma: to accept the old norms of

m integrity of experience, in this case

~ but to evolve new modes of expres

mmunication, This is the
expression is to injure the
the eternity of experience,

sion is to impair the com=

- Municative capacity of the medium, that is, language. To opt 2
S o one fo the exclusion of the other is no solution of the
~ problem, The only creative way out of the dilemma is 0
MEVE a balance between the opposite pulls of the two sids
ned aboye, This is Ptiot’s way in Four anrte&s—-and_'
30‘53 thm'ugh Paradoxes and contradictions. Its purpe

ueve ‘concel‘r?ration without elimination’ and to
it 22th @ new World and the old modg explicil

1€ completion of j(g partial ecstasy, the

.P’m‘ﬂr."“ But then this is bound to involve &5 b
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The Metho

x08 and contr
hat all movement turns back upon itself in
-

=y hat necessarily imply progresSion or retrogres-

ltti cannot but invite paradoxes. Take the following randomly
Son cannot = e
sclcctrd___l_mcs -

wdictions. For example, the need to express

qwarcness t
jstic terms t

[n the uncertain hour before the morning
Near the ending of interminable night «
At the recurrent end of the unending. . .

[t is obvious that the phrase ‘the ending of i};‘ternﬁnablf:ﬂnight’
i pm-;}_doxical and even n.mch more so is the phrase ‘the
recurrent end of the unending’. The two contradictory terms
in the first phrase are ‘ending’ on the one hand, and ‘intermin-
,ble’ on the other. This verbal contradiction points up and
asserts the asymmetry between the.felt eternity of the imme-
diate experience and its statement in terms of beginnings and
ends. That 1s to say, ‘ending’ in the given line represents an
aspect of the :ntellectial understanding of time, whereas ‘inter-
minable’ represents the intuitive awareness of time. Similarly,
the next line with its contradiction between ‘the recurrent end"
and ‘unending’ repeats and reinforces the idea contained in the
preceding line. On this showing, paradoxes turn out to be the
most effective linguistic means of expressing simultaneously the
twoapparently antithe tical awarenesses of time. Specifically, the
paradoxes of Eliot achieve a synthesis of the public knowledgey, o
and private intuitions in and through the antitheses out of) *
which they are constructed. A true paradox asserts the union
of opposites, binds together what belong apart conventionally,
and in doing so denies thefogical law of the excluded middle
and the law of contradiction. However, this line of enquiry into
the nature of paradoxes will not be developed here any further,
for it is not directly relevant to the central theme of this paper. -

The method of paradoxical statement has been the favourite

{of all ‘mystics’ of all cultures in all ages, Indeed some of the
o “paradoxes that we have cited from Four Quartels are simple,

borrowings from the writings of the Greek 3 Choatian
mystics, The line ‘the way up is the way down, the way forward
1s 1111- way back’ can be traced to Heradlitus as much as to
St. Joht of the Cross. It is simply a translation of the second of



ind the mystic philosophers of the

urpose of this paper. Here the conge:
ﬁ&m&b&dcaﬁ?tammegt; used by Blioy 5
- ettt of-expencncﬂ, perception, o
thﬁm and motivate th;:m. T(li'le writers on b
: + to explain the use of paradoxes in an atterae,
g ystita;oeggrllenc in various ways. The foﬂo nﬂm

u

age is forced 10 be used for things of this world (3

“of crookedness: oxymora, Pa@»c,loxes.’ COI}]:F@.dictions, absurd;
"';es-, oddities, ambiguities a.nd irrationalities. Lgngu
i not to be blamed for it It is we ourselves Wh(?, 1gno
% proper functions, try to apply it to that for which it
intended.’s There are many things wrong with this

Was neyep

* not the least of which is its utterly mistaken understanding of
*the nature and functions of language. First, it implies that there
is one language for this world, and another language for the
* transcendental world. This is not true, there is only one Jap.
‘guage which engages many worlds and has to serve them all,

Secondly, the way the author groups oxymora, paradoxes,
‘absurdities, irrationalities together, he seems to ‘suggest that
aradoxes are absurd and irrational.’ This is false ; paradoxes
> not absurd and irrational. Farlier we have argued that
adoxes are consciously used by Eliot asa technique necessary
d sufficient for communicating hig experiences with fidelity.
he view propounded in the passage quoted above would make

dta victim of his ignorance | This is preposterous. T, S. Eliot
y not be a_mystic, or he may be a mystic, but he is un-
2. Y @ Poct exceptionally sensitive to the expressive poted:
of his medium—Ilanguage, And if the poet’s efforts ©

represents one important approach towards the sm\ :.‘
h appears to be relevant f0 our theme. It sayg, ey &

o €. the
scendental world) it becomes warped and assumeg all king.

-.,.
e
ol

agc ltself L
rant of jyg

viewpoint,




outcome of his expression of

dual experiences. In them language and ex
e one and ycnﬁcﬂ. In support of this thesis T would
te a literary critic, Raymond Preston. He writes: °

wg to say anything which is at all difficult to exp ress,

' neech is inaccurate—imprecise as an expression of thought,
'._;1 ~ide as an expression of feeling. It requires qualificati ) wh:lcil 2

~ sequently in Eliot takes the concentrated form of pfradox; it
- Ay furthcr concentrated and enriched by such means as

| ‘ ellipsis, anaphora, and even play o? words....’8 Preston’s view
" of paradoxes in Four Quartets is, in general, correct; at any
" rate, it is certainly much more relevant and positive than
. Suzuki’s view of paradox in general. But still I feel that Preston
' fails to assert categorically that paradoxes are essential to the
" realization of the moral, philosophical and poetic intentions of
Eliot in Four Quartets. He seems to equate ellipsis, anaphora,
punning as literary devices with paradox. I submit once again
that paradox in Four Quartets is no mere matter of a literary

device; it is 2 mode of apprehending the reality of the different

spheres of existence, and of stating Ebem with complgtcg@s and
¢ finality. In any case, the documentation, classification of
.~ literary devices and separate discussion of each in its relevance
' to the development of themes in Four Quartets are not likely to
& yield much insight. Here in Four Quartets the whole being of the

+ English language, its present, past, and future even, is inyolved;
I ifs entire expressive resourcefulness is on test, and this is an
~ énterprise that entails a radical revaluation of the creative use
‘Words in poetry. Indeed, Eliot’s encounter with the world of
. fanguage and his lifelong wrestle with the words and meanings,
- With the imprecision and vagueness of expression, and his
- consciously developed discipline of language, function as the
- Paradigm for his encounter with the non-linguistic world of

v Quartels Eliot presents the discipline of

- experiences, In Four
& Em art as an essential condition for the disci line of spirit
- The elaboration of these remarks will take us fzr gc;ong the




riets. 1 propose to eng thz ﬁ'ﬁ ;
’ Ote yyz, Nt}

The ring is no substitute for the tfansient
g

Neither one for the other. But the abstract ¢ B -
~ Of private experience at its greatest intensity CPtipy
~ Becoming univetsal, which we call poetry :

- May be affirmed in verse, (Eliot, 4 j ;te on

" Pagyy

~ There is no need for it; but still, if only to haye g, 1 &
- Dllsay this that parddoxes are essential torth; 5t wopg S8

g ﬁilmaﬁon, %
P.S. After I finished writing this paper I happeneg
Mysticion"and Philasoply by W._T. Stace, whermiy 1o 0 T
following:: Jing the.

‘Paradox is an important rhetorical or litera
a writer on any subject may quite legitimat
purposes of gaining emphasis, expressing thoy
striking and dramatic way, forcing the reader to Stop and think
and to pay serious attention to thoughts which he might othey.
wise be inclined to slide over and leave only half understoog
Literary or rhetorical paradox may also have positive esthetie
value and poetic beauty. This last happens because paradox s
apt to take the form of a rhythmic $wing and balance of
opposir_lg__g;«.}HSCS succeeding one another in the m:nner of

strophe and antistrophe. Consider, for example, the following
lines by T. S. Eliot:

ry dCVice Whi(:h 4
ely use fo the &8
ght content ina

F bt | s

In order to arrive at what you do not know
, = You must go by a way which is the way of ignorance. ...
wIn order to arrive at what you are not
You must go through the way in which you are not. ...
And what you own is what you do not own
And where you are is where you are not.

Certainly, paraddz/c is here used by Eliotas an efftﬂ:ﬁ,_!ﬂitliﬂary
device. But even here one may well ask whether that1s &%




s ofon]‘y )he mnt denymg any vahdny to ps
1 :&mm three presents: - aprcscntofthmgspast a presen f thi
and 2 present of thmg_future The present of things B

t of things prescnt is s:gﬁt and the present of things‘pm ;.

~ Thatisto ords of Eliot, ‘all time is eternally '

say, in the W
9. B. L. Whorf, Language, Thought and Realit :
3 Bw‘ No }', PP' 143'4-

rion, 11. 74-8.
4. R. Preston, Four Quartets Rehearsed, P 20. A
More (ed.), Ess@s in East-West Philosophy, p- 43-

; ‘ 5. Charles A-
: 6. R. Preston, Four Quartets Iient Rehearsed, pp. 17-8.




- Theme’s Progre : The Rake

"~ because the theme of The Winter of O_u_r Discontent is try}

3 it is Temptation. I meang to show in the course of it

that the theme of Temptation has had a continug

western literature rjght from the story of the Fall, ¢
Books' of the Ol estament, and the Temptations of

__to cite only a few instances from the Scriptures which 3

basis of all western culture—and then in the realm of 07

proper, from Dante, through mediaeval Moralities, M

Shakespeare, Milton, the great seventeenth-century pr

Bunyaii, Goethe, down to our own times in such instang

T. S. Eliot’s Murder in the. Cathedral. To me The Winer of 0

Discontent seems to be a link in this long chain, and a'li
forged with such craftsmanship that it will not snap even ug

I the most violent jerk. ' '

Obviously, it could not have been possible for me to

the whole tradition within the limited scope of a short p

and so I chose the most outsl}a‘r;iling case of this thes

Shakespeare’s Macheth, and strove to establish a close

with Steinbeck’s novel. I feel that if I succeed in doing this, e

rcasc for The Winter of Our Discontent standing on a firm foot |

! the tradition will have been established. N

7 One factor that makes Temptation of interest ton

- general, and significant as a literary theme, 1S the way 1 W

1

&
- itputsto the test the quality gnd endurance of the h
- From this point of view thre¢ factors in Jhe theme st
interest jo the creative writer—nature of the te
of the ill-fated person the doors Of
=C by it, and the abcttinﬁowes \whl eh




1 shall proceed directly al :
ated at above and which to the_best of n
ot even, been touched upon by any of t )
- ggembeck. v ! S
~ ~Tirst then, the points of resemblance between the ch
- ofEthan Allen Hawley, familiarly referred to as Ethan
ibu.t the story, and Macbeth. Macbeth and Ethan are both
" Jisionries, given to seeing the proj ections of their own imagina-
~ tion suspcnded on the screen of the air. The instances in @ _ Mﬁ?ﬁ
'. are W__EILLCH&WH, and so to save time and space I shall pick
 out a few from The Winter of Our Discontent, depending on the
reader to see the parallel for himself. Ethan has something like

a pool of dark w ers’ in some region of his consciousness out of
which, as out of Yeats® Spiritus Mundi, visions swim out. As he
sat watching by the bedside of his wife’s dying brother ‘a monster
swam out of my dark water. My muscles tightened, and T think

my lips fleered back like a wolf’s at the kill’ (p. 92).* His

visions are not merely hallucinations, but they produce mus-
5. He carries in his mind the

cular, mgtor and nervous reaction

‘darkju% of the deep’ (p. 94) in which decisions are constantly
being taken for him by some mysterious power, and when he
returns to his problems, he finds that a course of action has
. already been marked out for him and he has no choice but to
. follow it.

: He has a habit of sleeplessness, and when of nights he lay
i_. awake beside his wife, red spofs swam before his mind’s eye in
v the dark, and out of the red spots sprang his visions. On such
occasions his grandfather, Captain Hawley, who had been long
dead, showed him how the whaling ship the Hawleys had
possessed in joint ownership with the Bakers, had been burnt
down to the water-line, and the hull sunk t? the bottom

= . '
=

| {p; 201). /
l Secondly, like Macheth he is given to self-examination and
self-justification. The famous Macbeth soliloquy 3

| *The page references throughout are to the Pan Books edition of The Winter

of Our Discontent.




= ; alesman of the new
"o« with his store—all have been telling -

of business, but he }

d then he questiong

" the adventure and mora ity
sted their insinuations, an

" Marullo was telling me, . . .and Mr. Baker ang i
: -nl\f;:u'll"hcy all told it straight. Why did it l‘evo%?q'-t :

Jeave a taste like 2 spoilt egg ? Am I so good, or

so just? Idon’t think so. Am I so proud ? Well, theregg,

thing of that. Am I lazy, too lazy to be involved? |

an awful lot of inactive kindness, which is noth

laziness, not wanting any trouble, confusion of effort, (p.5%)

In both, this vein of self-examination goes with a o é’ =
self-justification worked up by their superstition. They b
cognize the hand of supcrnatura.l prompting, and their supersg.
dous bent of mind makes mincemeat of their rationalify,
Margie, who plays the role of the Witches in The Winter of 0y
Discontent, has told the fortune of Ethan by her Tarot cards,
and Ethan is left speculating and desperately fighting the
suggestion or auto-suggestion: i
The stars incline, they do not command. Well, I have
heard that a good many financiers go to astrologers for ~

instruction in stock purchases.. .. (pp. 51-2)

They are not only men of vision and speculation given:tfi'v'
self-examination and self-justification, but they are adept in
o e o b Saaninon i A o
taking charge of a practical situation with complete masterys:
‘Macbeth’s arrangement for Banquo’s murder in every
detail, even to the extent of joining the two hired murdereisift

i1



s

-
-

L

s 25 ‘My creamy fowl’, ‘My cheesecake’, ‘a dear little

 pabyTa
- Jtmay

& :}?ﬁ};h;agsyon to the other characters. Mary plays more or less

‘them on to a dubious line of ac
tness but for their husbands’. Ma
“gweet remembrancer’ and sﬁcp ot?'le_r phr 5
tch::d by Ethan’s; only, Ethan’s mind is more inventive and
aful At a glance through the book one may pick up such

bbit’, ‘little mouse of a mouseness’, ‘my dimpsy darling’.
be dismissed as idle curiosity to note such a _rqscmb;l-am:g? ;
svchologist may find some significance in it. -

the same role and displays the same characteristics as Lady
Macheth. The contrast with her husband in many traits could
ot have been merely accidental. While Ethan’s brain keeps
.goiling all the time, and while he passes sleepless and restless
.nightsa Mary shuts off the waking life as one shuts a door on
well-oiled hinges, and in her sleep has ‘the wise and remote
smile of the ancient Greek gods’. Does not Lady Macbeth .
exhort her husband to dismiss his compunctious thoughts from

his mind ?—

A little water clears us qf this deed:
How eagsy it is then.

and does she not in a more tender moment tell him ?—
You lack the season of all natures, sleep.

S50 does Mary complain of her husband’s sleeplessness and
wanderings by night. Having destroyed a rabbit in the garden,

‘he has compunctious thoughts and cannot stay at home. Mary
 asks him if he would be late, and adds: ‘I won’t wait up, I'm

sleepy’ (p. 120). And when he returns late at night from a visit




o Danny to live down his compu
- the good Samaritan to the compgn?:;ig?'l‘] thougly,
had fallen into misery. ‘Mary was aslee 1 be hooq
Macheth's own invocation to sleep inpt’}fml“n'
murder of Duncan, when his own long-cq © Momey,, P12
lessness began, is quite significant in this '::tlnued spell T
Although husband and wife both, in bg?}:cxt. " gy

superstitious belief'in supernatural forehodin
the wives in both the cases are more Cfe%]sl |

comes home after a tiring day in the store Shl:,_ (;:s.' E
3 1M E,

tell him: Poi

and prg.”

I can’t wait to tell you—Margie read me ip ¢ s
ar
t

three times, because she said she never sa _

. : U -

Three times! I saw the cards come up myzsgthmg(hke?t '
R

And while Ethan warns her: ‘Can cards think?’ ghe

“They Know,’ and is altogether too excited about the Prezto— _

of money and other greatness to listen to her husband’s Warfl? o l
g,

and keeps on drumming: ; H

That’s the way she said it—Your fortune is Ethan, He js
going to be a very rich man, maybe the biggest man in
this town.’ (pp. 35+)

So Lady Macheth on receiving her husband’s letter written and
sent after his meeting with the witches on the heath, is heard

l soliloquizing:

Glamis thou art, and Gawdor; and shalt be

What thou art promised: yet do I fear thy nature;

It is too full o’ the milk of human kindness 0
v

To catch the nearest way.

ic heroes have put

It is not merely that the wives of the two trag to
ave

their faith completely in the predictions, but they h
the scruples and diffidence of their husbands.

In another situation in a latter part of the st b
same context, when Ethan resists the {nginuations ¢
by posing:



not tlns taunt have in it an echo of L,

. Was the hope drunk
~ \Wherein you dressed yourself? Hath it slept since ?

'_," four pages of chapter 7 of The Winter of Our Discontent
E (93: ff.) are strongly reminiscent of Macbheth, 1. vii. Such close g
- Y .mblance cannot be dismissed as accidental. v . e
*[n the third place there is the character of Marullo, who may 15
~ pe taken as the substitute of Duncan in the Macbeth_story. :
~ Marullois old and infirm and his whole business of the grocery
* gore is looked after by Ethan. Once Ethan establishes his
. jntegrity by resisting the bribe from the drummer, Marullo
comes to have absolute faith in him, as Duncan did in Macbeth
. .-(Pp' 145-6;—1L. 1i. 26 et seq.). It is this confidence of Duncan in
- Macbeth, and of Marullo in Ethan, which provides for both
~ the door to temptation they could not miss. But this confidence
could not have been enough. Circumstances contrive to make
Ethan exploit the confidence. Did not Lady Macbeth on the
* eve of the murder of Duncan say ?— ¢

I

Nor time nor place
Did then adhere, and yet you would make both:

They have made themselves, and that their fitness now
Does unmake you, v/

'
,;Ethan had little power in him to harm Marullo, but circume

68 put that power into his hands. In idle talk with Joe

Morphy, the bank boy, he picks up the information that
" A lo’s entry into America must have been round about ‘

1 %% and that it must have been by the back door (p. 136).
6




:lt!mush tiior{nh tllrops a hint: ‘Dop?y lot onM?mI:-. by

minence that I pulled a blooper aboys 1. & " to hig o S
baxt{’ the hint has sunk into Etll)mn anc{l Ei‘;;mng a depg;';%’ '
of his treacherous plan. He checks it yup frz o Corney £
finding that Morph had hit the nail on the healg l\’I‘*‘I‘ullt;,ﬂ::“e %
contain the knowledge in his mind, Ethan }; € cap har'ld
addressing the row of groceries while cleaning tid a
morning, but the next day after the ideq was Putf; Store the
by Morph, he became more introvert, and insteaq n;o his heaq
at the row of tinned and bottled >, Pre

gOOdS, he Sang to h.lmSeE‘Ching

abit of

Now is the winter of our discontent
Made glorious summer by this sun of York

He knows that it is not a song, but this snatch from Shakeg
(the opening lines of Richard III) expresses his menta] StaE:‘}TE
him, Marullo acquired the store from him, and ngy, M u; |
had put it into his power to do that by Marullo which he ;Ed
his accomplice, Mr. Baker, had done by Ethan’s father, {
caused his financial murder. y
It may seem difficult to find parallels for Banquo ang Mg
duff, two other major characters in Macbeth, but 4 litle
stretching of the analogy will show that Banquo’s role i not
altogether missing from The Winter of Our Discontent. Banqug
and Macbeth had been close associates and companionsip.
arms; so were Ethan and Danny Taylor, And as Banquo’s
murder was essential to instal Macbeth securely in power, s
I mean to show in the later part of this paper, was Danny}
for Ethan’s plan of restoration of his fallen prestige and pros
perity. Macduff, who opposes Macbeth consistently and Pcrs:
tently, and who deals the final blow, was not ess’emml 1‘:1 Ff
same form in Steinbeck’s story, because Steinbeck s cnncapjuﬁ
of Tragedy is different. It is not a story that ends in th[‘]il\i-;l;n
and destruction of the hero, but one ih‘ut le;}\"cs 'hm‘l"'lm o
the rack of his own mind in a state of tvr.r?hlc 1-5‘01‘1:& ot
loneliness. In this sense the m]v ui'_ L\I;u'tlu'ﬂ 1S.F;1}\t(1;_l§?6).;*3 |
by the Television man from ‘I’m'wk ;uull 5\‘?1.\\11 o
Macduff makes the final revelation which ml{?lfri'n.risiﬂl in
Macheth, so Dunscombe reveals cull_mhlc‘ pn‘:ﬂ * vard. 10
essay of Ethan’s son which had won the nati

.l
:
3



s forces? First, his wife Mary, like Lady Mack °p
ntly nudging him with reminders of his low fortune:
sy - oy A R
- Dollove money? No, I don’t love moncy. But I don’tlove
~ worry cither. I’d like to be able to hold up my head in this
town. 1 don’t like children to be hangdog because they

can’t dress as good—as well—as some others. I'd love to

hold up my head. ... (pp- 38-9)

‘:.
y 4

" This obviously puts Ethan into a dilemma, and he asks himself:
‘Did Mary want a fortune, or did she want it for me?’ (p. 51)
Other insinuating abetments come from Margie who professes

o be a fortune-teller, from Baker who had advised his father to
lose his fortune, from Joe Morphy, from the drummer, and all
these make him more speculative than he would like to be. He

tries to dismiss the idea from his mind:

e s

The stars incline, they do not command?. . .Nothing as
sweet and remote in my fortune as a star. A beat of tarot
| deck of fortune-telling cards in the hands of an idle
¥ mischievous woman, and she had rigged the cards. Do
the cards incline, but not command?. . .they incline me
to give more thought than I wanted to, to a subject I

: detested. (p. 52)

" While he is thus speculating with a touch of scepticism, the
abetting forces find new allies in his own children. On the
~ evening when the Ethan family is preparing to have Margie at
* dinner, Allen, his son, shocks him by telling him:

i Do you think I like without no motor-bike? Must be
~ twenty kids with motor-bikes. And how do you think it is




W |

ought sho would be the last

%&H I ZV?S]]. You’d hurl'y up‘ 1 m SICk-' .

Lé’(i’k completes the .Macbet-h th‘eme by int
in the story, for what is Margie “'qth her tarot ._
ces and visions, if not a modern witch. Not only :
A  an authentic witch ancestry. She has a cheunred_

" the most interesting item in her antecedents is tha

" descended from a Russian great-grandmother whe

.~ witcheraft, then thought to be a worse crime thap my

£ e (pp 85-6). As Margie reveals this guilty but colourfl e

, Ethan inquires what her great-grandmother did. ‘She q
7

storms.” Margie justifies her ancestry, for she tog raises
= in her own way in the peaceful calm of a family circle, |
' when Ethan visits her in her room—which Margie deserit

' * "A pleasure-dome, soft light, smell of musk—down to a
".u'ﬁhi"'sea P*_Ethan remarks, ‘I guess you are a witch all right,’
"-"t she replies, “You know goddam well T am. A poor, pitiful
~ town witch.’ ; |
S Margie is invited to read- Ethan’s fortune, and after’
o talk in jest and earncst she starts throwing her tarot seti
- reading what the cards signify:

| "-"i*-f o8 “The king of batons’. . . This is you—a picture of a crow

. A d YObEd kll‘lg hOldlng a huge red and blue :
it E.l_l,fd-Rois de Baton printed under him.. . . (P

5 ‘,t
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 Guinbeck’s “The Winter of Our Discontent’ g

[sn’t there an echo in this of the vision shown to Macbeth by the

witches when he visits their den (V. i). And then suddenly in

the middle of her card-reading, she seems to be overcome by
some invisible power, collects her cards in a pack and apolo-
.g.izesi ‘Can’t do it. ...Happens sometimes.” Mary suspected
that she had seen something dreadful, which she did not want
to tell, and Margie tells of an experience of hers which she had
when she was a little girl. She had seen a snake, a Rockey
Mountain rattler, change its skin, ‘Well, looking at the cards,
they disappeared, and I saw that snake change its skin, part
dusty and ragged, part fresh and new. You figure it out.” And
Mary said enthusiastically, ‘Maybe it’s a symbol of the change
in fortune that’s coming to Ethan’ (p. 89).

So much about the most obvious similarities between the
theme of The Winter of Our Discontent and the theme of Macheth.
If Steinbeck had just repeated Shakespeare’s items, we would

vtake his genius to be only of a secondary order. But he intro-
duces many new strains which give greater complexity to
character and plot; and these justify the sub-title of this paper
—‘Continuity of a Theme’—because continuity is not a mere
repet:-ifion but a prd’grcssj an advance over what has been taken
or adapted from an original source or tradition. If Steinbeck
took the idea of the theme of his book and of the character of
his tragic hero from Macbeth, he made both more complex by

giving them traits and strains that are not found in the original.

The new strains that Steinbeck gives to the character of
Ethan are a galling awareness of a contrast between the status
and fortune of his foréfathers and his own. The sense of social
degradation is made to co-exist in him with a guilt-conscious-
ness. Although the fortune of the family was brought low by the
treachery of Captain Baker with his grandfather Captain
Hawley, and then by the ill advice of Baker the banker, the old
Captain’s son, to his father, Ethan somehow holds himself res-
ponsible for it. Thirdly, there is the crushing sense of subordi-
nation to an immigrant who is also a Roman Catholic. To these
may be added his exposure to the temptation of woman and
bribe, which are probably meant to give a modernity to the
Cl}aracter. And yet all these new strains are so well in harmony
:Wlth his basic character that the fully developed character as
ftcomes out of Steinbeck’s treatment is all of a piece; and not



:ﬁ%ﬁ.ﬁm the theme of tl?'e n_ovel deeper and B
A similar new dimension 18 gw'en to the cha%

the witch of the novel. The witches of Machyy,
realizable in their objectivity, at least to a modery, ,
and we have to invent psy’cholog{cal explanationg for

the projections of Macb?th s own inner self, Margie’s . My
has been made convincing, and. has. almost been_r 'algty,
ascribing to her a complete realization of her positig, Uy
in life. Towards the very end of the book when E than ._.,J:_
state of depression and cor!fusmn comes to her to finq o
physical and emotional relief, she gives an explanatioy .I,J

life that compels an admiration for her perspicuity, drw |

her analogy from the bullfight, in which the exhaysteq al

gored bull, staggering and uncertai.n of his movements, h ﬁ-l"
be given some sort of a target for his horns: p

I

Remember how he gets confused and uneasy, SOMmetimey
just stands and looks for an answer ? Well then, they by,
to give him a horse or his heart will break. He has to ger
his horns into something solid or his spirit dies. Well, iy
that horse. And that’s the kind of men I get, confusedang
puzzled. If they get horns into me, that’s a little triumph,"
Then they can go back to muleta and espada.  (p. 208

She knows her real role in life; and presumably she plays the
role of the witch of the modern society only to make henel
more intriguing and desirable in her assumed role. She hashad
her eye on Ethan from the very beginning when she blatanis
threw all her physical charms into his face (p. 80), and thias
probably she started the tarot card game to get her tentatas
more tightly around him. X

This greater complexity of character is matched by a con&
ponding complexity in the nature of the temptation WASES
makes a many-pronged attack on him, coming through P&t
cally every character of the novel. In Macbeth it is the -.
of his wife and the insinuations of the witches working 0% 20
abf:tting the inner promptings of his own mind; but i
Winter of Our Discontent Ethan has to stand up against tht
and insinuations from his wife Mary, from Baker the 85

| N



nl‘ Ethan to invest even Mary’s money:

Eal .

T advice you don’t have to lose it. Risk isn’t loss. Our people

have always been calculated-risk people and they didn’t
Jose. I'm going to shock you, Ethan. You’re letting down
the memory of old Cap’n Hawley. (p- 20)

~ may be either inveterate business acumen, or a genuine attempt

to repair his old wrong by helping Ethan retrieve some of his

- ,ld fortune; but in either case it must have been hard to resist,

-
| Td

Parﬁcularly because he has won Mary over to his side.
There is one problem to be settled if we take The Wanter of
Qur Discontent as a continuation of the Macbeth theme. How do

-

- Lose it if you have it, but risk it. Witl; care and- -L

el

we explain the Danny episode ? Danny Taylor is an old play- -

mate of Ethan’s who has brought himself to the sorry state of
an inveterate drunkard, sunk low in spirit and health. Ethan’s
visit to Danny in the night when he had compunctious feelings
after destroying a rabbit (pp. 120-1), and advancing him
Mary’s money for his medical treatment, about which he
had shown such scruple in investing on Baker’s insistent advice,
seems at first sight to be foreign to the Macbeth scheme. But on
a closer look it justifies its place in the story. For a tragic hero
to be effective it is essential that his creator find some device to
ngage for him the admiration of the reader/audience.
Shakespcare had done that by giving to Macbeth moral scruple

" of a sort, and other virtues that belong to a noble spirit, to

which Lady Macbeth alludes in her soliloquy:

yet do I fear thy nature;
It is too full of the milk of human kindness

To catch the nearest way:

and that is why in his fall we feel there is destruction and waste



_ 1 for such a character, and s f
tions proper to Tragedy. A
is aléopr:r?l:cond aspect of the Danny
s it fit into the Macbeth scheme. The dig]
y and Ethan, prior to Ethan’s making oy ._
| ars of Mary’s money without bond or conditiop .
~ to it, is strongly reminiscent of the dialogue between

~ and Macduff when they meet in England.

-

though it were a bead on the end of a rifle, “Your
me Mary’s money ?’ |
‘Yes.
\ ‘Without security ?’
Xes.’ |
‘Knowing the chance of getting it back is a thous;
one against ?’ |
Yes,’ i
“There’s an ugly thing in a drunk, Eth. I don’t h
you." He licked his lips. “Would you put the money inm

He sighted at me over the neck of the whisky

_ hands?’ ’(
‘Whenever you say.’ e
i ‘I have told you not to.’ e

y ‘But I will.

(PP

g - It will be simply stressing the obvious if T drew a compar
“f' with Macheth, 1V, iii.

- There is yet another significance of the Danny episode
- nats effect of intensifying he tragedy is analogous to 0

0 Magheth, and we shal] notice it presently in connectio
end of the story because it pertains to the end,

all the insinuations and abetments working ;



lum a moat un P!
S hil le and 80" '
O hmfmm our thought as a scot
¢ would have figured as a mere crir
A no t have been anything mgie ‘__
woi® th stcmbcck gives to the story re:
Wt~ poth in the Shakespearcan and the m
] man brings the information that Munnq
| rted for illegal entry, and that he has beq
i dcpoEthan. The question as to who played the i
g

4 artment of Justice is not difficult to answer if w

of the book with page 232, Ethan is most cert;

- and thus in ter minating the career of Marullo

."- Bay towll( and in America, Ethan commits a murder not
~ in the me taphorical sense, but literally a murder accordin
s own concept. Ruminating on the end of the career of |

~ father in the earlier part of the book, Ethan had obsm.

Mr. Baker and his friend did not shoot my father, bllt _.

advised him, and when his structure collapsed.
herited. And isn't it a kind of murder?

" Thus Ethan’s murder of Marullo is analogous to M
" murder of Duncan. But Macbeth causes the mumderof

a well, and so does Ethan that of Danny. Insinuations
--”-u from so many directions had made Ethan's
i ing and plotting like that of Macbeth. HQ
| -' Ay possessed the only site for the acrodrome SO &
i€ development of New Baytown; and he
Wanced one thousand dollars to Danny without i
4 _mmld not spend the money on treatme
ot @ thousand dollars worth of drink would cexl
* also must have realized that Danny had
iﬂ his heart, and that hemnl& ot depa




‘makes one big success out of two planneq
‘had done, but what about the end ? Ma,
: . terrible loneliness after the death of hjg ,
. one and every thing in revolt against him, :
ting, his end being brought about by an element of
v in his superstition-inspired self-confidence: ngo Oth
have had the sublimity of tragedy. Ethan algg g
. self in terrible loneliness, isolated even from his gq
~ beloved wife by reason of the problems he has created arg
" himself. Towards the very end of the book when E e
 returning from Margie’s he meets Joe and in the dialogue ¢
~ ensues between the two, occur the following significant ob

‘Story of my life. When the cards are down—no pl:

~ to go. Nobody to talk to.’
e “You should get married.’
S “That’s nobody to talk to in spades.’
.~ ‘Maybe you’re right.’ -
ﬂﬁ’ F ‘Damn right I am. There’s nobody as lonely as aﬂ{'
~ married man.’
- ‘How do you know?’
- ‘Isee’em. I’m looking at one.’

:|; .




ks ‘The Winter of Our Discontent 85
. to be set up as a candidate for the Managership of the
30:::18 His plan to end his life is to wade into the sea, cut a vein

w‘th a razor blade and abandon himself to the waves. But

- cher his resolution fails him, or the waves refuse to accept

e:,ch tainted sacrifice, or perhaps he is overcome by the tender-

:@;s for his daughter Ellen, who probably had a premonition

of his intended last journey and had tried to detain or even

Jccompany him—whatever it was, he could not end his life:

‘A surge of wave pushed me against the very back of the
Place. And the tempo of the sea speeded up. I had to fight
the waves to get out, and I had to get out. ...’

(p. 282)

Yes, he had to get out to be a permanent tragic spectacle to
himself and to the rest of the world.
This, according to my lights, is the analysis of the story of The
Winter of Our Discontent, and I have not sought to establish the
parallel with Macbeth out of mere idle curiosity. Among the
major Writers of America, Steinbeck has been the most ad-
versely criticised. To cite just one judgment about him, Leslie
Fiedler felt ‘a sense of outrage over the award of Nobel Prize to
John Steinbeck.” The chief objections against him are that
from his early work he selected for development only those
features which were good for popular best-selling and for the
cinema world; that there is more than a touch of adolescence
in his view of life; that even his best works like The Grapes of
Wrath are terribly sentimental and more of a sociological
documentary than works of art. He concerns himself with
agararian labour and industrial trouble and with problems that
are local rather than human and universal. Most of the eriti-
cisms I have been able to consult come from the years prior to
1960, The Winter of Our Discontent appeared in 1961, and the
only book on the American novel appearing after that date
which I have been able to consult (Fiedler’s Waiting for the
. End) does not even mention it. This paper is only a preliminary
probe into the texture and quality of The Winter of Our Dis-
content, and T feel it establishes that in this novel at least,
Steinbeck concerns himself not with a local or sociological
Problem, but with one that is perpetual, universal and human.

|
)
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~ the are in rcallty four sharply dehncated penods into whlch |
3 ;,,s work may be divided:

First Period (1916 to 1923),
Second Period (1923 to 1926),
Third Period (1926 to 1938), and
Fourth Period (1945 to the present)

_ In the first period we find Graves thrown out of his whimsical
- and uninteresting Georgianism by the shock of the First World
War. After 1918 we see him in his pain-relieving phase, when
. he believes poetry to be a healing measure for the many psycho-
~ Jogical disturbances the War has brought him. He seeks,
~ through the composition of self-consciously childlike poems, to
- escape from the turbulent and potentially destructive emotions
aroused in him by the War into an ultra-romantic world of
- fantasy.
~ In the second period Graves determines not to become emo-
" tionally involved in his work. By 1923 he feels tired of emotional
. intensity and is gliding into the semi-detached analytical poetry.
* He announces at the outset that he will no longer cater to
* ‘those who demand unceasing emotional stress in poetry’; that
his poems will from now on examine coolly a series of problems
' in religion, psychology, and philosophy.
. The third period of Graves’ career opens in 1926, with the
- arrival in England of Miss Laura R1d1ng, the American poetess.
The influence of Laura Riding is quite possibly the most
Amportant single element in his poetic career. She persuaded
um to curb his digressiveness, and his rambhng phllosophmng,
nd to concentrate instead on terse, ironic poems written on
'.7 __'.jnal themes, The satiric mode predormnates during most
1 period, although one notices now a growing tendency in




m‘l; poems, his fourt,
on of Poems 1938-1945
y the end of the Second World =
- to write with technica] . OVEgh.
- quality ”that all poets must pg,ﬁ?&m Byt
competent craftsmen. This quality i, .

which inform; and unifies all thejy Wo.r];a %ﬁa :
 hen mehing larger, MV
ngful—in short, a religious attitude, Thy, Uiy,
came to Graves in 1944, when he began hjs o 43
- Goddess. This Goddess caught Grayeg’s ima = O the
g else had-ever been able to do; ang he igmat‘f’n' as
e her ardent devotee. Since then she hag beeinﬁizdlateli‘
ation. Believing that ‘the main theme of poetry is Poetie
relations of man and woman’, he has caused the P&iapg,
become the woman for whom his poems mygt exprmdl?;

_ oughout these four periods Graves has made thoroug},
- eeaseless pruning of his work, and it has been almogt invagﬂ:;fi
cial to him. Randall Jarrell remarks that Graves i cthy_

re-writer and corrector of his own work’, But Commend?
§ it may be, this habit has created no small problem for |
. To see what he was like in 1916, one must read the
me that was published that year. Unfortunately, his critics
ve seldom done this. And the result is that Graves has
erally been described as a man whose poetic theory, poetic
€, and attitudes towards life have remained almost 8
ed and without development from the beginning ofhis
 the present. This notion is of course an absurd one,
A l;emlly removed if one takes the trouble to read more
wves than the volume of any one period. 3
critical views are expressed in about more t-h&ﬂ b
 of criticism, and in the numerous essays and 4
¢ has produced over the past fifty years, Some 028
works are: On English Poetry (1922), &0

f Poetry (1925), Poetic Unreason (19251

(1926), 4 Survey of Modernist Poety (P22




V& )y noana 4
“and Poetic Craft and Principle (1967).
.\ of his four main periods has in it at least
 that serves as a valuable commentary on the na
- poetry of that period. Qe
- 4 the first period Graves began his career as a critic w
. English Poetry which 1s thoroughly romantic in its concern

¥ )]

. | 4 ]
r.".l as

19th century by Wordsworth, Coleridge, Shelley, Hazlitt, and

close alignment with the romantic tradition. However, it re-
resents one of the earliest attempts in this century to explain
those romantic tenets in terms of Freudian concepts—to apply
modern psychological theories to the criticism of literature in
general. Here Graves gives, for the first time, his definition of
poetry controlled and uncontrolled, distinguishing classic from
romantic, and fake from real. There are two meanings of
poetry as the poet himself has come to use the word: first,
poetry, the unforeseen fusion in his mind of apparently con-
tradictory emotional ideas; and second, poetry, the more or
less deliberate attempt, with the help of a rhythmic mesmerism,
to impose an illusion of actual experience on the minds of
other.
As a romantic poet Graves’s primary concernis with the poet,
" not with the audience for poetry. The internal conflicting forces
according to him are the components of character that are
created by heredity, environment, and experience. He remarks:

a poet is born, not made. . .a man is not a poet unless there
is some peculiar event in his family history to account for
him. . .the poet like his poetry is himself the result of the
fusion of incongruous forces. (p. 33)

He gives in this book his definition of the romantic and
clagsical conceptions of poetry—the two classes into which he
feels all poetry may be separated. He says that romantic poets
are true poets, who have made their poems out of their own

: In ¢ there is little that had not been said in the first half of thie

Poe. We shall have little difficulty in recognizing the book’s




moﬁs-predetennine
strongly inclined to belieye
o All That (pp. 388-9) that:

d aim apq
Graveg W

pdetryswfiting has always heen g Painfy]
orrections, and corrections on top of COrTection,
_never written a poem in less than three drafts) S

- We cannot help but marvel at the imm
-'5-—::---1:g';fp_eﬁt on the secondary phase of correc
- poet who insists in his criticism that poet
~ the product of unconscious inspiration,
~ the product of conscious craftsmanship,

‘ As Graves himself admits in his autobiography Goodyy
All That, On English Poetry is an uneven work, in many pla
'scrappy, not properly considered, and obviously Writteq ou
of the reach of a proper reference library’ (p. 3883). There
much in it that is trivial, brash, and flippant, and Grayes
at times to sacrifice consistency and accuracy for the saka
cleverness. He is frequently self-contradictory. If he emes
from On English Poetry as a romanticist in theory, he has;
here revealed himself as a classicist in practice. 4

| In the second period (1923 to 1926) of his career his crite

remained basically allied to the psychological tenets he b

= ©poused in his first period. Inl 925 came Graves's Poetic |
. feasonand in it once again poetry is held valuable for its heal
- qualities, He remarks: .

€nse time ang 1,
tion by this You
Y Must be prine
and Only SCCOIi AT

~ For the poet, the writing of poetry accomPIiShes,a' c
Bend.. 5 it acts for him as a physician of his me
~ disorders, G

ﬂm' Luture of Poetry (1926) we see Graves on
‘Who is vitally concerned with the tcchm‘l;‘{ _



ﬂ‘d primary concern of the poet. He believes at this stage
3 ke *r that poetry’s chief aim is to enhance the mental
; f;on al health of its author and its readers; and his
s th dcvc19pzir1ent of a poetry which will perform this
: ¢ effectively.
Pmrgosvme ason he attempts to establish the importance
B Fan understanding of modern psychological theories,
topoequcsﬁgate the nature of the creative process. In Another
eitnd to-;lPoer' he is more specific about the way in which the
[ on atilize the technical devices available to him so that
poct ¢4 "1l accomplish its purpose. Why Robert Graves
s Pglc cem at this time in his career as a poet to be turning his
should $ his own theories, and to be ignoring the responsibility
bad‘;: had set for the poet, is not entirely clear, The most
t?]ai nswer is that the failure of his own subjective and sen-
i earlier work aroused in him suspicions that he was in
wouscr of writing his way out of the very difficulties on which
ﬁ;nftrength as a poet depended. Therefore, he turned from the
'mmamjc attitude of his ‘[mf“‘ poet to the more abstract and
prain poetry whigh he predicted for those writers who have
Jost the impulse of romance. LA
In the third period (1926 to 1938) Graves was under the
crucial influence of Miss Laura Riding for thirteen years. In

his ‘Foreword’ to Collected Poems (1938) he says:

In 1925 I first became acquainted with the poems and
critical work of Miss Laura Riding, and in 1926 with
herself; and slowly began to revise my whole attitude to
(p. xxiii)

poetry.

The two volumes expressive of what Graves felt at this time
about the profession of poetry are: A Survey of Modernist Poetry
(1927) and A Pamphlet Against Anthologies (1928). A Survey of
Modernist Poetry is a statement of their opinions about the
Present condition of poetry and poetry criticism in England
:}nd Amer.ic_a. A Pamphlet Against Anthologies (1928) is the second
§ rbrmt‘lffs-Rldmg collaboration. In this they express their scorn

¢ anthologist, who strives to reap financial benefits from

C7pub1ic’s insipidity, instead of offering it poems which will

~ 3 who is convinced that the pragmatic function of



s theory of poctry gy
1 his back on his public and to wyie -
ose few who shared his psychological
cerns. In his ‘November 5th Addresg’ giv
e Teachers’ Union in London, he says that therg s
uliar ways of not writing poetry’: One is through «,
hat poetry which is analogous to dreaming, It ig fully
ble only in a limited personal context, Its chief weg1
tis not fully removed from the author, The othey -
on-poetry is ‘classicism’—that poetry which s deliber,
~ and rationally conceived, independently of any inspiratioy
- the part of the poet. »
~ ‘Fantastic’ poetry is, of course, what Graves had ¢
~ championed, and what he had to write before 1923 .
“classical’ poetry is what most of his practice amounteg to
- the second period of his career—although, as we haye noted,
- Wasnot always successful in suppressing the romantic clement,
S The critical work of Graves’s third period is, then, a repugj, e '1|
tion of the theories he had espoused in his preceding studies of f'_r

Poetry, and a rejection of both of his earlier m
tion.

-
i

odes of composi-

proper tribute, The defences
~ attitude of calm, untroubled c

- b 80 extreme and subjective that many of Graves’s recent crifi
Lt have thrown up their hands in consternation ‘and horror
~ foreed 1o comment upon them, Hazard Adams, for exampl
Criticism: Whence and Whither, 77, American Seh
XVili. (Spring, 1959), pp. 226-38, calls Graves ‘a berser

> and finds his attacks full of unfairness, irrationa

ousy. But Adams admits at the same
8" violence is ‘art and sometimes criticism’, Sim
are given by John Cotton, John Davies, 1
Horbert Read, g

|
:lF'J .ul',.':
|'

ar¢ remarkable chiefly for their™
onviction. But the attacks areaw s




Graves submitted his car

owing Process by which hchalm ua

"canon, and published whatever he found c

. work entitled The Common Asphodel : Coll Wi

1922-1949. The psychological arguments of the

vﬁ second period, and the sociological and historical

cs' of the third period seemed to him now to be full of g

sctions. And he accordingly retained from these volumes od
ormel’ periods only their practical observations about :

. iques of composition, which he still felt to be reason-

e sound. Most of A Survey of Modernist Poetry and A Pamphlet

¢ Anthologies wWas allowed to survive. : R

- Of the essays in The Common Asphodel, the most .ﬂlununthng

iy ﬁow Poets See’. In it Graves talks first about his own visual

{i I’s uliarities, then about those of Keats, Coleridge, Wordsworth,

F:%ﬂm, and Donne. :

\ Gix years after The Common Asphodel Graves pl%b-hshed The

- Goming Privilege (1935),. another coll.ectmn of critical essays,

" e most important of which were the six Clark_Lect}lres h.c hazd

I delivered at Cambridge the previous year.‘Hls chief point in

* fhese lectures is that poets belong to no guild, group, society,

 orassociation, and owe their allegiance only to the Muse her- S

.I;"' elf; and that if they are false to this ‘Crowning Privilege’, they

I betray the cause of poetry. These lectures are typical Graves:

Switty, learned, tough, and academically outrageous and perverse.

" [n the course of English literary history, there have been

ery few poets, Graves feels, who were sufficiently aware of their

ue privilege. His old favourite John Skelton was one, John

den was not: ‘He earned the doubtful glory of having found

iglish poetry brick and left it marblé—native brick, imported

arble’ (p. 3). Marvell was one, Cowley was not. Because the

$ insists on truth, and ridicules the idea of using argu-

or rhetorical charm to control her intuition of truth,

lost her favour ‘when he allowed his rhetorical skill to

his poctic gense’ (p. 108). The whole period between

b and Blake is, almost, barren. All the neo-classicists were




Israel” Graves snubs the public for having dﬁlﬁed
10us poets as Yeats, Pound, Eliot, Auden, ang Tho%' 3
souta merciless resentment at the undeserved adﬂl&ﬁbn' -
€ contemporary deities,

ts, while a2 man of industry a

pt for “The Lake Isle of Innisfre

nd carefu] craftsmanshi

e’), lacked divine ‘grace’, |

use Goddess; but she does
something urgent to say,
ust have something urgen;
ue but nothing to say,

(The Crowning Privilege, p. 123)

- To publish poems, as Yeats did, strewn with references to
- which not one reader in ten million has the key, i regarded ag
ourtesy by the Muse; but to be obscure, and to misquote
ently as well, is even more heinous poetic crj

ves, is what Ezra Pound has don

fos, is sprawling, ignorant, indecent

etrical (p. 130); and he is for
fro

» unmelodious, and

d of salting his poems
m languages of which he knows little,

Found, He suggests tha it might have heen bet@ '

¢ Stopped writing poetry after The Hollow M
oy ote to Douglas Day about Elio, ‘He died as
a8 far ag I wag concerned.’ In the t}urti s he
X raen, edited Kipling, and recanted



: Gf“”” A Study in Poetic Criticism oy g@".ﬁ;
- for all his il i composing light vere, s nothing
r.ha; 2 synthetist f the styles of other better poets. Graves
e B i guilty of plagiarising the work of Laura Riding,
7y superior i . '
) ve idols, onlyDylan Thomas is treated at all sympa-
o Of lly Graves, who nevertheless deplores: ‘Dylan Thomas
k- :_thencau with melody, and what the words were he cared

W85 ¢ he thought that Thomas was above all a romanticist,
g0t ti_intcucctual, and Graves likes him for this.
an Aaln though Graves in the Clark Lectures ‘is undoubtedly more

fiterary sniper than the scrupulous analyst of meanings and
“ oil‘tlcs,’ .s . W. Bateson says; and although he is sometimes
Rk o guﬂW of carelessness in them (as when, in discussing

ev s Choser, he mistakenly supposes that the narrator is a
qan, 10t woman), th_ere -is still a great Fleal of sound, practical
wmmentary and adv_lcc in The Crowning Privilege to redeem
Graves 25 2 critic. He is, perhaps, at his best when outlining the
e onsibilities of the poet, both to his profession and to society.
Sincerity, simplicity, and lucidity are the poetic virtues he

emphasizes:

Personally, I expect poems to say what they mean in the
simplest and most economical way; even if the thought
they contain is complex.. . . The Goddess rejects all over-
erudite references in the poems offered to her. The poet’s
approach to the Goddess 1s a personal one: he comes as
himself, not in fancy-dress or borrowed clothing. . .and
speaks gently, clearly, and intimately.

(The Crowning Privilege, pp. 105-6)

Rhythm and metre are a necessary discipline in poetry, but
the poet must be careful not to be led by its demands away
from the original thought that had prompted him to write:

It is unprofessional conduct to say: ‘When next I write a '
’ poem I shall use the sonnet form’—because the theme is
. unforeseeable, and theme chooses metre. A poet should not
be.l“:onscious of the metrical pattern of a poem he 18
writing until the first three or four lines have appeared.
(The Crowning Privilege, p. 92)




of e
n his earlier critical works,péi?dy
bert Frost as his best example of th:es 0

ation with craftsmanship, The noe
€
thiig Patte,

ftoo tightly to metrical ang thy
their yoke entirely.

bout the moral obligations of the Poet Grayeg +.
] 18 p

£ --_"If"r'l have never been able to understang the conge
~ a poet’s life is irrelevant to his work, ,
 a poet may be heartless or insincere,
personal relations and still write true poems, | g
whole-heartedly.. . . And though it may he arg,ued tham
acceptable code of sexual morals can be laid doyi t%“
poet, I am convinced that deception e

i s Cruelty, meapnec )
or any violation of a woman’s dignity are ab}tl}t;,rrenf E;lthe i
Goddess, : o

(pp. 33, 113
i
-~ Most importantly, the poet must allow no extra-literary
. ’thact?iviﬁes, whether concerned with his livelihood or with
- social duties, to interfere with his poetic practice, He mustjoig
- 10 organization, whether social, political, or religious, if he
~ intends to serve the Muse, B
~ Graves's criticism since The Crowning Privilege consists, fo
~most part, either of bricf occasional essays or of addr
- delivered to audiences at American colleges and uni
t of them have been collected in the volumes: Fite
Hand, Steps, and Food for Centaurs. There is in none of :
icant advance beyond, or alteration of the atti
in, The Crowning Privilege. Tn. them there are severd
tions of his old enemies—Milton, Wordsw
Il based on ruthless dissections of individual

ety .

Jvang
" 8Tasping i




dsworth's mSohtagR,a i
sather foolsh event bloated ingo ignig 1
- and abstract terms, and fuzazy logic, :ntge :
~ pound’s Cantos and says: A

:.f Architecturally, ethically, or pe: e
serious criticism ; being a ;andoﬁu:czlg thefy:
Bronx cheers, Theton'cally quence of sighs,

. a-rbl' i ST i g
quotations from foreign tongu es’cgtcscraps of history, and

N

Then, having so neatly disp

osed of Pound
tion once again to Eliot, wh

unter that this sort of criticism i
: : : 1Sm 18
pedestrian and carping, and that Eliot’s yse of classical allusions

is for the communication of symbolic rather than literal truth
Graves would point out that symbolism which does not tall;
with fact 1s false symbolism.,

His point may be a valid one, but the fact remains that such

analysis as this one of Eliot’s poem is ideal weapon for destruc-

tion, but useful for little else. Any poem, when its cvefy detail

is scrutinized sardonically and negatively, is likely to appear
ludicrous and sloppily contrived. Such a technique as Graves’s,
while admittedly potent, is, nonetheless, a limited one.

In his ‘Prologue to a Poetry Reading at Massachusetts
Institute of Technology’, he says that:

T In the present confused state of literature, I would pro-
bably rank as a traditionalist; but not in the sense that I
oppose innovations in poetic technique, ...l am a tradi-
tionalist only in so far as I believe that certain principles of
poetry cannot be violated without poetry turning into
something else, (Five Pens in Hand, pp. 333, 338)

There is little of objective, systematic criticism in Graves.
He has frequently used his essays on poetry as vehicles for
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,he turns hisatten.
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5 SNOW'S FICTIONAL THEMES
" AND LIFE-VIEW /

A GRITICAL EXPLORA TION
By K. P. MUKHERJEE

e L of the qrtistic validity of G. P. Snow’s life-view is both
Mﬁn and critically rewarding. Why this is so, may be
. cs he following factors of his fictional art.

g i1  steeped in_phe of the thorny problems of our age

- SnoW dy of the blvlfreaucratic man, his publicJife and private

e stu :
o relationship between the two.

sog:_ig_l_ngyﬁﬁs’ﬂ; his is the novel of social analysis.
as sharply as anybody else the limitations and
_ialls in the contemporary society. But his is no c_rusade to
bring about 21y revolutionary social reorientation, neither does
je think it worth his grain substantially to modify the facts of
ife, He watches the complexity of the problem: the conflicts
and Cross-purposes both within the individual and the social
(OnSCIOUSTIESS. There is even the awareness that whatneed to be
reconciled are ultimately srreconcilable. Snow is not either

gomplacent or an escapist in the face of what he sees and feels.

His is, therefore, the approach of the liberal humanist, of
born of the vigour of mind and un-
inhibited imagination, aiming at sorting out the issues and
semoving the snags through 2 spirit of adjustment and accom-
modation, an exercise of sweet reasonableness, a pragmatic
mderstanding of the many-sidedness of life and a conscious
tffort towards the elimination of personal idiosyncrasies and
CC{‘:em‘:ricities so that the working out of some formula for
ad]“dlcatinn and reconciliation is facilitated.
| SHF'W i not a committed novelist. Yet he cannot and does
i ﬁ;_lgﬂorc the political creeds which mean much 0 the
i c:::;l and intelligent community of .today. But while he
 politica] ;l.nd }'llghhghts the strain, tension :md. bitterness of
w6l rivalries, he keeps his own attitude to life unaffected
| ’ma‘i‘r‘ﬁ)nf:} that (')l:ttfn tears throug.h thc'skin o.f an observer
S dcrimonious political debate. His attitude is clear: man

e potices

largeness and generosity,
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< ‘ness of the loneliness of man brought
2 the traditional values, the incrcasing c

'mdenmg psychic distance betweer, m
~ of ever-deepening crisis of beljef and

} : e
f&ﬁulaa and chchés, as he sees, ha?’:htICal

s 2 human being ang not ag * My

now's attitude to society is summeq WP in gy,
sequence Strangers and Broteys. Like m ¢ tig]

R e ; : any 5 o ¢
et of this generation his starting poing jg g, » 3 Doyelie

Cute .ahd
about b.y the C?IT:CIQQE‘
Omplexity op life , Pse ¢
AN and my;, 5 and the
fﬂlth. Snow’s hel‘occount
quence is Fjjop aul&‘:‘i"
I 1n the midst _tOblg,
1ave bee
Early

- Eliot—in a sense the entire novel ge
graphy—starts his life as a Strange
people. He is born of parents wh, I
psychically strangers to cach other.
his mother and then sets himself y,
clerk in a government office wher
high in life, but condemned to quill-driving on a
tence, he cannot at any time feel at egge. Later too, whep he,
turned the corner and is in the midst of 5 larger ang =
consequential world, Lewis intermittently feels that he 18 alozm
But Lewis Eliot, maybe he hag grievous faults, hag R eé
Sustaining spirit of sensitiveness an
of the worst crises in his life—he 1
is at once firm and flexible, confi
understand and consider the oth
with his beloved Sheila Knight and then with his brother
Martin Eliot are two of the many examples of this in Lewis
life. This attitude on account of the reiterated emphasis, which

it gets at the novelist’s hand in his delineation of the eventful
career of Lewis Eliot and also el

$
of
n‘emotionauy?“
Tly In his Own Jife eluﬂd
p H}dependentl as g .
¢ with hig ambition t;f e't,tY

bare Subys.

138 a plethora of them—pe
dent of himgelf and ready o
er side. Lewis Eliot’s Impasse

sewhere in his novels, may be
taken as the life-view of the novelist himself,
Is this view o

£ life just an excuse for the absence of a df?t?“‘
mined and positive ideology, a cringing spirit of compromise
and a desperate seramble for status quo? No, it is not .Th"'
bureaucratic world whether under the regimentation g:f a dlﬂfn:i
torial system o Serving the ends of financial :md. indust .
tycoons or Operating within freer forms of representative gOVEH
ment has come in

which exhihjt bureaycr
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ing effect on human Personality, c"amping-..- |
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oubt about the erucial role of the modern ac
" i national and international politics, the effects of
percolate through the state machinery and flow down to
vidual members of a modern politically organized
dministrator does has thus a wide-ranging

‘ What the a
ffect and what the indi :dual thinks, feels
tor because

cense social €
4 hopes for cannot be ignored by the administra

e is always a two-way

a remark which

- Jitical, social and economic justic
P e, In Snow’s Corridors of Power there is
s into focus this side of his life-view. The remark 1S
~ casioned in course of a critical survey in which an attempt is
r‘..;-_ﬁadc to draw a line of demarcation between what actually
. pakes nEWS and what is of real consequence o the imaginative
 rtist. To quote the book: ‘These pictures seem t0 be made up
- f all secret societies, all the grey eminences, we have €ver
~ peard of: Lenin’s sealed train, the atomic spies, Harry Hopkins
ot the White House, the Yalta Conference—such pictures car
& ¢ exciting, they may even be true, but they donotmakeit easier
~ junderstand the world we are living in. The working truthis a
~ good deal more difficult, nothing like as lurid, and quite as
~ interesting.’’ This is always the patent fact in Snow’s novels. It
s the credo of the realist, a dedication to the imaginative
8 endering of the facts of life as affected by the decisions and

modes of work of those who wield and exercise pOWer in the
ay bureaucratic framework in

various echelons of the prCscnt-d
- a civilized community. And we must admit that such an
" account is bound to be at once interesting and useful.

What should be the staple of the modern novelist—realism

" or reality? The debate has gone on fairly for some time. In
as is to be seen in Arnold

-

- England, realism or naturalism,
L Bennett’s novels, was found unsatistactory to the later novelists

I ﬂf a more disillusioned world. They rejected realism in favour
ﬁf 'Te_a!lty, i.e. their eyes were fixed not so much on external
haviour as on the psychic roots of them; and the gaze became
- Inward leading to the subconscious reservoir of man’s incipient
dreams and desires. The ‘interior monologue’ type novel had
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nique be evolved,
vents assumed great importance and
entire society 1n c?r_der to understgy, Pl
eia]. economic OT poht}cal change, Tp*
- cast earlier by Henry Fielding who wrge i
. The cightcenth- and nineteenth-centyy tme
“ermed and strengthened the concept of o
cﬁmmonalt}’ sprcad, in the midst of which dem- VET iy
of Dickens and ’?hﬁckeray. But 2 fundamengy) shif
ted by George Ellot'who toolzz up analysis of the §
forces behind formation of opinion. It wag 3 socicl
ach with a difference inasmuch as the etiology of poliger
. and its social ramification rather than political actm&&-

aecompli which this giftgd novelis:c tried so shrewdly.;-t'ﬁ:' %
B s on her fictional screen. Since her time Power-structurej
i world has undergone more change on account of whigy
" there has been the growing importance of the political execufiye
ﬁthe technocrat, whose functioning is channelized tllmghr

 committees, through debates, conflicts and consensus, and™
B hione conduct, motives and decisions have a deep value
" 2nd at the same time are fraught with a national and in



h i
elligent, sensitive and responsible human being.
aracters in Snow’s novels are often seen engaged
out momentous issues, they are more largely shown
dst of what we may call the trivia of life. The fact is
racters in Snow’s novels rarely adopt a negative attitude
s life. Life fascinates them—its complexities and all that;
], think and actand never fail to realize that though they i
ot change the course of history, nor bring about any social i
* . 1d economic revolution, their actions have consequence. They
~ thus act with purpose and with a full sense of responsibility.
~ [pnovation or salvage which characterizes the stance of many it
: ;-_a_-noVCHSt of the present generation do not stir Snow’s artistic i
~ conscience. Nihilism or isolation also cannot be his attitude il
pecause, as we see, he never tires of tapping the current of time, i
- of bringing to bear his tolerant, equable and pragmatic spirit
- qupon the details of the everyday world and thus constantly |
| examining the present in the light of the past and with a hopeful |
" { Jooking forward to the future. It is rather the attitude which |
" ooks at life from the fundamental moral angle of the possible
- or, more correctly, the probable, harmony in the midst of the
. contrarieties and complexities, achievable through a maximum
" of openness of outlook, imaginative resilience, 2 delicately
" gensitive individual and social conscience, and to cap all, a
~ moral centrality.
" The charge of flatness often brought against Snow’s fictional
" characters should prod us to examine another important aspect
. of Snow’s art—its horizontal and not vertical view of life. Snow
~ like Jane Austen, Trollope and George Eliot does not enquire
'1: into the ‘why’s’ of life but into the ‘how’s’ of it. How man lives
~ in the modern managerial society and how that life is capable
" of being made livable—these are the questions to which Snow
~ geeks answers, ‘You’ve,” Snow tells us, ‘got to understand how
~ the world ticks, if you’re going to have any chance of making
it tick the better,’”* This is the attitude of Lewis Eliot, the |
.~ central character and the narrator in the entire sequence |
. Strangers and Brothers, and the life of Lewis cOrresponds in |
- significant dircctions to the life of Snow himself. This is the
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In discover the fundamenta] ¢,
_ also be called the tentative anq
“and, though it may have its Lip:
for the novelist the unexceptionable gejp:
Lo is never escaping from hf'e, nor arbitrargly, &
ula or private vision upon it, but looking 4¢3 .
whether in the light (_Jf the md.lV}dual eXistence
B O s 1o adx.mt that this is the lucid ot
s to the oblique and metaphorica] Was
'\ v heen made too much of by the more pub
- novelists and t?m stream-of-consf:ipusness ;-
" Similarly, power, justice; loyalty, ambition, romange g
-+ ity, duplicity, prevarication and POSSessiven -
Hae of the a whic
m_; :T;gibly in the broad canvas of a novcl-seque%cg_ %
* Strangers and Brothers, recurrently become agitating issues inthe
" ovels in the sequence. But Snow who is more interested jn
than in life does not attempt at moral generalizatioyy
ther he portrays how human beings, for what they are
bout in social life, interact and go through volleys of respons
s nd 'counter.rgsponses when confronted with these issues,
' art does equal justice to both individuals and g
—on the personal conscience of a man like Martin Ehet

cts for us the dramatic progression of lf
the life of a limited cross-section of peoples
t1s these people who count in the modern



Soow’S Fictional Themes and Life-View
A T@ploration of moral and spiritual problems is a means
i ¢ the end in Snow’s novels. Its validity lies in its focusing

laﬁd.?owr@ting process of the evolution of character. After
e read a novel by Snow we may ask ourselves: have we
b"ungthrﬂlcd by any exciting discovery about the human
st ¢? has any attractively new idea been grasped by us?
psYVh“;c been given a fantasy of the unconscious? Obviously
of these. But we must all say that we have gone through
o hly successful artifact of life and that we have seen the
.- drama of motives, desires, prejudices and instincts

tin ;
b I, which alive human characters have emerged who are

throu8

L jone the worse for being the representatives of a particular
| o ent Of life. :
® . early novel by Camus, we remember, is The Stranger,
the time when Snow was writing some of the early
the Strangers and Brothers sequence. The temporal
d the correspondence by half between the titles along
| _ith their being popular with the readers, rather trite factors
1o the literary critic, may, however, be used as the fm%s to set
off the polarity of the two groups of contemporary fiction and
the black and white contrast between the life-view of Camus
and that of Snow. Camus in the above novel is the existentialist;
pis hero is a stranger to the world in which he lives and perhaps
5 stranger at times to his own self. What the hero Mersault
plays for is the mere physical existence in a senseless and
Manichean world. He has no illusions and hopes. His own
ancontrollable impulses and the blindly fortuitous nature of
things in the world drive him—an otherwise innocent man—to
the commission of sin, crime and finally to death by hanging.
As against this, in Snow the starting point is the same. Man is
lonley and isolated in the midst of the mounting complexities
of the world, Strangers to each other, that is how we are. But
the cause is not lost. Strangers can be changed into brothers,
though there is no formula which can serve as open sesame to
this prospect. Moreover, the reverse may also be true at times
~brothers may also become strangers under pressure of the
conflicting nature of individual conscience, and the consequent
clash of motives and attitudes. It is this jigsaw puzzle of dark-
ness and light, tragedy and comedy, which Snow, knowing it
¢ all sensitive and intelligent men that this is what life
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K. B Muk ;
? h‘; been and is, Pro_jects .thr.ough his novels. Ot Tjee

trimming which he indulges in, is more than adeqys gy ol
 pensated for by a judicious presentation of character o (fté;..
 wedding a simple and .stralghtfor\yard s.tyle to thc Content thlY

warp and woo-f of whlch come from his OWn rich 5 V&,rie.;
personal experiences. So‘Whereas the hero in the Camuyg e
is very often enmeshed in thoughts, impulses ang action g
have no logical validity and that do not fully inhere i ﬂillt
novelist’s vision and the artistic pattern of the novel, whicy, ¢
supposed to be the dramatic illusion of t}lat vision, in Snowﬁs
novels the realistic pattern of the classical English o 3
followed with minor alterations to contain a theme of humals
life seen in a vision of harmony. In Camus the interacti0n (:;.
plot and character leaves many knots untied and many ang,_
larities waiting unavailingly to be smoothed and resolved. To
many readers The Stranger thus remains a freak and a Stranger
But not so Snow’s novels in which the cocoon is formeq b};
what the central character and narrator Lewis Eljot sees ang
feels. And this cocoon expands and burgeons into the silk-worm
with its intricate but beautiful colour-combination and har.
mony of form and shape. And does not this reflect the novelist’s
life-view ? Lewis Eliot starts his life in the midst of the crumbling
down of the conventional family ties. But by love and warmth,
openness of outlook and capacity to understand and appreciate
the view-points of others he is able continually to add to his
circle of friends and wellwishers. Even when a dear or near one
threatens to break away, Eliot takes the situation in his stride.
A judicious re-examination of the other party’s position and
introspection for a review of his own stand always follow any
such explosive development in his life. He is neither nervy
nor strident. To his own ideals he never fails to hold fast. Yet
he is always learning and improving himself by experience:
In the mélange of strangers and brothers Lewis Eliot stands
serene,

Snow himself has said that the thematic system of his
sequence has the core de

world of Lewis Eliot,
between the larg
feels and does in
gives a much gr

sign, which is the progress 1 the
and there is harmony and rcsonanki‘;:
er world as seen by the narrator and whﬂ‘n
his own life,? This is a dynamic harmony
cater aesthetic satisfaction to the reader
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his work.’ This observation dgeg s::nd hig
declared in an interview, ‘I SUPD():fn © apply ;- POWe
reach people and by reaching ‘L‘l'mn.;} Write |y Maj
time a little bit.’ To another hlt(,l,x_yi(_‘ufﬂllf:ncc he hio, Wang ¢
final purpose of art is to inte nsify H\\ €r he gq; : Ustq 0
bate, the moral consciousness of 1:'“;0:?5 ’1F Necessay  that 4
aptly remarks: ‘Norman Mailer q}, P
legend ““Mailer was here” in
just literary history. He wants tq leave h; il
to be a scar, upon his time.’! _ 1S mark, even i r
Mailer’s personal desire for
naturally make attractive to him the ki world yoyq
scize and wield power over others. And that is A0 who ¢
evident in The Naked and the Dead. The N,y D0 Whati
long novel based on the reactions of t.hf:unlc'blgl;ir{d the Dead is,a
can platoon to their part in the im';zsibn -'-.md t;cs:c?f ﬂnbAmm-
t : : : ¢ 1pation of 2
Japanese-h.eld island. ‘In its fully rounded portrayals of a
dozen ioldlers and officers, with interspersed short biographies
callcd_ The Time Machine”, it gave the impression of showing
American society in uniform.’2
Mailer employs a device he calls “The Time Machine' to
explore the quality of American civilian life which has shaped
each of the men in the novel. The cross-section 18 C"“'_"‘-hdm
selected., Martinez, a Mexican, dreams of 1-(>\.-’t’.1-1gi11g. lums‘tv
uP.On white Protestant women. Goldstein 18 tll? Sun}lll-ll-l%v‘l]&tc:
W1130n: a red-neck, illustrates the moral hypocrisy ‘?1 ,tl:ms, the
trash SOUthCl']]t’t]‘_ PO]Ele has been Sllil])(‘(l I)V the §

: o QETIESS
Church, and the rackets; Brown by the Crassness,
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Sil}ess world; Gallagher by the ‘drab-
aste” of the South Boston milieu. Croft,

made him the “wisest” of the soldiers.’®

The other two characters chogen for “The Time Machine’,
General -Qummmgs and Lieutenant Hearn, objectify the polar
philosophical and political positions in the novel. Cummings is
a reactionary, a fascist, and Hearn is a disillusioned liberal.
Both are the sons of dominant, wealthy, boorish fathers whom
they rebel agamst. Cummings is sent to a military school and
to West PO{nt ; his father, concerned about the boy’s interest in
sewing, painting, and music, hopes to make a man of him.

Hearn goes to a country day school and, like Mailer himself; to
Harvard.

Cummings is a latent homosexual: carly in his marriage his
wife discovers ‘that he is alone, that he fights out battles with
himself upon her body,” and she responds by seeking other men,
Cummings had given way to his homosexual impulses only
once, in Rome, but had been rolled by the man he picked up,
and has decided that the ‘thing that happened in the Rome
alley is a danger sign.. . .It must never come out again.’

Although even before Tolstoy literature had represented the
common soldier as the victim of a force he could neither under-
stand nor control, it is only in the present time that the army
has become identified with the irrational and destructive
authority of society itsclf. The Naked and the Dead incorporates
this death-dealing power in two characters, General Cummings
and Sergeant Croft. ‘Mailer sees the army as a paradigm for
the authoritarian, stratified society that will emerge as post-war
fascism in America. It represents the concentration and apo-
theosis of power which will kill the spirit of individualism and
arrange all men in serried ranks of fear ladder.’ :

General Cummings is the prophetic spokesman of power
morality: ‘For the past century the entire historic process has
been working toward greater and greater consolidation of
power.. . . Your men of power in America, I can tc.ll you, are
becoming conscious of their real aims for the first time in our

~ and dishonesty of the by
ness, desolation, and w




N. Ramakrishna Ry,
. bcingfa reactionary by Hearn, he digm;

y. B litical frame of reference, and speaks of th
s narro pge of power’. The war is not fought for idea1:
B Sy power conce:ntratlon y to at.tempt to plan for ’
ﬂx&gﬁ fggﬁsh since ‘the only morality of the future jg :
Just s morality, and 0 on—the word is seldom out of pjg
P ko ob e ion with power fiates from the First Worlg
iJ! :;;:: ‘;hen he had watched an Allied attack upon the German

:

|< &Y d had been overwhelmed by an almost religious vision
i '!'Il‘n:s:onmmand all that. He 1s qhokecl with the intensity of hig
%ﬂf’ emotion, the Tage, the exaltation, the undefined and mighty
N > When he ordered an attack he feels the thrill of

total control: ‘The troops out of thc jungle were disposed from
the pattern in his mind. In the night, aE that moment, he felt
such power that it was beym}d joy. ...” He feels that he can
control everything on the island. But after the }‘\n0popei
campaign, the general has to fight to hold on to h_1s vision;
‘For 2 moment he almost admitted that he had very little to do
with this victory, or indeed any victory—it had been accom-
plished by a random play of vulgar good luck‘lardcd into a
casual net of factors too large, too vague, for him to compre-
hend.” The controller of the island is himself controlled in
unfathomable ways. The master technician has no idea of who
runs things, though he will go on pretending it is himself.
General Cummings sees life as a game of chess, a continual
manoeuyring for positions of power, with success going to the
cleverest and strongest. His opponent in the dialectic is his
aide, Lieutenant Hearn, the scion of a wealthy man. As a
civilian, Hearn forsook the power his father offered him because
he subscribed to the liberal interpretation of individualism, ‘He
15 a foil to Cummings in his power quest, a kind of middleman
—commanded before he commands.’® The invitation to power
continually attracts him. He shows an ambiguous attitude
toward power, fascinated with the theory while resisting its
practice, which disappoints Cummings who once saw Hearn
a8 a potential equal, Finally Hearn is given command of the
o 1 and R squad, his opportunity to act on his belief in liberal
- and humanitarian leadership, As the patrol advances he
" gmdu-a.lly puts aside his self-analysis and begins to lose himself
£ in the joy of positive action, But even as he docs so he realizes

AN
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'y sensed the extent of the impulse within k

~ pehind the whole life. *All his

~ jobs, where he could move men, 'Iand-"'_':

away, dropped things when they were about to
off women because deep within him he needed con
mating.’ e s.‘f'ﬂg}h

This moment of awareness is the first suggestion we have of
a possible change in Hearn. ‘In the midst of the only genuine z
act of his life, he learns that basically he is motivated by a hist
for power, that, unknowingly, he has always belonged emo-
tionally to the class which intellectually he has despised: the " i %
class of his father, Cummings and Croft.’® His impulse is now
to turn back with the platoon, acknowledge to himself and to
the world that he is unfit to command, and give up his com-
mission. But before he is able to act, he is tricked by Croft into
running the mission and a short time later is killed.

Sergeant Croft is the instrument of Cummings’s theory.
Miystical forces work in him as they do in the General. Heis a
man, like the General, whose sexual energies have been per-
verted. With Cummings, homosexual tendencies are channelized
into power manipulation; with Croft, the frustrated rage for
sex is translated into hatred of everything outside of himself.

Torturing and killing a Japanese prisoner and witnessing
the death of even one of his own men are experiences that
raise him to a pitch of ecstasy, because the knowledge of death
is a source of power and a form of self-gratification for him.

‘Leading the men was a resposibility he craved : he felt powerful
and certain at such moments.”‘Once he reappraises deathin war
and rids himself of the fear of dying, he settles on a mystic quest
of absolute power.” With his influence over men cut short by
his inferior mind, Croft senses that he can take on added power
only if he becomes number one at subduing nature. His quest
shows itself most consciously during his attempt to climb
Mount Anaka which proves too high a challege. Near the end,
he experiences just enough doubt to justify his feeling ‘rested
by the unadmitted knowledge that he had found a limit to his’
hunger,’

Mailer is a chronicler of American power, Though his
sympathy is with Hearn and Valsen, his admiration goes to
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y OF REVOLUTION

{ution voicing the recent frustration and failure
' ace in building up an ideal, clagsless society, is
+ exciting moderntypes. Raymond Williams comes
on in his scholarly work Modern Tragedy after an
.. of the concept of tragedy and description and
of its various types. He has written Koba especially
[ rate the tragedy of revolution and tagged it to Modern
as its third part.
T8 e preceding parts of the book, the author traces the
. of tragedy to its simple Greek notion and outlines its
100l development into complex modern forms. Catastro-
“nd death are usual occurrences in all ages. But man’s
~sponse or reaction to it varies from age to age. The
- of the concept of tragedy illustrates a subtler evolution
¢ man’s awareness of his inescapable ‘predicament’ at all
s of existence, his painful recognition of material universe
g at variance with the deepest yearnings and aspirations
soul. Different types of tragedy express this awareness Or
secognition at different stages of its growth.
" The Greeks developed the awareness of Man’s metaphysical
ragedy. They felt that man in this world is alienated and
wesick, The changing spectrum of circumstances and
itable death thwart his craving for happiness and life.
en he falls on his knees and prays to heaven for help and
his primitive intellect finds in thundering clouds and
levin derisive laughter and scorn at his meek prayers.
sines a whole pantheon above clouds, gods who are
ves happy, but who rejoice in human suffering. Homer

This is the lot the gods have spun for miserable men, that
¢y should live in pain; yet themselves are sorrowless.
(Iliad, tr. A. Lang, W, Leaf and E. Myers,

Modern Library, New York, p. 456)
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Aeschylys, Euripides ap, Sopllgcles L Jagagig y
Philosophy in their ragedieg ave

- D
A enl}:)OdilEl:l the =
But the Greeks haq o 1 Vo me
which tragedy is no¢ Possible, Ty, o, MR
18 the result of a cert
mitted which brings

ain erpgy of

the Punishmep
suffering and the downfal] of the herg
for. The SPectators who are €xcited
Spectacles, though horrifieq, g, ot lose the
cousness of the fundamenty) moral orde
shed tears; but thege are not te
They lament the infringement of the mory) law
the hero, and are warned in time,

But the moderns have grown fully ang de
man’s metaphysical tragedy, ap
world, They have firmly and coyy ped the €Xactip
human situation, hut h ANy SUperstifions i
allay man’s homesjck spirit. They are boldly Pessimistic and
refuse to be hoodwinked into any false and facile beljefy which
may lessen man’s anguish and rec ncile him tg his fate. They
find the world void of meaning and without God, O Ur existence
18 absurd and irrational,

There can be no moral order
Sympathetic to man in the vast and void dominigng of ‘Dicing

Time’, ‘Crass Casualty’ and ‘Purb_lind D(.’J:’ﬂ'il.\.‘.{t."l‘ﬁ‘, and i
its absence there is no possibility of tragic response on oyr
part, Hence, to write a tragedy on 'E'I‘n_'i_'Lil.Ji‘L“\‘S‘.lt‘.;ll plane—on
man in relation to nature—j impossible in the present day
' €s. .
Clr';'lli:lgsctg;in modern times hfiS- n"u'_'r\-.'r._(]. .‘ni‘u_m_ 1hn 111}tt1}ih\;lcnal
to the social level because there 15 a similar .\'}.11,*1_ in t 1c tlllll }lleg
of man too, Metaphysical ills and evils are, of (:(;111_'%.‘:,111\1(;1111; Jus.
We cannot by any means make the universe h'}"lll;hl‘l‘ 1€ ?L.S )ring.
But social evils are curable. If some of man’s _\Tmlcji\-bm]n i
from his improper I‘C]Eltil)l'l.s to his 1-:Iie‘m- l_n‘-?l\l_'_%h; n::tl :;ncit‘t'_s-'
hopefully to remove them. Let us, therefore, re ti l_m,“”]h. s
in such a way that all in it may find peace :t.m-]}'“-jjl' e
ness, It is this enlightened socialistic thinking which g
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to revolution. It is with this vision that Marx and his like
brushed aside futile philosophical wranglings which yielded no

result, and plunged into vigorous social, political and economic
thinking with a view to bringing about radical changes in the
framework of society.

But when man turned his gaze from the impotent heaven to
his own kind for help and sympathy, he met another frustration.
He realized that when the socialist revolution triumphs, the old

~ wine fills the new bottle. The tyrants are killed but new

tyrants disguised as the saviours of the people emerge to seize
sceptre and crown. Cries of equality, fraternity and freedom
remain shut in the slogans, and society remains as before
divided into masters and slaves. Masters change, but the condi-
tions of the masses do not improve. These so-called saviours
bind others in the name of freedom, persecute them in the name
of justice, and divide in the name of equality. Religion is
banished, but its substitute, socialism, withits new taboos and
principles is even more an ‘opium of the people’, and its
inquisitions are more ruthless than those of Christianity.
Here we meet the absurdity of existence at social level. It
is not that only the physical universe is irresponsive to man’s
miserable cries. Even his fellow-sufferers have no desire to
respond. It seems that even social evils are irremediable. The
revolution fails because except a few selfless idealists nobody
is prepared to sacrifice his self-interests for the larger and
collective good of mankind. But the difficulty is that it is impos-
sible for the modern man to inspire the people to make any
sacrifices, for he has lost the language of values. Sincerity and
selflessness may have some poetic sense of glory, but it cannot
appeal to the vast mass of mankind which is pragmatic and

prosaic. They feel it better to be happy themselves than to make -

others happy in the face of the ultimate dark that draws nearer
every day. Absolute nihilism is the achievement of modern
man and once it is accepted, it is impossible to urge the people
to put aside their individual interests and work philanthropi-
cally to build up an ideal structure of society.

The failure of revolution has left man dazed and confounded
amid the nihilistic darkness, He has lost all hope, and has
arrived at a kind of philosophical stalemate in the realm of
values. There are novels like Animal Farm of George Orwell

==
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h pes ism about revolution, But the o

volution. Raymond Williams rightly 0?; are not
| Crves;
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.-action, ].II its decpest SCIISC, iS not the ﬁ
C con rm

n of disorder, but its experience, it

its resolution. » 115 comprehension gng

SEre (Modern Tragedy, Chatto & Wing
London, 1969, . ;;)’

,gedy does not, and ought not to c i
| resolves disorder by evolving new value(smi:gfrilvi};essﬁmsm. It
5 pmwdmg a new spring-board for positivé action gB OP¢ and
suffering from absolute nihilism cannot produce gn.aatlit gy

" But this philosophical stalemate, this utter hopderﬁged@_
the realm of values, was a momentary swoon, not :}slness =
acceptance of defeat. Currently some of the prese;u day tl?i final
have striven hard to evolve a new humanistic ideology J,lhf rﬁ
is not too ambitious, and to create new self-justified hum;

values. They reject religious and revolutionary ideologies alik;1
for both of them have with their special jargons attempted t(’,
t.?].IVI.dB people into masters and slaves, generated hatred and
justified murder. The days of romantic ideas about revolution,
which, people thought, might bring 2 millennium, a sort of
Ram Raj, on his earth, are over. The life of man is a short
span of ceaseless struggle, and happiness is his right and reason-
able quest. Each on¢ of us should be allowed to pursuc his own

chosen path of happiness freely, provided that he does not harm
ys. We should moderate

others, or create hurdles in their wa

our freedom and accept certain self-imposed restrictions. We
have to evolve an important new value and that is the identity
of the human racc and the sanctity of human life. Humanness
of man whether he is a tyrant or gJave should be respected. Not
revolution, but revolt should be our ideal. We should cease
Jessly rebel and strive to save Society from the extremes ;_
tyranny and anarchy. Violence ought to be 11 the minimui
But sometimes it 18 snevitable. If the gyrant 18 ¢
cruel, one has the right to kill, but one must
Murder must be atoned for by the martyr’s de

This i il hy of Dr. Albert Gamus as pro v
s is the philosophy © knggM’ and is share by many

ath.
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other kindred thinkers. And it is this philosophy of new values
.'which follows the experience and comprehension of the revolu-
ton as @ right resolution in Raymond Williams’s play Koba.
Hence K whain a real sense of the word is a tra gedy of revolution.
It shows the horrors of revolution. But it also gives us a hope.
without this hope it would not be a tragedy.

Now let us consider the play itself.
Joseph is a talented son of a poor widow who belongs to the

Jowest class of society—the sweepers and cleaners. Her highest
ambition is that her son should become a doctor of divinity
and earn honour and status in society. Ignorant and poor as
she is, she aspires to prosper and advance only within the
established framework of society. She is well accustomed to
various social injustices like all in her oppressed class. Hence,
it is beyond her even to dream of shattering the existing social
structure based on iniquity and oppression. But her son is of a
different clay. Fire smoulders in his bosom to burn out all that
is unjust and cruel. Generation after generation, he thinks, his
ancestors and brethren have tilled the earth and reaped the
harvest by the sweat of their brow. But all the while the aristo-
crats of society—the sophisticated robbers—who abide in
palaces and spend their time in dalliance, have been robbing
them of their precious yield. It is certainly a philistine society
in which those who usurp and waste are hailed as lords and
bishops, while those who toil and produce are condemned as
serfs, Later on he tells his comrade Luke:

Generation after generation, poor and hungry and dying.
These men are myseed. . .. The child at the breast becomes
the man at plough, gives the earth his blood and gives
others his harvest. ...War and tyranny and fever and
ignorance ; generation on generation, taking and destroying
our children. Watch now if you can. Watch.

(Modern Tragedy, p. 22)

He is determined to break the age-old shackles imposed and
tightened on him and his class by the scheming priests and
patricians.

But he does not want to offend his mother, He does not want
to hurry. He thinks it better to learn the enemy’s secrets, their




before embarking on a batyle with .

Ioopholcs’ 5 _ . '
arengths .;?hc joins 4 theological college. He learns from g,

3 ) also ‘a necessary discipline’
;;nuch that 15 false laut Ty discipline’, The

; strong because they have coherent bl
he thlﬂlt")sé Zfestimled and which had to be follo:,l:;f
which cannot s o want victory, they must be all dedicat Cti
} tioningly follow the leader’s cor,.
one idea 2 st behave as the parts of one organic whole
mands- Theyse e individuals with contradictory opiniong
i r]:i)ght i perceiving this demand of tpe day, thi;
d of history- History elevates those who perceive and res.
nced Ct’o s heeds of the hout, and breaks those who fail tg ¢
n

so. He says:

If you have fifty different ideas, you are fifty times weakey
and will get nothing done. We have to learn discipline op
o

we shall all be destroyed. (Ibid. p. 213)

As he could scc this need of discipl:'me, and act ruthlti:ssly to
fulfil it, he was qualified to be the leader of the revolution,
When he felt that he had learnt su fliciently i?rom the college,
he left it incurring even the displeasure of his mother. With
definite ideas and fall dedication he joins the revolutionary
party, assumes arn underground name ‘Koba'—meaning,‘a
man who cannot be mastered—and soon becomes a tower of
strength to the party. The chief of the party is Jordan, an
ordinary-looking man o1 medium height. He has no impressive
bearing or a halo of romance. In fact he does not like these.
But he is absolutely sclfless, unassuming and a true leader of the
people. He himself doesnot belong to the lower classes like Joseph
— Koba—and hence what inspires him to revolt is nota feeling
of revenge for the ruling class. He is honest and capable of clear
think%ng' He would never lose sight of the ends of the revolution
even in the maddening hours of victory. He does not have that
Stalinic reserve and aloofness to create in his comrades any
lscflzc of awe, _Hf-. lives among them as one of them, for a truc
;&;2:‘;?:(.([1(13.].)1‘%1]}, his'r.u'lmimml identity with the PCOPIC’:;T
charathr a;;d}tttrl writings and sl)(-{-rlu's, but also 1M
mduct,
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; “Koba is unable to appreciate his leader’s philosophy. He is
t capable of quick resolution, but not clear thinking; fierce
action, but not calm judgment. He is sincere but a vengeful
mediocre. Hence, he advises Jordan to develop a little aloofness:

To lead the people is to be the best of the people, to show
in yourself all their future strength. Then you must not
only be great, but seem great. You must get people
i asking: when will he come, when will Jordan be here?
i We are all only men, all equal in that. To be a leader
e| needs emphasis, and emphasis must be organised. You
| should not say ‘I'm Jordan’ and step from the corner.
You can’t be the father if you behave like the son.

(Ibid. p. 216)

All this is Stalinic in tone. We find here a premonition of a
tragic failure of revolution. We feel, as we find later, that
vengeful Koba when empowered to work out his will without
hindrance is sure to perpetrate greater horrors to atone for the
previous tyrannies, and to turn a despotic ruler of the people.
But Jordan is a sensible man, capable of viewing the revolution
realistically and shorn of all romance. He knows that if one
person becomes a sort of demi-god, claims to be embodying all
the aspirations of the people, he will crush them once more
under his jack-boots and deprive them of their hard-won
liberty. Hence, he is careful to lay emphasis on principles rather
than on any person who tries to practise them. His reply to
Koba is significant:

You are still young, Koba, and you have inevitably these
young, Y y
romantic ideas. Yes, I am a leader, but not as myself. I
; am only leader so long as I am right. When I am wrong,
; I am nothing. It is never one man, but history that is

leading us. (Ibid. pp. 216-7)

But Jordan knows that history needs Koba’s fierceness and
firmness, He is a better tool, but a bad guide of himself. Hence,
Jordan does not want to lose him.

Koba gradually becomes Jordan’s right-hand man, goes to
prison several times, escapes from there and continues to
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 has already stored against them, 1.’ -

| vindictive, and therefore resolves tg e
 all without mercy when power comes to hip,
 The revolution, ultimately, is achieved, The tor
~ dethroned and executed. But it is the post-revoluﬁc;ﬁa 3
which is most important and exacting. To die undey the

‘the cause of society’s upliftment even when both st?.llf; t;on i
victory have become mere memories of past is rath dgﬁ? ahe
What is then necessary is cool, calculating intellect ofa_s&lﬁ%_:' A
leader who never forgets the ends of the revolution, Vel s
arms is not the real victory. It can be achieved only when ﬂigf |
noble ends of revolution are fully realized. George, one of th:

revolutionaries, rightly says:

s he gy

The banners are fine, but it is time to put them away, The
reality now is not banners, but committees, white papers.

administration, supplies. These images of the revolution
are a luxury. We must make the real revolution,

(Ibid. pp. 223-4)

But when victory is won, the ends are lost sight of. The old
structure of socicty is shattered. It is now necessary to con=
centrate all energy and effort on the task of uplifting the
oppressed, mitigating their privations and abolishing their
poverty to raise a new and just order of society. But instead 0
doing that the leaders of various parties join the fierces
for power. Each party claims to be representing the ‘peop
Each one of these parties tries to exploit the public sentim
associated with the word ‘people’. The kings and the
spoke in the name of the Providence whose representati
claimed, they were, and did the foulest things. Now the]
and its leaders speak in the name of the ‘people’; an ;

1




ditions, the opium of the people’—the wolves and
devoured and glutted over the poor victim, the masses
ies. Now new wolves and vultures come with a novel
of redressing their injuries, of leading them to the
» ‘Future’—something nonexistent, a mere abstract con-

: ;-t God or religion—and do not hesitate to crush their
- present aspirations. ‘Ashes, blood, death, misery, harted: these,

Sl

~ in reality, have been our history,” says Koba (Ibid. pp. 231-2).
" Heis right. But the irony is that the revolutionaries like himalso
.~ continue it, and that even in future, history will not change its
~ course turning into a story of life, happiness and love. This can

be safely affirmed on a critical examination of any revolution.
R History moves on in its inexorable way, and even those who
s understand its nature and strive to alter it, are swept off their
| feet by its mad rush. It bears witness to the fact that the fate of

oor and the miserable has ever been the same. It is their
eternal destiny to drudge all their life and die in misery,
whatever the system of state—monarchy or anarchy, autocracy
or democracy. Revolution, to the masses, means nothing except
a mere change of government.

Jordan’s party out-manocuvres the rest and forms the
Government. Mark asks Jordan and Koba a very sensible

question:

Coldness and hatred have bred coldness and hatred
| through the history of the world. Can we stand today and
_: be sure that the chain is broken? What shall we create, as

we are now? (Ibid. p. 233)

e T

Koba’s answer to this question fully implies that soon another
very heavy shackle will fall on the people, He says:

You are assuming a victory. .. .Doyou think they (enemies)
will leave us alone to create anything ? With all the power
and cunning they have they will come back and back. If
we weaken for a moment, we shall be down with innocents
and the martyrs. We can only survive if we become even
harder, ... With our own hands, with our own strength,
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secretary. He says that Kob
B, o it hag s i vy o Do
oS If does not pray, does not beg. In unbending
~ tric to master death without anybody’s help, but
~ gond deal of struggle. Vil dg
- Fere comes the tragic climax. Joseph started his carcer as

mediocrity are his tragic flaws. He found the society divided
. into masters and slaves when he joined the party, and left it so
| & with a change of masters. The tragic disorder is established.
| The words of the doctor aptly describe it:
: :
There have been tyrannies before. It is a normal history.
But this with us is unique. Other systems have exploited
the worst in man; his aggression, his greed, his capacity
to be cruel. Our system is different. What is exploited in
us is the best in man: loyalty, comradeship, self-sacrifice,
the future. We have given all these beyond measure, and
Koba has taken them;taken and killed. . . . Enemy, now,
has lost its meaning: there is no such distinction. We are
our own enemies, and we are destroying ourselves.

(Ibid. p. 273)

1 When Koba dies Mark and Luke, his exiled comrades,
' return, take up in their hands the reins of the regime, and
analyse the tragedy of Koba. What is it that broke Koba?
He was sincere and acted according to his vision., But he was
short-sighted and his vision itself was defective. If he had re-
cognized the changing needs of history and reacted accordingly,
9 probably he would not have been responsible for his own as well
* 25 his revolution’s tragedy. When revolution was a distant
dream, the need was one, It was discipline and unflinching
obedience to the leader’s commands. Koba rose to the occasion
and met the need firmly and ruthlessly, But he could not
realize that the post-revolutionary needs were different. People

9 |

 were tired of slavery, and wanted to breathe the air of freedom

. fin" ‘er for freedom, became Koba, and ended as a tyrant. He oy
g su  ggles heroically, errs, fails and dies. He is-genuinely a tragic
hern symbolizing a successful revolutionary. Vengefulness and




g ¢ need, |

» what we remembey,

at he made has condemned him, Ty
) KOba 1s dead, and

e tragedy of Koba is accounted for, N
he drama establishes some values which
ch can be realized in life. The sanctity o i
. Mark orders the arrest and e:c'ecutti?gn folt}lgi afv life i
e secretary because they are Koba’s agents, an darder 2
 there should be no more killing afterwards. But’Luke S?)?s
.~ this and says to kill the agents now is just to kill the d{:) 5
X their master is dead. He turns to the arrested wari::n?g

oW the last
all muyst respéct

\

- secretary and says:

~ I face these men who face death. And T see in thmr .

. shadowc_d fac.es, not the agents I know, but brothers, mep
of my own kind, men sharing my breath, men who haye
lived in ordinary places, and have killed and forgotten
their kind. The evil cannot be shifted from them or from
others, but the judgement dies, the habit of anger dies, for
over the untold dead I cannot be blind to the neighbour’s

look in these men’s eyes. (Ibid. p. 279)

2 |

S '\Unmcs And condemnations are the usual story. But it has *
.{.""-Elé stop. Awakened consciousness of the advanced humanity ’
 to learn at last to behave as brothers, not as strangets. Human
nature is essentially weak and erring and struggling for StreR
“have to understand and sympathize, pity and forgnf&
‘s live an alienated existence in the ghastly uni.vcrsc‘of.' deat
the judgment that condemns without Plt)'. auf:gr
he lack of proper understanding of mans abs 4
¥ | \
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y. When hardened tyrants turn deaf ears to simple
~ only they have the right to kill who have the readiness to die.
. Luke rightly says: s s

What we write in blood we shall write in our own blood.
(Ibid. p. 269)

EL’ This also is affirmed by Camus in The Rebel; he writes there that
3 if the rebel is compelled to kill, he should also ‘accept his own
~ death and sacrifice (The Rebel, tr. by A. Bower, Hamish
" Hamilton, London, 1960, p. 249).

One lesson which the modern upheavals teach us is that
revolution is a beautiful dream when at a distance—whether
far in the future or remote in the past—but a horrible reality
when realized. Under its control society as a totalitarian state,
perhaps, prospers, but individual man suffers untold persecu-
tions and dies repeated deaths. What we now need is not re-
volution, but ceaseless revolt against any singular extreme.
Revolt or rebellion keeps up what Camus describes as ‘modera-
tion’ or the balance between tyranny of any political/system
and total lawlessness. In the absence of the revolt, the ideas
which the revolution preaches continue to operate even when
their need is over. The result is stupefaction or stagnation. The
revolt keeps society alive and alert and sensitive to the new
needs as they arise. It is this value of revolt which also s
established at the end of this play.

This tragedy is a tragedy of the futurist philosophy of
communism, Communism is a new religion, more fanatic than
l either Islam or Christianity, and the Future is its God which
.’
|

— T e -

exists nowhere, Reference to the Future in the communistic
regime makes'every cruelty an act of goodness. Koba had |
allured the people in the name of the Future, and ruled. In his |
oration which he delivered at the time of Jordan’s death, he
had exhorted his comrades to lift up in due honour the dead
body of the beloved leader:

9a



up, walk firmly, it is the past w=c :
is ended, and we can make a beginning
(Ibid,

o whole play Is written in one passionate breath,
ension prevails all throughout. The various revolutionarj
.ft‘)ﬁnd grapp]ing with grave §9c1al and political iSSues,
groping in the darkness of nihilism. Fro;n the point of viey ¢
"itlibught, the play is absurdist; but technically it is a traditic
- play in two acts. It embodies the collective suffering of hup
~ society, not the individual suffering of a tragic hero, It i
tragedy of revolution, and hence, instead of finding flesh ;
~ blood human beings, we find in it the personified ideas an
passions for freedom and happiness. There is not a singl
character which continues to haunt our imagination after
have finished the reading of the play. The death of Jordan do
not draw from us tears of pity; the death of Koba does nc
relieve the tragic tension, for Jordan is not a hero and Kob
" not a villain, All are the comrades committed to the same
social cause. It is History which elevates some of them to
~ positions of power and honour in the hour of its need. Ag ain,
. is History which degrades them when itsneed changes aad t
~ become irrelevant. In fact, there are only two characters in
- play: (1) Man and (2) History. The hero is Man in the co
. tive sense, and fate reappears as History, more inexorable
~ Dblind than ever, Its ghastly indifference to the struggift
- mortals on the stage of Time is wrose than the derisive lau

of the Greek gods, Man tries and trics but tries in vain to
its course, and to shape its future according 0 his hea
e, The tragic tension is relieved at the end of thcpl
E‘;»}’i".‘d hope that if Man can grasp cool-heartedly
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Professor Varma has to examin .
on the subject and he has ably SUmmarised s+ |
‘theories of most well known authors althogghthﬁl
ted out in the ‘Prefatory Note’ that ‘An importan'ie
h is throughout emphasized here is that in 5 metaphg y

B - Seventeen

R ntury , as crities like R
- pmund Tuve, J. B. Leishman, Maris Praz, Heley GZ:%EZ?.

¥ -fi Jescphme Miles and F. R. Leavis have demonstrated, s ;
- [highly complex subject having literal, social ang Cll’ltllra'l-'
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L ramifications but Professor Varma confines himself chie
- toits literal or even rhetorical usage, thereby limiting the sco

~ ofhis e_gﬁlanation although so far as the range of his information
I 15 concerned it is wide enough. In the seventeenth century the

- term “metaphysical” implied contemplative or speculative

'_}: - something concerned with the supraphysical world whereas’
; ;-.'; for us in the twentieth century it has a different connotation
~ which is chiefly an affair of a style that is an index of a mode
f apprehending reality—a mode that is a blending of the
ellectual and the sensuous or emotive.” And hence wh
ght to strike any mature reader of the poetry of the ‘S¢
Donne’ is not the blending of heterogeneous elements

telligence and sensitiveness with which they sough
8p the bewildering phenomena of a constantly exp
and the elegance and poise, both aspects of a
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hthat Professor

Miss Tuve’s now famous demonstration that Donne’s
images have a logical, or at any rate a pseudo-logical
function, was a direct affront to the basis of the theory
that he was a poet of the modern Image; but it can
scarcely have surprised anybody who had read Donne
open-eyed and seen how much he depended on dialectical
conjuring of various kinds, arriving at the point of wit by
subtle syllogistic misdirections, inviting admiration by
slight but totally destructive perversities of analogue,
, Which re-route every argument to parodox. (p. 147)

This observation penetrates into the wide ramifications of
the thinking process that underlie metaphysical imagery. To
this we may add the account of E. R. Leavis in ‘The Line
of Wit’ in Revaluation. Leavis is concerned with the milieu that
shaped metaphysical wit—the social mode with all its variety
and complexity being the impetus behind such witty expression.
Hence the ‘conceit’ is inextricably embedded in the socio-
cultural matrix despite all the influences that were brought
into England from Europe. J. A. Mazzeo and F. J. Warnke
have drawn our attention to some of the FEuropean inter-
mannerist, precieux, baroque, rococo. Professor

pretations like
is quite correct in his observation that

Varma, however,
metaphysical poetry mar
that ‘poetry is imitation’ to
pression’ (p. 200). Accordingly the metaphysical image ‘serves
as an operational unit in the poem’s structure’, One wishes
Varma had demonstrated this function by the
analysis of some pocms instead of classifying them in the manner
of Caroliné Spurgeon. We know that the interest of the Renais-
from a concern with verbal expression
as well as a concern with philosophical values e.g. Renaissance'
Platonism, mysticism and occultism. It was an attempt to
explore and confront reality as it was understood at that tme

—and that reality as interpreted by the ‘new philosophy’ was

gance in images sprang

“cussion on ‘thought’ Professor Varma, however, does not lay, |
sufficient stress on this aspect and hence he does not quite k43
perceive the relationship between ‘thought’ and ‘imagery’.
Frank Kermode in Romantic Image (Routledge, 1957) tells us:

ked a shift from Aristotle’s theory ™
the doctrine that ‘poetry is ex= /




'._.wever, does not exhaust the meaning of the
hich was also a rhetorical device or a verbal structure,
", approaclung the metaphysical image, from both
points of view that we can perhaps steer clear of the my
confusions that have clung to it since the days of Dr, Johnson
- Professor Varma has attempted to understand his sub ect
from many directions but there is an absence of i 1ntcgratmn in
~ his findings eadmg toa real understanding of what Herbert
- vYRead calls the ‘poetic’Gastalt’. This understanding, however
b s a difficult accomplishment as is evident from the writings
‘of scholars like Bush, Sypher, Hatzfeld, Martz and Hausen L
tn spite of its hrmtatlons Professor Varma s book is a noble v.'_

ttcmpt to expound an abstruse subject. ;.
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A completely new anthology
for poetry lovers

The New
Oxford Book
of English Verse
1250-1950

Chosen and edited by HELEN GARDNER

This is a new anthology and not a revision of the
old Oxford Book of English Verse edited by Sir
Arthur Quiller-Couch (‘Q’). It will be treasured by
any poetry lover whether or not ‘Q’ already lives
on his shelves. Although it shares with its prede-
cessor a great many poems, it brings the terminal

date up to 1950 and selects over a wider range.
£3.25

‘If one had to say where can you find in fewer than 1,000 pages
the best of English poetry, here it is.” Daily Telegraph

‘An excellent job.’' W. H. Auden in The Observer

‘The book that gives us the most beautiful and varied writing

is the scholdrly New Oxford Book of English Verse.'
Raymond Mortimer in The Sunday Times (London)

‘A book for all seasons.... It is a balanced selection drawn
from the whole range of English poetry.’ Belfast Telegraph

‘The volume achieves the acme of elegance in book produc-
tion.... This will rank among the most beautiful books

produced during the year.' Hindustan Times
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