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Fliot’s Concept of Rhythm,
Genre and Style v

Shiva M. Pandeya

Introduction

In T.S. Eliot’s criticism, practical as it is in its nature and
purpose, theoretical formulations lie scattered throughout, perhaps
because critical practice cannot proceed without some kind of assump-
tions and principles, whether explicitly stated or left implicit. Rhythm,
genre, and style are related concepts in Eliot, and he has returned to
them again and again, looking for their bases definable on technical
grounds. These concepts are important enough for criticism and
understanding of literature to warrant an investigation into their nature
and complex interrelationship in a great critic of Eliot’s stature,

This paper, therefore, aims at elucidating the concepts as they
emerge in Eliot's writings. His ideas will be placed, as a clarifying
device, under the perspective of Northrop Frye's principles to suggest
a continuity of these critical concerns in our time, and, towards the
end, relevant ideas of Mammata will be presented to put the new ideas
under old focus, hopefully, to illumine both,

Identifying a Third Rhythm in Language

One of Eliot’s preoccupations, from the very beginning of his
mreer asa critic, had been to identify, deﬁne, and distinguish thethreﬁ )

' thythm had traditionally been given names, viz., pﬂm and verse Jmt |
d rhylhm of ln'uguage, whose preunoe Eliot gl in




On the side of verse, tl e
on the side of prose,

prose, was not distinguishable on
distinguished on the basis of its ma
and delight.

In his early writings on prose and -

it was this discontentment that, later, led to his
the third rhythm on technical ground. As ear]
reacting against what he considered the mistaken
imagists, a sharp distinction between prose and vd, ;

other words, that there is prose rhythm and verse th
essential difference is still to seek.” While prose and
nized by Eliot as the distinct rhythms of language, p
- as verse: “I do not assume the identification of poetry with
poetry is obviously something else besides good verse; and'
may be very indifferent poetry.”2 And ‘‘any enjoyment
communicated by verse may be communicated by
exception of the pleasure of the metrical form.” |
shorter passages of verbal expression that appear in the

but have the effect of poetry on the reader, excepting the |
verse thythm.

The problem Eliot grappled with in 1921 Wi
and poetry, which could not be identified wholly with ¥
“Thus we might fairly say that we need a fourth term:
‘verse’ and the term ‘poetry’ and only the term ‘pr
opposites.”® The problem of terminology centred
particularly the poetry that occurred in the guise of pi
borderline of prose and yet not in verse rhythm : Soh
poetry according to its method: “The work of p
performed by the yse of images: by a cumulat
each fusing with the next; orbythe mﬂ\aad
of images apparently unrelated, which haye 1
upon them by the mix :




~ and ahé of reason, one of poetry and one of prose, or that ‘fcehn’g S
~ a work of art, is any less an intellectual product than is ‘thought’.”

In 1930 Eliot again returns to the poetic method which is distinct
from both verse rhythm and prose rhythm and may be employed in
either : “Poetry may occur, within a definite limit on one side, at
any pomt along a line of which the formal limits are ‘verse’ and
‘prose.” Without offering any generalized theory about ‘poetry,’
‘verse, and ‘prose,’ 1 may suggest that a writer, by using.. certain
exclusively poetic methods, is sometimes able to write poetry in what is
called prose. Another writer can, by reversing the process, write great
prose in verse.””> We have already seen that what Eliot calls here
“certain exclusively poetic methods” is the associative method of
apparently unrelated images in lyric poetry, which may occur in
either verse or prose rhythm. But ‘great prose in verse” is actually an
instance of the mixing of rhythms, not a reversal of the process. The
fourth term he is looking for in the associative method has to do with
the third rhythm of language, and its absence in criticism causes two
difficulties : *“There are two very simple but insuperable difficulties in
any definition of ‘prose’ and ‘poetry.” One is that we have three terms
where we need four : we have ‘verse’ and ‘poetry’ on the one side, and
only ‘prose’ on the other. The other difficulty follows from the first :
that the words imply a valuation in one context which they do not in
another. ‘Poetry’ introduces a distinction between good verse and
bad verse : but we have no one word to separate bad prose from good
prose. As a matter of fact, much bad prose is poetic prose; but only a
very small part of bad verse is bad because it is prosaic.”’8 Eliot’s
exploratory cogitations bring him to a recognition of the associative

method of unrelated image as something distinct from either prose
rhythm or verse rhythm.

The Three Rhythms Defined on Technical Grounds

It was in 1951 that, after years of deliberations, Eliot gave a name
to the third rhythm of language, ‘‘ordinary speech™ and distinguished it
from both prose rhythm and verse rhythm. Prose, with its subject-
predicate relations and logical links, and verse, whether ¢accented
alliterative, or quantitative,” are alike artificial; and our ordinary speech,
in its technical manifestations, is below the level of both prose and
‘verse : ‘.. prose...is as remote, for the best part, from the vocabu-
lary, syntax, and rhythm of our ordinary speech—with its fumbling for
words, its constant recourse to approximation, its disorder, and its




© Having identified and named the third rhythm as 4 mg
of -Iangﬁége; Eliot refers to M. Jourdﬂm m- h«ff\:léfavangll‘ gl
triple distinction of the rhythms of language : «We Zn heard
b .!)""f Moliére’s character who ex;.)ressed surpnse. When told
spoke prose. Butit was M. Jourdain who was right, anq not |
:ﬁ:ntor or creator : he did not speak prose—he only talked. For
to draw a triple distinction : between REns and verse, and our ordj
speech which is mostly below the Ievel'of either Ver.se Or prose, Ve
may notice that what Eliot had earlier been callmg tl3e exclusivétjj :
poetic method, in the guise of either prose or verse, with its associative

links in the apparently unrelated images, is associated, if not identica{’_: i
with speech rhythm. .

e

Technical Name for the Third Rhythm in Northrop Frye

It may be noticed that though Eliot gave a name t
rhythm of language, our “ordinary speech,” it

technical name. For in spite of a very clear-
has made between

like Moliére,
that a less con

O the thirg
is not a very appropriate
cut distinction that Eliot
cople in general continue,
h prose. It was needed

prose and ordinary speech, p
to identify ordinary speech wit
fusing nomenclature be made,

“‘associative rhythm” of language. This critical terni -
of being suggestive of t

he qualities of the third
- It may be remarked here
Frye in their method of
Eliot is exploratory and
tions; Frye is deductive

has the advantage
rhythm, and it canp
that there is 4 d
presentation of ¢
tentative ang in

ifference between Eljot and
he three rhyth

ms of language,
ductive in his

Pioneering cogita
He was able to present the rhythms

5 S
ready made inductive exploratiﬂﬂi;_-..
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s deductive Sid, very Incid in hntheor.v QEXRYHIE
turn later.

. ‘erse Rhythm, Speech Rhythm, and Free Verse :
- Verse thythm, as Eliot has pointed out, may be either accents

3 alhteratzve, or quantitative. It organizes the sounds of the Iangusgg, IJ' " )
- as permitted by its system, into recognizable and predictable patterns.
~ Anyline can be scanned into feet and accents, but it is the recurrence
~ of the elements in other lines that makes the metrical pattern recogniz-
able. Speech rhythm, on the other hand, does not allow any predictable
pattern of verse rhythm to emerge. The imagist movement, which was
intended to bring the verse rhythm close to speech, often produced
chaotic results in the practice of free verse, which lacked positive
definition: “And I can define it only in negatives: (1) absence of pattern,
(2) absence of rhyme, (3) absence of metre.””11 Eljot disposes of the
third point by remarking that it is impossible to imagine a line that
cannot be metrically scanned; what really matters is the pattern,
repetition of effect.

Eliot disapproves of both the mechanical monotony of metrical
patterns and the chaos of the ordinary speech, of free verse. According
to Eliot, only a poet who is adepc in the use of verse forms can employ
free verse for specific purposes; he is not free if he wants to do a good
Job. What is desirable is a state of tension between the order of verse
patterns and the fluidity of speech rhythms: ‘‘...the most interesting
verse which has yet been written in our language has been done either
by taking a very simple form, like the iambic pentameter, and constantly
withdrawing from it, or taking no form at all, and constantly approxi-
mating to a very simple one. It is this contrast between fixity and flux,
the unperceived evasion of monotony, which is the very life of verse.”’12
Free verse, based on speech rhythm, can be employed inside a poem in
verse rhythm to get over monotony; and “the ghost of some simple
metre should lurk behind the arras in even the ‘freest’ verse; to advance
menacingly as we doze, and withdraw as we rouse. Or, freedom is only

L truly freedom when it appears against the background of an artlﬁﬁal
hmxtatlon.” Ful

Besxdes helping combat monotony, free verse and




5 we
:’to Eliot, als0 means liberation
ial effect, for a sudden tight
for an abrupt change of mood.”

e Vverse cannot be defined _
. one has 10 choose between good verse, bad

e verse and verse patterns are ill
his examination of Ezra Pound’s metric,

remarkable for the adaptability of metre to mood. Pound’s pi
in handling free verse is possible only for a poet «who has

tirelessly with rigid forms and different systems of metric,” |
quantitative measures. Pound considered a work of art to
combination of freedom and order, hanging between chaos and @

4 felicitous departure from a norm. Eliot has certainly been inff
by Pound’s ideas when he formulates his desirable notion of verse

«eontrast between fixity and flux.” “The freedom of Pound’s
«js rather a state of tension due to constant Opp
There are not, as a matter of fact, tw
of verse, the strict and the free; there is only a mastery whichet
being so well trained that form is an instinct and can be adapted 1o
particular purpose in hand.”14 It is the particular purpose in
in graduating the scale of intensity, that justifies the use of free

based on speech rhythm or of strict metrical pattern. .

The relation petween fre

discussed by Eliot in

writes Eliot,
between free and strict.

Verse Rhythm and the Idiom of Common Speech

In Eliot’s view the common speech and its idiom are
imporlance for the poet. Language changes across time,
idiom and diction suited for one age become inappropriat’é "
This necessitates revolutions in poetic diction from Bl
The first revolution of this kind was effected by Waller, D622
Dryden to bring the language of poetry close to the common
the second was initiated by William Wordsworth; and
time, Pound and Eliot are responsible for bringing the i



poetry, ‘whether conventlonal or expenmental, have to con
s with the idiom and rhythm of common speech of the time,

o Eliot sees every revolution in poetry as a return to the common
It speech of the time; for while the spoken language goes on changmg,
~ the poetic idiom and diction go out of date. The rhythm and diction
of poetry, therefore, must be rooted in music and idiom of the speech
of the time. The poet has to use what he finds most familiar. Altho-
ugh Eliot emphasizes the importance of speech rhythm for poetry, he
is opposed to free verse as a liberation from verse patterns. The fashion
of free verse, according to him, has been responsible for a great
deal of bad prose. He approves of Pounds’s encouragement of free
verse as a revolt against dead verse forms, and as a preparation for
remaking the verse form.

Prose Rhythm in Verse

Just as Eliot approves of an admixture of free verse or speech
rhythm with verse to serve some legitimate purpose, so also he
approves of a legitimate entry of prose rhythm into verse rhythm. For
poems of sustained length, what is needed is prose rhythm which pro-
vides continuity. Prose rhythm is the vehicle of logical meaning, which
may serve to keep the reader satisfied while poetry does its job.
It must be noted here that although Eliot approves of the use prose
rhythm and meaning for diverting the attention of the reader, both he
and Ezra Pound gain intensity in their poetry by eliminating them.

The inclusion of prose rhythm in poetry makes the writing more :
relaxed, and its elimination makes it more concentrated : “...in a poem |
of any length, there must be transitions between passages of greater and j
less intensity, to give a rhythm of fluctuating emotion essential to the >
musical structure of the whole; and the passages of less intensity will ;
be, in relation to the level on which the total poem operates, prosaic—

50 that, in the sense implied by that context, it may be said that no

Poet can write a poem of amplitude unless he is a master of the )

- Prosaic.”16  Eliot considers this principle to be a complementary

' dOctnne to Arnold’s touchstone theory; the greatness of a poet Ilm&t_




B o ity et
by verse to give the o 7 :;:ﬁﬁ jﬂs?f peech th e
it is the formalized speech IRYEATT, 0 S5 PRt r
lt 18 t:: the moment of greatest mtenslty.. An mter_actt;qg o
ea,:llzlrcircrse in a poem makes it musical, in the sense. ] gt -gh
sounds and the pattern of meaning fuse and blend 11':|to g-n_
unity. It is in the structure of the whole that the interact

three rhythms has its significance and velue forie S

.‘,”,. i P
.' i

Speech rhythm, though quite f;iiﬁ‘ere.nt from the fo;_mgli -
rhythm, is yet conducive to poetic intensity and may be formal
left unformalized by verse patterns. As for t.he value of verse
in a poem, Eliot finds that there is a correlation between emoti
verse : “The human soul, in intense emotion, strives to express
verse. It is not for me, but for the neurologists, to discover wh
50, and why and how feeling and rhythm are related.. if we wa
get at the permanent and universal we tend to express ourselves
verse.”17 A graduation between the intensity of feeling and re

of meaning calls for an interactional

combination between prose 2
verse.

Verse rhythm, as a tune in the h
ative process, too : ¢, .

process, functions gg
‘auditory imagination’
far below the conscious Jeye]

every word; sinking to the 5 A ayige < wi

iy uc;u}'prising, the most ancient
for POetry in the Creatiye i e function

Process.
h‘ii"




ve’s Theory of Rhythms

Frye systematizes and develops Eliot’s ideas about the rhylhms
: of language by examining them in their twofold context : cultural and
critical. The cultural aspect of the rhythms is concerned with the
social use of the art of words and the problems of literary education,
and the other aspect is concerned with the problems in literary criticism.
He also develops his theory of the links between literary criticism and
literary education. I shall only briefly summarize his ideas about the
rhythms in their literary and critical aspects.?1

Like Eliot, Frye recognizes three primary rhythms in language :
«First, there is the rhythm of prose, of which the unit is the sentence.
Second, there is an associative rhythm, found in ordinary speech and
in various places in literature, in which the unitis a short phrase of
irregular length and primitive syntax. Third, there is the rhythm of
a regularly repeated pattern of accent and meter, often accompanied by
other recurring features, like rhyme or alliteration. This regularly
recurring type of rhythm is what I mean by verse.”20 Like Eliot, again,
he excludes poetry as not definable on technical grounds in any predict-
ability or rhythm in the verbal structure.

Frye examines the literary roles of these three rhythms and their
mixed forms at secondary and tertiary levels. The secondary rhythms
are “prose influenced by verse, verse influenced by prose, prose or verse
influenced in either direction by associative rhythm.” These are the
Six secondary rhythms; and when the influencing rhythm affects the
host rhythm as strongly as it can, short of breaking it down as the

- Organizing rhythm, the host rhythm reaches its tertiary or experimental
form. In this way we get six tertiary rhythms. The total of primary,
secondary, and tertiary rhythms in Frye is, thus, fifteen.

The most interesting development of the theory of rhythms in

Fiye is that it canaccount for the complex features of the verbal




convincing and insightfully

- min
© oxamples from literature. I can only refer to
~ 4ione The normal prose of description and expositi

¥ few incidental associative traces wh:clh, if l.m__t justi
and descriptive grounds or othe;w;se,- will make it
incui'sion of verse-like rhytluf: m ﬂfpos!tc:ry Prose maj
and stylized and induces me-chtatWe mterest,. as in Gibb
rence of accentual patterns in prose makes it oratorja],
and Churchill, It may take the direction of introverteq P
as in Browne. And the influence of verse on prose to
possible extent will give rise to the tertiary rhythm, a5 il
. of Greene and Lyly. Ornamenting of prose with as many
'. verse as possible is a permanent technical resource of py
Dylan Thomas, in our own time, has given us instances of
euphuism with plenty of associative elements in it. One step
the incursion of associative babble will produce the unconscioys

malapropism on Freudian principles.

The heroic couplet is an example of normal verse, equid
from both prose and associative rhythm. Blank verse, with
removed, takes a step nearer prose. A further incursion of pros
verse gives rise to the conversational style in poetry. At the ‘
level, verse with a maximum of the influx of prose becomes inte
doggerel. Doggerel, with unconscious associative element in it, |
humorous. At the secondary level, an influx of prose accelerat
tempo and pacing of verse rhythm, whereas an influx of verse into
rhythm slows down the speed of the latter. At the tertia
however, euphuism and satiric doggerel have almost the same
and tempo. p

Several forms result when the associative rhythm influen
influenced by verse and prose. Associative rhythm is sublit
seldom appears except in the disguise of either prose or ¥
hears associative rhythm in <college yells” and *crowd chan
simple patterns of repetition close to verse; it includes the ¢
“catalogue,” one of the clearest signs of associative influen
mental repetitions, refrains, nonsense words in ballads and
and nursery rhymes show the associative strain.

_ From about 1750 on, Frye finds literature being int
_Sv_ophlstlcated in its use of associative rhythm. Free V
tive rhythm strongly influenced by verse; it consists of 8 §




di
sociative rhythm is echolalia congenial to dream'poetry.

fiction as well as religious meditations, such as John Donne’s Meditations.
Prose influenced by associative rhythm becomes discontinuous and
aphoristic, full of cliches, accepted ideas, and proverbs. Epigrams,
puns, antitheses, and analogies are generated by associative influence
on prose.

Rhythm, Voice, and Genre

Eliot’s theory of voices is related to the rhythms on the one hand
and genres on the other. He has neatly stated his theory of voice thus :
«The first voice is the voice of the poet talking to himself—or to
nobody. The second is the voice of the poet addressing an audience,
whether large or small. The third is the voice of the poet when he
attempts to create a dramatic character speaking in verse; when he is
saying, not what he would say in his own person, but only what he can
say within the limits of one imaginary character addressing another
imaginary character,”’22

The first voice is related to some traces of associative rhythm in
some way, because the latter suits meditative self-expression. The
second voice is related to prose rhythm, which is aware of the audience
and helps communication. In the passage just quoted from Eliot, the
third voice is associated with verse; but it may occur in prose fiction
aswell, Further, if the third voice is heard when one character is

a - Speaking to another character in a dramatic context, it is bound

L_‘“hﬂ\'e an admixture of prose rhythm with a sense of the audience;

Associative thythm influenced by prose but not quite ory el 3
" by it is what Frye calls “free prose,” to be found in some private 1em '

E fﬂi‘hries- Swift’s Journal to Stella, Burton’s Anatomy of Melancholy, and
" Sterne’s Tristram Shandy. It can be found in the stream-of-consciousness

-
" L

1 21
1

. 'f“d_ if the charactcr is sohloqnmng in a dramahc eonl.ert, sﬁﬂ F ’



on tius hasxs is betwecn dramatlc, quawdmma 10
When the poet is talking to himself in a poem
* and we may still see the two personages involved, ﬂ!@ ‘
both the speaker and the auditor. Eliot finds the use of
meditative verse, where the poet is trying to clarify himge]
Let us say that the first voice is the basis of lyric and medi
The second voice, in which the author addresses an audien,
writes Eliot, ‘“the voice most often and most clearly heard
that is not of the theatre : in all poetry, certainly, that has 5
social purpose—poetry intended to amuse or to mstrnct e
tells a story, poetry that preaches or points a moral, or s
a form of preaching... The voice of the poet addressing othes
is the dominant voice of the epic, though not the only
other words, the second voice is the basis of all genres w
purpose and didactic intention. Thus in the dramatic mono
Robert Browning what we hear is, neither the first nor '-hethu
but the second voice of pseudo-dramatic poetry.

It may be noticed that the author-audience relation involy
personages in literature, and not just two. Of love lyrics Eliot re
~-a good love poem, though it may be addressed to one
is a[ways meant to be overheard by other people.”2 In“Al
tion to My Wife” Eliot writes : “These are private words:
to youin public.” If there are two audiences, one internal
other external, then there are two speakers as well, the intert
author. These four reference points are the clearest in res
drama, but they are all the four still there even when ina
poem the poet is clarifying himself to himself,

The Principle of Mixed Voices within a Genre

Analogous to Eliot’s principle of mixed rhythms,
principle of mixed voices. “So far I have been §] -
Eliot, “for the sake of simplicity, of the three voices as 1
mutuaily exclusive : as if the poet, in any particular |
ing either to himself or to others, and as if neither ¢

B



_ erefore, more than one voice can be heard The touch of the

s voice speaking to himself imparts intensity, poetic intensity;

d a total absence of the second voice from the first would make the

incommunicative. In poetic drama Eliot hears all the three
yoices in unison in moments of intensity.

'ﬁﬂlol's Influence on Frye’s Theory of Genre

The author-audience relation, central to Eliot’s theory of voices
- and genres, has an important place in Frye’s theory of genre, too. In
~ Fuye’s theory the term *‘radical of presentation” is used in place of
“yoices.”” The central principle of genre, writes Frye, “is simple
enough. The basis of generic distinction in literature appears to be
the radical of presentation. Words may be acted in front of a specta-
. tor; they may be spoken in front of a listener; they may be sung or
i"’ chanted; or they may be written for reader... The basis of generic criti-
 cismin any case is rhetorical, in the sense that the genre is determined
by the conditions established between the poet and his public.”26 Frye's
radical of presentation is essentially related to Eliot’s voices : words
can be acted before a spectator in the third voice, sung or chanted in
the first voice, and spoken before a listener or written for a reader in
the second voice.

T -y .

If in Eliot a lyric, love poem, or meditative verse—all in the first
~ Voice—*“is always meant to be overheard by other people”, the poet’s
“private words addressed to you in public,” in Frye the lyric is “pre-
eminently the utterance that is overheard... The radical of presentation
in the lyric is the hypothetical form of what in religion is called the
‘I-Thou’ relationship. The poet, so to speak, turns his back on his
listeners, though he may speak for them, and though they may
Tepeat some of his words after him.”2? Eliot, we have seen, posits
the principle of mixed voices, and Frye recognizes the mixing of
° radicals. When Conrad employs an internal narrator in a novel,
Wo different radicals of presentation exist in it.” Like Eliot, again,




y " ‘
o | RS
- *
b~ > I .
T 1 ] = ] :
S Al - X . i ol

éory of genres in a very Syﬂfema :

Genre, Rhetorics and style

Genre, rhetoric and style are related; and “yo
tions in Eliot, is employed in Frye to
ructures we are aware of a quality th
the quality of a verbal personality or a speaking_ Voice
different from direct address, though related to it. Whe;
is felt to be the voice of the author himself, we call it style..
ception of style 1s based on the fac.:t. that every writer ha
rhythm, as distinctive as his handwriting, and his own imag
from a preference for certain vowels and consonants to a pre
tion with two or three archetypes.... The suiting of style to an
character or subject is known as decorum or appropriateness
to content.”28 Again, Frye defines appropriateness or decorum
poet’s ethical voice, the modification of his own voice to they
character or to the vocal tone demanded by subject or mood.™
this basis that he develops his theory of style, coupled withth
ples of rhythms and rhetoric.

of generic distinc
«In all literary st

In his book on style and order, Eliot considers the most
cuous qualities of style to be three : ““ordonnance, or afk
and structure, precision in the use of words, and relevantin
The ordonnance has to do with the syntax at the level of th
structure, and with the design of the whole in a piece of com|
Words are chosen to meet the requirements of the structuresd
emotional intensity has to be relevant to the content, _
matter. The three qualities should be in harmony. Style, ¢
ceived, is the product of the author’s intellect and sensibilify:
man himself, in this sense. Good style, in all its three -
characterized by lucid luminosity and governed by the Prif
decorum in its use of rhythm and voices. K

V‘agueness and jargons corrupt the style of discursive
a rhetquca] style in literature may be proper or corfipt:
fhat tries to affect the independence of the reader or
Impress him, is corrupt rhetoric : “A speech in a
appear to be intended to move us as it might conc
characters in the play, for it is essential that We



+ Instead of trying to impress us, An
b with full preparation. And this is appro pri

- _1 " Eliot considers the usual opposition between
*{he conversational in style to be a false one. If rhetoric can.
ﬁ;e conversational style can be misapplied, too. He cons i
~ of the second rate free verse and Wordsworthianism of his time
: :ing_tances of badly used conversational style. The conversational s
Jike the rhetorical, must be adapted to the moment and varied _thoyﬁff Ak
and feeling : «If a writer wishes to give the effect of speech he must
positively give the effect of himself talking in his own person or in one
of his roles; and if we are to express ourselves, our variety of thoughts
and feelings, on a variety of subjects with inevitable rightness, we
must adapt our manner to the moment with infinite variations.”1
Style—whether euphuistic and rhetorical or simple and pure, full
of antitheses and similes or tumid and flatulent, abounding in strained

and mixed figures or marked by careful declamations may—be good >
or bad depending on whether it is appropriate to the character, 3
his feelings, situation, and the occasion, of utterance or not.
.- ;I:
Style and the Ideas of Mammata N

To bring an Indian perspective to Eliot’s thinking, some of
Mammata’s ideas concerning style will be briefly outlined here. Accord-
ing to Mammata,32 word and sense inseparably united, free from
blemishes and endowed with the suggestibility of the qualities of emo-
tion, may be even without figures in poetry—tadadosau Sabdarthau sagun-
avanalankrti punah kvapi. (Kavya-Prakasa, 1:4)

Blemishes, according to Mammata, are those that harm either
the suggestion of emotion or the expressed sense that suggests the
emotion. Both word and sense may have blemishes. But whether ,
the verbal construction and the sense, with their specific features, are
blemishes is determined by a fivefold principle of propriety or decorum

- 10 (a) the speaker, (b) the person addressed, (c) the suggested emotion,
- (d) the expressed sense, and (e) the context—vaktrad; 1
 do30api gunah kvacit kvacinnobhau. Kavya-Prakasa, (7:59
ﬁf?l"iet}_’a they may be considered virtues in style.




the features of the verbal structure and the sense, ¢

expansive vigour (ojas), and transparent luci
emotions, whether soft or vigorous, have, when ¢

parent lucidity (prasada), which enables them to
like water in clean cloth or like fire in dry wood. 1
such as love, compassion, wonder and peace enter
in clean cloth; and the vigorous emotions such as courag 3
and disgust like fire in dry wood—suskendhanagniyas
sahasaiva yah. (Ibid., 8:70)

Sweetness, vigour and transparency are not the qualitie
in word and sense; they are inherent in the emotion. So thy
word and sense do not have these qualities, either; quali
organic attributes of the emotion. However, the figures
suggest the qualities of the emotion. Words and sense havg_:
of suggestion; and the emotion, which is unexpressible and un
is suggestible and suggested. In other words, the soul of a
suggestible emotion, and the expressed sense its suggester andf
The verbal and rhetorical structure, in its turn, is the exp
function of the sense. Word and sense are, therefore, to bej
the principle of propricty. Figures may help the expression
and suggestion of emotion, may harm them, may remain neutr
just exhibit their own curious forms.

Mammata’s formula for the ordonnance of a lite
and its structural emotion is the one handed down by
vibhavanubhavavyabhicarisafi yogad rasanigpattih.  (Ibid.,
It means that it is by means of a correlation of the situatior
and floating feelings that the emotion intended is evoked. Th
(vibhava) motivates emotion in the character, and the an
vyabhicaribhava or sanca ribh@va are the expressive and suggest
Anubhdva is the ensuant action, gesture, and speech, by mear
the character gives vent to his emotion; and the vyabhicari
floating feelings that arise from the subconscious level of the!
get.fused with the emotion being expressed by the charace
action, speech, and gesture. It is within this framew
arrangement that style (sanghatana), rhetorical or cor
diction—high, middle, and low—haye their justificati
If they are pertinent to the content and the sug
a virtue; if not, they are a blemish, '



a combination of positive and negative emotions
strong attraction toward beauty and an equally inten:
by the ugliness which is contrasted with it and which d
This balance of contrasted emotion is in the dramatic si

; inadequate to it. This is, so to speak, the structural emoﬁbn;
provided by the drama. But the whole effect, the dominant tone,
is due to the fact that a number of floating feelings, having an

affinity to this emotion by no means superficially evident, have
combined with it to give us a new art emotion.38

The combination of the two emotions evident in the speaker’s
utterance is, in Mammata’s terms, variegation of emotions (bhava
$abalata); one of these is destroyed, becomes subordinated (gauna),
to help maintain the emotional unity. This balance of emotions is in
the dramatic situation (vibhava) to which the speech of the character
is pertinent (has aucitya). The structural emotion provided by the
drama (sthiyibhdva) needs something more to produce the whole effect
(of rasa) on the audience; and that is supplied by the floating feelings
(saficaribhava). Art emotion is the rasa experienced by the audience or
reader. The principle underlying the passage just quoted from Eliot is

the one he consistently applies in his stylistic analyses, and itis close
to Mammata.

Conclusion

Eliot’s conception of Rhythms, voices and genres, and style was
a great step forward in systematic study of literature; and it has been
further developed and refined by Frye. At a time when impressionistic
and abstract styles of criticism were in fashion, Eliot endeavoured to
formulate a theory of ordering one's impressions of literature into a By
System, and applied it in his own criticism. His importance in the
development of the conception of rhythm, genre and style is attested By
.the fact that Frye has absorbed his insights in his system. The following

- 'mes of Eliot will always fascinate the reader interested in the s,
of style: y |




And sentence that is T o
Taking its place to support _
The word neither diffident nor ostent

An easy commerce of the old and the ne

The common word exact without vulgarity,

The formal word precise but not pedantic,
The complete consort dancing together) 3
Every phrase and every sentence is an end and a |
Every poem an epitaph....34

Banaras Hindu University
Varanasi
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he academic supermarket,

incessant the ebb and ﬂow i
Shopping is @ consumerist pastime .
in our affluent cities. _

- Ly R
Advertise the wares | Let people nose roung
giving snorts of excitement |

And call into play all the bandyings
of the boisterous bazaar.

In Minerva’s multi-storeyed towers
wild variety is on show.

Knowledge is fragmented and quantified,
then capsuled, named and numbered.

. Int

There are, besides, the unofficial stalls,
the hawkers, pavement-vendors,

The salesmen of inconspicuous dope,
and the mushaira-mongers.

Every bit of non-knowledge has a nook
in some Faculty or School.

There are graded tradesmen, and the takers
come from the ends of the world.

The more outlandish crevices attract
the audacious honey-bees,

And the crush is for betwist and between
interlooking “disciplines’.

While Existential Computeronics
stifles the Humanities,

The outside-the-schedule caterwaulings
comprise furtive beginnings,

Defiant explorations, the lift-offs,
the trips and the crash-landings.

There are joints ang joustings for every fad,
campaignings for every cause,

And the La Manchas and Sancho Panzas
fun the Absyrd Theatre.

A
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on Lines and Lme-gmllli'$
of Grass |

| i Shankar Mishra

g

In this paper I intend to relate the

lines and line-groups in
. Leaves of Grass with Whitman’s self-

presentation,
Whitman wrote,

Whoever you are holding me now in hand,
Without one thing all will be useless,

I give you fair warning before you attempt me further,
I am not what you supposed, but far different.
If these four lines are read continuously, to find out what they
mean or say, line two appears to be in parenthesis. But if they are read
| as individual units, independently, each line will be found to behave in
- asimilar way; like an impulse of desire, *Whoever you are holding me
~ now in hand,’—the first line proposes to say something but it is not
- 82id. Tt points to an emptiness that could as well be plenitude or vice-
. ¥emsa.  Similarly, the second line (no longer parenthetical in nature)
. “Macts this psychic curve, It is not said what this all-important
‘0110 thing’ is. The third line also halts on the brink of meaning. And
-~ the fourth Jine, though it ends with a full stop and completes this group
- OF four lines, is not very different as an independent unit from the earlier
. Itis in fact two lines, in the sense I am describing: [I am not
YOu supposed,/ But I am far different]. The comma in the fourth
S in spirit like the earlier three, an indication of an absent line.
~POINt s that the independence of each of these lines is d
ire like Whitman's self: jts impulse of desire, its incon
0 absence that the self always seeks for.
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does not, explicitly show
BT "'Tﬂﬂfiiﬂbﬂ" above, it implicitly ,c?r{l;:ht:eﬂ: that :
~ of interrogation, for A B
i e il el e
(lines 5-6). i
Now, if the whole poem, ‘Whoever You are Hold
Hand’ is examined, one finds that the.poetlc s'elfis' _'__
| interplay between secrecy and Opsires l'k‘e the line dem
; independence and secretly surrendffrmg it. ‘Back of a rock
air’ or ‘on a high hill, first watching lest any person for m
approach unawares’ makes the place of intimacy both seer
And the ‘kiss’ (line 20) is both that of a *husband’ (an
and that of a ‘comrade’ (a secret identity—not only in ¢
“Calamus™ but also in relation to the husband). This &
finally, carried into the acts of reading and writing, ‘Even
should think you had unquestionably caught me, behold!/ A
see I have escaped from you'. The important thing here js
poet’s absence or secrecy ( ‘escaped’) is realized through sigh
his presence or openness (‘caught’) through thought (‘think’ R i
a non-visual experience. So the poctic existence cannot be g !

is seen is its absence: ‘it is not for what I have put into it th
written this book’. Whitman is dislocating the conventional
of a poem through ‘reading’ (visual); one has to *hold’ (non

poem. To ‘think’ or to ‘hold’ is not ordinarily possible the
the eyes.

Therefore, the parenthetical ambiguity of the second ling
Lo an intersection of the horizontal and vertical reading ol
If the vertical visualization of lines shows a feudalistic,
gradation which leads one to find what the poet says or how hié
the horizontal visualization moves towards a democratic, ‘@
of the poet’s self which means that it is not graded, selved
The purely vertica] reading underscores the syntactical and |
PTeSUppositions which imply a hierarchical organization ¢
absgluteness of a god or a king is, for instance, inhered i
Subject, The rarity of rup.op lines in Leaves of Grass (‘
Gy :: f:fh Grass, there are, by my count,
described as an interp;:a: ec?: s£°f hOI::; t'al ad
Prescnce. crecy o
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1

. Jike a framed picture on a wall, the verbs ‘sings’,

histles’, and ‘ride’ point to fields of activity. So the lines ¢
at the end.  This sense of the line moving beyond its exact locat]
;rﬁ,_g page is accentuated when the lines are perceived horizontally b

pecessity read vertically.

| When the verb does not function to indicate activity, as in
a line like, ‘The old husband sleeps by his wife and the young husband
sleeps by his wife’ (line 326), the rhythmic repetition of the first and
second part (joined and divided by ‘and’) leaves behind a sense of

continuity when the line itself seems to have ended its flight. Each line

in the catalogue evokes a world where things continue to happen. It

is not haunted by a sense of ending : “Off on the lakes the pike-fisher

watches and waits by the hole in the frozen surface’ (line 317). The

acts of watching and waiting sharply contrast with the ‘frozen surface’.

The contrast brings to focus the withheld action of the line which points

towards its unwritten dimension. The pikefisher held, in the line, in

the middle of an action is both frozen and fluid. He is a perfect

image of Whitman'’s line.

In this catalogue (“Song of Myself”’—section 15) there are a
few parenthetical comments, They reveal the presence of what 1 have i
called the absent line. These comments are either within the line or
lines by themselves. ‘The pedler sweats with his pack on his back,
(the purchaser higgling about the odd cent;)’. *The purchaser’ appears
asa result of the first part of the line (‘the pedler’). Similarly, the
following two lines, ‘The prostitute draggles her shawl, her bonnet bobs
on her tipsy and pimpled neck. The crowd laugh at her blackguard
oaths, the men jeer and wink to each other,’ bring to birth the next
line in parenthesis — ‘(Miserable ! I do not laugh at your oaths
nor jeer you;)’. This line presents a probable emotion towards the
Prostitute, which the prostitute-line hints at but the crowd-line tends

- 1o stifie. So the parenthetical line appears as it were in spite
 of itself. el




‘ a.mblguous]y The line that is seen on Ithe ptoigé e-lgﬂgg' S to
an -invisible’ presence. This defocuses attentmn. while invitj;
A line from «Our Old Feuillage”, for examplg, carries the dynam
‘attention’ to an extreme condition on the page itself :

It -.-promdt'_e_s attention as well as disturbs it. It js

The migrating flock of wild geese alighting in autumn tq
themselves, the body of the flock feed, the sentinels oys;
move around with erect heads watching, and are from time to
time reliev’d by other sentinels—and I feeding and taking turpg.
with the rest (line 73). 1

In a line of such length the formal enterprise of capturing in one
span of consciousness the beginning and the end of a line is stretched
to a breaking point. This line reaches outwards almost physically as the
comparatively shorter lines do psychogically. Its integrity cannot be
defined by distinguishing it from prose, but in responding to its hidden
momentum that indicates a world of continued activity. If one approaches
the Whitmanian line as poetic or prosaic (i.e. reading with formalist
orientations), the essential spirit of such a line will not be released.
The traditional, vertical, and institutional quest for organization is
continuously questioned by the experimental, horizontal, and personal
reading of the line. In a sense, the democratic drive of the Whitmanian
line is subversive in nature. The subversion is aimed at the institutiona-
lization of a line into a category of differentiation.

Line-groups :
Instead of the term stanza
group. A stanza is basically a pro

4 paragraph is an argumentat
division implies more an idea

» paragraph or division I prefer line-
sodic organization by rhyme or rhythm,
ive structure or a narrative unit,
of separation than combination. T
line-group does not aim at such principles of discipline. A line-group it
Leaves of Grass can consist of just one line (“The clock indicates
moment—but what does cternity indicate?’) or any number of lines.
whole poem, “Our Old Feuillage” which is made up of more than:
lines is one single line-group. In fact, it is not going too far



hts and feelings instead of realizing the integrity of conventional

ization, as in a stanza, for instance. That is why it can be a line

well as a whole ‘poem’. From this perspective, the line-groups

elease two kinds of force in the poem: one is cohesive; the other,

X &}gﬁérsive. If in the first case, lines are as it were propelled together,

* in the second, lines tend to stand as independent units of utterance.

~ However, I do not wish to imply that the kind of organization I am

~ suggesting can be programmatically explained from every poem of

Leaves of Grass. The poems were not written with such abstract
~ consistency.

“Starting from Paumanok™ is a poem of 271 lines, which
Whitman has divided into 19 sections—each section is different from the
other so far as number of lines is concerned. The first section is one
line-group of 14 lines whereas the second consists of seven line-groups
of a total of 22 lines. These groupings present an inner drama. In the
first section, though the poet gives a brief history of his various occupa-
tions, these are controlled by one wave of experience. In a sense, each
experience comes one after another almost sequentially, but each returns
to its psychic origin. The poet starts from the dawn of his life—a
location in time and space, ‘Starting from fish-shape Paumanok where
I'was born’; and ends there by placing his singing— his self-identity as a
Poet or singer—at the moment of dawn, the singing time of ‘the
unrivall'd one’ (‘heard at dawn’). In these 14 lines the pressure is
cohesive—identity or the sense of cohesion is a single moment of

. becoming, The awareness of the ‘I' of each item of his experience is
- :-a,,lwalfs at ‘the first step’, temporally at the dawn. He simply roams,
: 5{‘-?0]1!. camps, mines, eats, drinks, muses and meditates; is aware,
preriences, studies—and sings. A word like ‘aware’ (repeated three
b ;‘;‘;ﬁ) in this situation is not weighted with psychological and meta-

Sical complexities nor is ‘muse and meditate’,

Whitman marks these 14 lines as one section; they are interlinked
Hp,just as the next three lines are, though in a different manner,
ic8 are a brief list of abstractions s - - ..oo& o o




es do not carry a wave of theught-'
sequence of them. This kind of compactness is basically
“the very need to move step by step, marked I?y_ a series
Even though this list contains .words and phrascf which
é.nd synthesizing like ‘the indissoluble compacts™ and ko
do not constitute moments of coherence, but they are sep
moments of perception as all other words are. I-Io_wevcr’ the
lines (lines 18-19) is a new line-group expressing a diffe
of momentum within a sequence such as in lines 15-17. “This 1
life’ (line 18) swerves into a larger curve of utterance in line 19,
is what has come to surface after so many throes and convulsig
movement which is not there in lines 15-17. Lines 20-2] fo
pattern of lines 18-19, yet they are two separate line-gmups’- L
if they are joined the out-going rhythm (as in line 19) of line 2
affected. The silence of space between these two seemingly ordi
line-groups (lines 18-19 and lines 20-21) is a part of the
grouping the lines; it ensures the renew
equally the impetus of renewal,

mechanisym
al of the outgoing impetys,

In fact, more than the numerical notations that divide the p
into 19 sections, the spacing of the line-groups is vital in organizin
quality of reading. The basic rhythm of the Whitmanian p
the conventional rthythm of metrics but the rhythm of s
grouping, which echoes his self-organization,
Whitman’s verse has often been compared with the
prose, the sequence of versets; but the diy
are divisions which express the

i
oem s
paci
The movem:
movement of Bib
isions between Biblica
pre-ordaincd nature of event

utterance, which imply consequence in sequence and reinforce
2 L . 3 1 s .
liturgical tone and submission to a divine order. In Whitman,
other hand,

the spaces between line-groups are returns to the s
self’s relativity and constant metamorphosis, out of which are
ously born new propulsions into the world of external e»
There are 61 ]ine~groups in this poem, “Starting from |
In the recently published textual variorum of Leaves of Grass: §
and 9 provide spacings which are not present in the edi
particular poem in the Reader’s edition (Norton Critical
print, 1973)3 A pause between line ope and the rest of t

L I
F



upmgs in section 9 (lines 122- 124 and lmes 125-128)
us questionings of the first group moves too swiftly to tk

~ gefinitions of the second. This is not a hair-splitiing pomt
3 mdlcatmﬂ that Whitman groups his lines to trace the movements
* (hinking and feeling mind on an open principle—an openness nearer to
his life than to the absolute demands of art.

The entire poem of 38 lines, ‘Scented Herbage of My Breast’ is
one line-group. Of course, as a ‘poem’ it has a line that opens it and
one that closes it, but these are not formally determining. The whole
poem is an uncircumscribed and uncircumscribable breath of meditation.
Nowhere is there a full stop except at the end. This fact indicates that
the poem should be read physically in one continucus moment of time,
which 1 have called a ‘breath’. To break up these lines into manageable
segments for analysis, a break at line 22 (‘Emblematic and capricious
blade I leave you, now you serve me not’), for instance, interprets and
thus distorts .the strange integrity of this line-group. The important
issue is that the meditating poetic self instead of expanding into language
or art to achieve completeness of self-consciouness, infolds into silence,
reaching for an inner peace. This is why ‘death’ dominates the poet’s
thoughts at the end of this poem. The coherence of these 38 lines is not
the image of a unified experience. In extending the reader’s capacity
to meditate as ths lines move continuously forward, and finally inward,
the self of the poet sees the inadequacy of art as sensuously as the smell
of grass. In ‘A Twilight Song’, a poem written about thirty years later
than ‘Scented Herbage of My Breast’, the lines group in a similar way.
This poem is also one line-group of 15 lines and moves both sequentially
and inwardly. When cohesion becomes art or what the poet ‘was
calling life’, it must be surrendered to ‘death —dispersed. This is the
thythm that Whitman’s line-groups project. Language relates to silence

Dot by falling silent but by absorbing it, by taking silence into its sphefe: iy
of activity,
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Whitman’s poems. in this paper, see l.eavese
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| filled your golden form in the interior o_f'm;: soul
~ When | hold you close to my hairy chest
- My heart throbs with rhapsody

Mind filled with ecstasy and

Soul simmers with symphony.

In that purple mood

Floodgates of passion break.

| hold your rosy cheeks on the blues
Of my fiery palms—and look into your
Blazing eyes with spring flames.

In your eyes | watch fireflies light up

The future manuscript of my poems.
| am space launched into a golden paradise:
A continuous gaze into your sparkling eyes—
The eyes that threw the flood light in my dusky soul
The eyes that illumined my winding path
The eyes that revealed the lotus of wisdom
To my opaque mind
1 The eyes that brought the torrent of roses
To my barren heart.
Now | rise to your dazzling eyes
| live in your eyes and dream of your eyes.
| drown and bask in the white rediance of your eyes.
Because,

_ The sun never shines as bright as your eyes.

—SYED AMEERUDDIN




he holds out his thin hands
10 be caressed by strangers.

Their warmth is conventional.

Not reassured, he goes back
to his friends, who know

he has not only lost his way

but will never find it again,

unlike the axplorers of heaven and hell.

The man’s domain is a coffee-house.

And he's celibate only
because he has to be,
his purse being empty

both of money and love.

It's true he can go without water
for days, like a camel,

and trudge on with his nose in the air.
But his thirst is not

a form of seeking,
It's merely a dry throat

from which no words will ever come
to meet the needs of others,

That is why they leave him alone.

—NISSIM E?




‘But far down in villages
|'m the same—
Oppressed, ill-treated,
Humiliated and strange.

Though much is made of less
Shadows presented as saviours,
The mosaic of a cold hearth,

A leaking roof, a wet floor
And a fresco of vacant eyes

Set in barely fed bellies

Inlaid with ill-clad privacies

Wrinkled with unfateful miseries

|s much the same.

| live in a languid sublimity
Of tyranny, exploitation and rapes
Mixed with prayers, philosophy and fasts

Cocktailed in an entelechy of existence

Served both by the farseeing politicians

And bourgeoisie saints

But the frame of my misery

Hasn't much changed.

| don’t even have hopes

To look for relief

In our superannuated Gods

Assembling images in dry pools:

For, first they are so many

And then they have many more heads and hands

They can think or work with

In a purposeful harmony of relief.

Is retaliation then the only way of growth ?




~ Let some ._-ptastic soul tell me
The number of times

'| may half-die of these stunts
Mixing delight with deceit.

If my destiny is 10 outlive

The national metaphors

Like leaves windblown from dying trees |
My pleasure may not be more than a masquerade

Of seeking justice in tourist resorts.

Maybe now is the time for some Indian Poet
In English to be creative

To act imagist or confessional :

Write a love or a bird song

Or describe a river or a festival from abroad :
Look for the finish of a line and rhythm, British
In my crushed bones

To render the measure of my sighs in vain.

Yet, the eyes that once sparkled at Midnight
And ran dreamcarts down the muddy roads
Are wet pursuing the dark lanes

Returning upon themselves for truth. ]
No wonder some questions become so still with age
In their unanswer : Some circumferences
Of search diffused

That irony appears a delight
Born of pain.
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| Trilling and the Psychoan:
yproach to Literature

'.Ij]. N, Sharma

y It is now widely acknowledged that Lionel Trilling was one of

" the carliest and ablest commentators on the relevance of psychoanalysis
to the study of literature. Considering that his critical output is
substantial and impressively diverse in character and that he used a
variety of critical approaches, informed and unified by his extraordinary
range and sensitivity as a reader, it is understandable that he neither
endorsed nor employed any one critical approach. Butit is indeed
significant that of the various available critical approaches he should
have singled out the psychoanalytic approach for a searching scrutiny.

Trilling's examination of the relevance of psychoanalysis to an
understanding of literature is to be found chiefly in two essays, ‘“Freud
and Literature” and ““Art and Neurosis,” both written in the 1940s and
later included in The Liberal Imagination, Freud and the Crisis of Cul-
ture, Beyond Culture, and Sincerity and Authenticity. In “Freud and
Literature” (1940), Trilling investigates the contribution of psychoana-
lysis to literary criticism. How seriously he takes psychoanalysis and
how valuable to the study of literature he finds it is evidenced by the
very opening remark :

The Freudian psychology is the only systematic account of the

human mind which, in point of subtlety and complexity, of

interest and tragic power, deserves to stand beside the chaotic
mass of psychological insights which literature has accumulated
through the centuries. To pass from the reading of a great lite- |
rary work to a treatise of academic psychology is to pass from ¥,
| one order of perception to another, but the human nature of
: the Freudian psychology is exactly the stuff upon whicl{ the poet
has always exercised his art. It is therefore not surprising that

?;’- psychoanalytical theory has had a great effect upon litera-
re »




Freud is not only sensitive t 4y
el ;Il:ﬁa‘;sdo notes that Freud admired
dmiringly- ith characteristic acuteness he als > notes
writers. Bp:e;ates in literature are specific emotional ins;
qma.#%pps we have noted, he speaks of hterary:_ nen
1wmn’darstood the part played in life by the l:lldden
e nd coadjutors of his own science” (L, P
precursors at s Freud’s praise of art as wholesome entertaj
ey no; the “pleasure principle” in the human p
fulffilmeﬂth_o allies in the delineation of the unconscious Jif
aftlsts as tlisve he also recognises that for art as a whole and
I'udden 11:.0] n:;ture Freud has almost contempt because he
Itsef:Iml;sma “substitute gratification,”” and therefore as «“zp i
Zntrzst to reality” (LI, p. 41). Fror'n this as'sumptlon I."ren.d
derives his belief that one of the chief functions of art fs to .
“narcotic,” and therefore attributes to art a “sort of dishones
p. 42), a trait it shares with dreams.

Trilling, however, also discerns that it is not.anythjp n p
choanalytical thought itself that determines Freuf'i‘s dlsappro
basic character of art but that it is the exigencies of the P
psychoanalysis that require him to set up a rather crude and
tinction between illusion and reality. While granting Freud
that the poet is a neurotic, Trilling makes the important d“
that while “the poet is in command of his fantasy,” the average ne
tic is “possessed by his fantasy” and that unlike common
“the work of art,” as Freud himself puts it, “Jeads us back & ”
reality by taking account of it.”2 He also convincingly refutes
notion that the artist returns to reality only when he su
artistic activity. Trilling, on the other hand, believes that W
the functions Freud grants to art are quite respectable, artistic
is not divorced from rea‘lity but that it engages reality
Though he refytes Freud’s conception of art as inadequatff"
his understanding of the nature of artistic activity mistaken,

to explain ang appreciate what is valuable to literature it f
theory of the mingd. :

Trilling credits psychoanalysis with establishing.

of the writer’s neurosis and the naturalness of artistic th
gnizes psychoanalysis s a valuable tool in undﬂfmj«- X
Personality and the connection between him and his

1t an immensely useful iustrument to underst:



‘the metaphorical, imagistic language of the ear s
. true, but that even in the age of science, man still thmhﬁ'n
= non-logical, metaphorical modes. For Trilling the logwal
tion of Freud’s delineation of such a topography of the mind is hi
J ilmatio n of psychoanalysis, ““a science of tropes, of metaphor andi:c
~ ariants, synecdoche and metonymy™ (LI, p. 50). Furthermore, he
points out that Freud shows how one part of the mind can work with-
out logic, without losing its directing purpose, and that as the uncons-
cious mind works without such logical linguistic devices as syntactic
conjunction, in dreams such connections are achieved by the mind
imagistically, by ‘“‘compressing the element into a unity.”” Freud, he
says, “discovered in the very organization of the mind those mecha-
nisms by which art makes its effects, such devices as the condensations
of meanings and the displacement of accents” (LI, p. 5).

It is a measure of Trilling's perception of the implications of
Freudian theory for literature that he can say : “If, then, we can accept
neither Freud’s conception of the place of art in life nor his applica-
tion of the analytical method ... what. .. he contributes outweighs
his errors; it is of the greatest importance, and it lies in no specific state-
ment that he makes about are but is, rather, implicit in his whole
conception of the mind” (L1, p. 52).

In the other essay, ““Art and Neurosis,” which was written later,
in 1945, and therefore demonstrates his sturdier grasp of psychoanaly-
tical ideas and resolves some of the confusion and tentativeness in the
earlier essay, Trilling applies his reading of Freud to demolish what he
considered gross misconceptions about the relationship between the
artist’s neurosis and the source of his artistic power. He argues that the
notion of the artist being mentally ill is nothing new, though there
have been times . . . notably the Renaissance and the eighteenth cen-
fury...when the artist was regarded as a normal being like other
men. Trilling attributes the view of the artist as a neurotic to the i
values of the bourgeois philistine culture of the nineteenth century and o
1o such artists as Zola, Auden, Baudelaire, Rimbaud, and Verlaine,
Wl_mse obsession with their “selves” often created and fostered this
Mmisconception. Drawing upon Freud himself, he stoutly refutes this

View of the artist’s personality by arguing that neurosis is not a special




".;.‘J;_- y : :-
tist alone; that scientists,

L::.;: ngf- ngurot'i'c ... We no longer beliey
_-;g-i.segge ‘normal and nervous, are sharply gjgir ot
each 'e;her'. We know today ;hat neurotic sym toms
tutive formations from certain repressive actg yhig o
in the course of our development f1_'om_ the chilq to the
man, that we all produce such Sllt_)StlIt.utl\te formation:
only the amount, intensity, and distribution of thess

formations justify the practical conception of ilitecs su

-, In Sincerity and Authenticity he again asserts thay
of the very nature of the mind. Its intensity varies from

.- e 23
individual . . . *

une
0dividyar |

With disarming logic he goes on to argue that NEUrosis ea
account for merely intellectual success or failure or limitation bic)
necessarily explain the vast mass of mediocrity as well. He asserts {
it is not only the artist, and a genius at that, who js aflicted y
neurosis but indeed all society is involved in neurosis: **If we il
neurosis-power equivalence at all, we must make it in every field
endeavour. Logician, economist, botanist, physicist, theologian
profession may be so respectable or so remote or so rational asto-.h
exempt from the psychological interpretation” (LL, p. 171).

Trilling recognises that there is a connection between neuross

and art, and, accepting Saul Rosenzweig’s application of this theory to

Henry James, admits that the “reference to the neurosis of his persona!

life does indeed tell us somcthing about the latent intention of"'{
work and thus about the reason for something which interests us” (L
p. 173). But he cannot accept Rosenzw

literary power was derived from his in
castration it

eig’s conclusion that Jame
jury early in life and the sexuil
is believed to have causeds He reasons that

If genius and its source are what we are dealing with, we il

observe that the reference to neurosis tells us nothing ab¢
oS S passion, energy, and devotion, nothing about his 4
tectonic skills, nothing about the other themes that were m
tant to him which gre not connected with his uncome
concern with castration, We cannot, that is, make the
nner |ife exactly equivalent to his power of expressing

: Om other men, is the victim of a ‘mutila
that his fantagies gye neurotic. It does not then follo

Us with them is neurotic, for that abili
?:;m bj& IS genius. Anyone might be injured as
» aNd might a15e respond to the injury as/J



o causal connection between- them
d if we look into the matter, we see tha

o ;
e ion between them. For still granting tha
X _g‘;’n‘ilqggg?egﬁoﬁc. what is su::ely not fﬁ?}eﬁn ‘whae
et nothing but health, is his power of usin
cism. He shapes his fantasies, he gives them soc
referenoe. (LI, p. 173). -
f' ~ In saying this Trilling also explicitly rejects the theory propoun- -‘_.""
3 ged b Edmund Wilson in The Wound and the Bow,s the theory that
‘« the unifying strand running through the various essays in Wilson’s
k, and denies that Freud’s conception of neurosis is that of a
:ﬁ:::n'd-'rhe wound, he argues, is a state of passivity, whcn?as for
Freud neurosis is an activity, a conflict. If neurosis is a conflict bet-
ween different elements in the unconscious, then there can be no
neurosis in the absence of such conflict. The condition of neurosis
exists only when there is a conflict :

A neurotic_conflict cannot ever be either meaningless or merely
personal, it must be und;rs}ood as excmpllfymg_cultm:al forces
of great moment, and this is true of any neurotic coflict at all.
To be sure, some neuroses may be more interesting than others,
perhaps because they are fiercer or more inclusive, no doubt the
writer who makes a claim upon our interest is a man who by
reason of the energy and significance of the forces in struggle
within him provides us with the largest representation of the
culture in which we, with him, are involved, his neurosis may
be thought of as having a connection of concomitance with his .
literary powers. (LI, pp. 178=79) |

He goes on tocite Freud in his essay on Dostoevsky that
“neurosis . . . comes into being all the more readily the richer the
complexity which has to be controlled by his ego™ (LI, pp. 179). But
while accepting the fact of the richer complexity of the elements of the
conflict within the artist, Trilling again asserts the normality of artistic
power because clinical litrature on psychoanalysis suggests that richness

and complexity of conflicting elements may be found in ordinary men,
Le,, non-artists as well.

In ““Art and Neurosis”, again, Trilling’s contribution as a lite-
Tary critic is that he was among the very first to recognize the pioneering
role of psychoanalysis in restoring respectability to the artist as a nor-
mal man. Furthermore, he rescued the artisttc gift from the cobwebs
of the disease-genius connection. In doing this he also underlined the
eed to look elsewhere for the secret of the litrary power.
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i he others far more intensively than the general cyjg
again :

ially expect Iitprature to ¢
due .trqthu:’;]:‘gl:egf coﬁnmunicatlon is the truth of .
m“mfmomth about the self, about the conditiong
also theits survival, its develo_pment. For l_lterature-, _
i If is the first prime object of attention ang solicityg
e in which the self has its existence isa
c‘ultll}r:t curiosity, but in a secondary way, as an essentia]
h}"etlﬁc self, as a chief object of the self ’s. energies, or,
Onting the'aggregation of selves. Bpt fpr_‘ htrature, e
fl‘:e test of the culture is always the individua] self, not the
way around, The function of literature, through a| jig mut
has been to make us aware of the particularity of selves, 4
high authority of the self in its quarre] with its society
culture.®

Onvey

This is an extremely perceptive Statement about the
of Freudian thought to the deepest source of an

modern literature and its implications for the
accounts for Trilling’s life-long interest in psychoanalysis in re]
literature as well as to culture in general. A substantial part
ing’s own reflections upon literature has been informed by his
of the individual self in its quarrel with the surrounding culture
he notes that in its projection of this quarrel literature is in
subversive, he finds in Freud’s theory a basis for investing th
dual self with a respectability and authority the origins of

rooted in the human psyche itself, It is here that Trilling’s psych
tical and cultura] approaches to literature meet.

amific
important coy
general cultyge

But Trilling alsq makes his mistakes, First, though Fr

declare on his seventieth birthday that the unconscious ha
discovered before i by poets and philosophers and that

discovered wag only the scientific method by which the
could be studied

» Trilling is not quite convincing when he m
Psychoanalysis 1, be an outgrowth of the romantic liter
Nineteenth century. The romantic writer did undoubtedly =
inner life g great deal and did ofyen (oK and write about it.

afar remove from the proven existence of the unco



J say that “psychoanalysis
5 i'st_;iima_turp' of the mn | il
- tﬁ‘“ ction in the idea of science -standn_:rg_:-gpnn |
. which avows itself inimical to science in
,.,.ﬂ.n-:e'-tion will be resolved if we remember that this
) ﬁt-""-dtvowa]s, was itself scientific in at least the ¢

& i --:?;tely devoted to a research into the self* (L7, p. 35).
- passi

Here Trilling is clearly stretching the definition of science tn
e apoint derived from a too literal acceptance of Ereud’s famons
.’ 1-'0 niversary remark. Surprisingly, he excludes not merely nine- s
P o ntury science, which was a greater influence on Freud’s find- +9
| f“nth:: altogether neglects nineteenth-century knowledge and habits
mQS.hou htin the other branches of intellectual activity as well. As
:f uis Friiberg notes, ‘‘the claims of science, of religion, and political
a:d social thought cannot be so casily dismissed.”® But it is not difficult
(o sce the reason for Trilling's earlier overemphasis on nineteenth-
century romanticism as the source of Freud’s discovery of psychoana-
lysis. As a zealous liberal humanist Trilling devoutly espoused the basic
unity of all knowledge and his ardent passion for literature sometimes
misled him into exaggerating its influence, Thus it is that he can make
a sweeping statement such as that ““the effect of Freud upon literature
has been no greater than the effect of literature upon Freud* (LI p. 34).
Though only a few lines later he contradicts himself :

A lack of specific evidence prevents us from considering the
particular literary ‘influence’ upon the founder of psychoanalysis
and, besides, when we think of the men who so clearly antici-
pated many of Freud’s own ideas—Schopenhauer and Nietzsche,
for example—and then learn that he did not read their works
until after he had formulated his own theories, we must see that
particular influence cannot be in question here but that what we
must deal with is nothing less than a whole Zeitgeist, a direction
of thought. (L1, pp. 34-35).

Perhaps unconsciously, he ends up ascribing the source of the
influence on Freud va guely to the nineteenth-century “‘ethos”. This
tendency to find tenuous and not always legitimate connections between
Freudian science and literature repeats itself when he endorses Wilhelm

eI158’S view that Freud’s scientific interest was ‘based on a firm
Oundation of the humanities,”’10




its arms.”"" And elsewhere Freyg
are two aspects of literature that psychoanalysjs
“tend to explain—the nature of t'he artistic gift ang AT
' ?ﬁa}memore.s Freud also recognizes that the artist Teturng
~ of everyday world when he is not busy COmposing the £
of art,

On balance, though, Trilling has done yajy
psychoanalysis and to literature not only through h
on the subject but through his scattered references
of literature throughout his career as a critjc. Partj
application of his personal gifts as a critic—the res
critical attitude, an objective and discriminaling
uncanny or, in his case, not so uncanny ability t
regardless of how good one particular approach to
it had to be aided and completed by other approach
however comprehansive and scientific. could afford
of reading a literery text or understanding a writer

able Service 1
1S two maj
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intelligence,_
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! From your seat I look out.
A dark rolls over and over.

I want you to speak .
rinse me of aches of expectations.

Stubborn, you sit

another face in a window, alone :
a serious girl in a quiet seat
beneath sleeping berths

by unglazed window frames.

You seem to opt fot it.

Your hair is combed out to a shawl
cascading in folds down to the stain-

checkered railway compartment floor.
I cross the path of your reverie.

You hold a book, half-closed.
one finger keeping the page.

A dialogue suggests itself in your
downcast eyes. In the incline of
your hair, I see moving

gestures in small uneasy honds.

I hold a mine of words
about to explode. 4 distant moonlit
night silhouettes against still
patches of silence.



.
*

{ ?.T b 14 ey, Rr ol A

el |

1 e i A IR WO -
el [Pl TRt i T T v
. RS (i i

Theory of Drama

Unlike his unacknowledged literary mentors, the French Symbo-
lists, Yeats saw literature both as a medium of discovering metaphy-
sical reality and a vehicle of psychic and artistic reform. Being an
idealist, he felt unhappy with the superficiality, pettymindedness, com-
;Jmercialism and lack of cultural consciousness in contemporary Irish
society. While the Fennians struggled and strived for the retrieval of
Ireland’s political prestige, Yeats simultaneously and jointly with some
of them added a cultural dimension as well to the movement. He rightly
stressed that political independence alone was not enough for the reali-
sation of national entity, which could be actualised fully through a sense
of continuity and a rediscovery of the national heritage. Accordingly,

he considered such a psychic revitalisation of people indispensable for

“an actual and lasting reconstruction of his country. So he devoted his
early poetry and plays to the task of transforming the taste and sensi-
bilities of his countrymen. Since this objective could be achieved more
effectively and expeditiously through visual arts with a wider and read-
ier appeal to people at large, he founded the Abbey Theatre in collabo-
ration with Lady Gregory, Synge and a few other like-minded writers,
The venture familiarised him with the problems of play-writing and the
limitations of conventional stage-craft. He was dissatisfied with conte-
mporary theatre-art, and undertook to reform it through his numerous
critical and creative works. But a proper appreciation of these contri-
butions had to wait for many years as Yeats’s tall poetic stature
continued to overshadow his position as a playwright. It is, however,
fr__om the sixties onwards that serious critical attention has been consis-
tently paid to his plays,' particulary after their variorum edition by
R.K. Alspach (1966). But even this treatment centres mainly round his
“'50 5 about, and experiments in, dramaturgy, and the message and
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of his plays. By and large, his dramatic theory

“in spite of his numerous statements about

._ﬁatur; and function of drama. A brief appraisal of these ¢
eded, and it may even offer a fresh per.

refore, n€ |
and achievement. i

» SEnd views is, the ;
his dramatic practice

oy
delegatlon of the British Association op 5

September 1908, Yeats spelt out the ohje
{ in these words : '

Speaking to @
the Abbey Theatre in
the Irish Theatre Movemen
—-'-—_—.-_-._--——-_-_-— -

We are trying to put upon the stage in playing _és:

writing the life of this country, not in a slavish copy o

a photograph, but a joyous, extravagant,imaginative &

an impressionistic painting-2 :

Yeats’s special motives naturally introduced a nationa]
this abridged manifesto, which also suggests that drama’s raw m;
grows on the writer’s native soil. This fact was also indicaled;
lecture ‘The Ideal Theatre’ delivered in April 1899 in which
att}'ibuled the excellence of Scandinavian drama to its being rooted
";h'é “Jegends and the folk songs and the folk traditions of the country
(UP., p. 155). As one of his main grievances against contempo
Trish literature, particularly drama, was its alienation from its n C
context, a restoration of these vital links was his cherished ideal:':"-?-*

I worked through the drama, through a commingling of: :

. - 3 o y

and dance, through singing that was also speech, gt];roguglf
lIi fcal'lrsd the applied arts of literature, to plunge back into so

% :

. D'rama. as §uch. has a dual and reciprocal relation with lifc:-';
derives its material and sustenance from community’s life, andi
l'et:l;n nourishes and fertilises it. Elsewhere too Yeats refers to dram
as the “most vivid i ife’

&/ o ivid image of life” and a record of “a moment of it
tense life” (B. & C. p. 103).

ot Htor ot Viualise social coality e
sions of frigid z ohr_ a_ctuallty in ‘tnme. He disapproved ofth,? cur-
el irr;a OPhisticated realism into art, and preferred 108
ull, drab and uﬁfgan_o 0 and romance. Factual or external Ic iy
/: S et lr1e Sﬁmng unless it springs from man’s own U _
as the base of ality touched with poetry, and Yeats Sug
ot true drama, as is evident from these remarks _=::' M

The :
e tﬁig tél_:ﬁ IS to give them a quite natural ple
ither of their own life, or that life




t even while concerned with the on
ould not deal with social lineaments re

p of a community's inner weather, and Yeats’s own E!ays-;r&___m“ :

truth. Therefore, an objective reflection of individual experience
' E'es?'— with the universal, investing drama with immense spiritual
* magnitude, and renders a dramatic masterpiece into “a portion of the
~ conscience of mankind'”

That Yeats held a sublime and spiritualistic concept of drama is
also indicated by his preoccupation with symbolism and his reference
to it in a letter to Lady Gregory as “a mysterious art” (P. & C, p. 213).
His view of a subtle, inexplicable, but nevertheless undeniable inter-
relationship between the artistic components of a play also p)ints in
“the same direction. Undoubtedly, a play subsumes a pattern of unity,
but it is not just a mechanical close structuring of scenes and move-
ments, nor the organic unity produced by coherence of throught. On
the other hand, itis comparable to the deeper unity in mathematical

concepts and problems. Yeats hinted in a letter to his father written +
on l4th June 1918 :

A play looks easy, but is full of problems which are almost a i
“part of mathematics French dramatists display this structure |
and seventeenth century English dramatists disguise it, but it is
always there. In some strange way, which I have never under-

stood, a play does not ever read well if it has not this mathe-
matics.®

Drama is a dual art, As a written composition it belongs to the
domain of literature, but the inherent problems of histrionics link it
with theatre-art also. The dramaturgic reforms proposed by Yeats, and
his bold rejection of conventional stage-property may seem to suggest
that he approached drama primarily from the point of view of the
theatre-artist. But the following remarks dispel any such mis-reading
of his intention and views :

\/énr plays must be literature or written in the spirit of literature,
The modern threatre has died away to what it is because the

writers have thought of their audiences instead of their subject.
(P.&C,p.117)

In fact, he did not see any essential antagonism between the two,
obviously he attached greater importance to the dramatic




| +ificial intrusions between fh‘e_:g'_\ o
limi f artificial intrusion et i
~ elimination ObATH e
'Veats adopted the Noh techi
Yeats adopted

mainly dj

s effected by him was

e role of symboli;ﬁ in his p;lays. This Ls._ also bor,
'nied;uml:;lc reference to drama as a "19;(0};3, 9_‘3@"‘?«8?__&;9
pe -s;cht;s concept of a play, therefore, is primarily
image’ .
than theatrical in character.

rt from sybolism, Yeats prescribed “‘extravagant
a : : .
%p as an essential technique of dran_latxc al:t, parti
g of plays  that he wanted to write, This cxtr&v'_'._.
i o a'ﬁbn which he considered even gérmane
sisted of exagger : ;
.J;-;plained in his article on people’s theatre :

i opkeeper feels, I think, when k
e amsal:&b%re: Sstn;;il msiln ?Jf hips own trade, that they a
upondou;s he himself would represent them if he had the
sente ion. I do not mean that he sees his own life ex
f]}‘:g:iiith(;ut exaggeration, for exaggeration is select;_on
more passionate the art the more marked is the selection,
does not feel that he has strayed into some other man

Exaggeration, therefore, is an integral part of the rofe
nation in drama.

About the difference between tragedy and copedy Yeats h
interesting and philosophical view. To him the difference bety
IWo was one of spiritual orientation rather than of form f:)r of.th:
fsilion betwecﬂhappincss and unhappiness, One_inMog- -
other fragmentation and isolation. He wrote :

Tragedy must always be a drqwnjggl_e_x_n_q_ breaking of th
K. Ahat separate man from man, and it is upon these dykes co
" " “keeps house .7

Great traged

Y is obviously cosmic in sympathy and apoc
in effect,

It demolishes psychic barriers between _@E‘li‘-g-d-.—?m
comedy emanates from at Jeast - partially in—sl—ﬂﬂ_tillg the individ
1h?dramatis Personae, and thrives on

among people, Initially, indomitability is

and he has g touch of the Neitzschean sy
to discover and establish right

perman, But ultimately

relationship with the universe.? :
Evidently o dramatist interested in the life ot 1 ;
country builds yp 5 Play around an idea or a fable. But he s
w?rk through a direct EXposition of the central idea'-'h_iS:f

{ S



it for the sake of emotion. The

ngs for their
¢ idea should

wn plays, and maintained that it could be communicated ef : "-.3 o

u!h:suggestion and symbol alone : “I would like to keep to sugges- o b,
to symbolism, to a pattern like the Japanese™ (UP, p. 401). This

~ creative activity, but more particularly in a poetic play. Mawkishness
L énd affectation only debase and impoverish art, and this truth could be
noticed in contemporary Irish drama. But the work of his own friends
like Edward Martyn, Alic Milligan and George Moore, possessed this
virtue, and he complimented them for it ;

.. .Whatever be their merit they are written with sincerity, as

one writes literature, and one writes for the Theatre of Com-
merce. (UP, p. 197).

Inan article ‘The Play, the Player, and the Scene’ Yeats made
a rather controversial remark about the centrality of poetic vision in
literature :

All art is founded upon a personal vision, and the greater the
art the more surprising the vision; and all bad art is founded
upon impersonal types and images, accepted by average men |
and women out of imaginative poverty and timidity, or the

exhaustion that comes from labour. (P. & C, p. 154). . 74

In view of drama being a branch of art, and in view of Yeats's
(esire to approximate it with literature one is led to believe in
ithe supreme importance of vision in dramatic works, Of course, it is
the poetic vision that makes it possible for the dramatist to produce an
“imaginative image” of life, and to attach emotion to the idea or fable
of the play. In Yeats’s own plays the role of vision is evident in the rep-
f¢sentation of the characters of Cathalean, Deirdre and Cuchulain and
Q_flls_l_geily_r_icnt_ of legends associated with them. However, as “p}r{onal
1¥1810n’ may involve an element of subjectivity too, it raises certain pro-
_,.-/H‘.-_’"‘*-‘fﬁﬂisi_aﬂr_b_ccause of Yeats's repeated emphasis on objectivity of
- SOnception and treatment as an essential quality of drama, He wrote
= j‘-‘_?‘_'_l’-dmund Dulac in July 1937, “All my life I have tried to get rid of

yosem_subjectivity by insisting on_construction and confemporary
: and syntax” (Letters, p. 892), The point is reiterated elsewhere )
B v i




4+ is the distillation of that poetic and es
lity that is instilled in the artist In n:'loments of c're.ame .
dramatist’s vision, in spite of its belr'lg 'person.al i .m _th::
particular and peculiar to the individual artist, is neutr
“historicity’ and the actual nature of the -evenf or fable;-.pn

play is constructed. Yeats tried to explain this paradox in a
Sean O’casy dated 20th April 1928 :

“pe

and leanings;

Among the things that dramatic action must burn yp |
auother’s opinions; while he is writing he has no bugjge,
know anything that is not a portion of that action, Do
suppose for one moment that Shakespeare educated Ha;

King Lear by telling them what he_thought and believed
see it, Hamlet and Lear educate him by thinking and s
everything that gives them the language they are grop
through his hands and eyes, but the control must be theirs,
that is why the ancient philosophers thought a poet or g

tist Diamon-possessed”. (Letters, p. 741)

Yeats’s own plays embody and illustrate this vision and artistic
objectivity. 4 -L

Strictly speaking, Yeats’s suggestions and attempts for the re|
of theatre lie beyond the scope of this paper. But since most of
reforms aimed at retaining and heightening the dramatic effect of
a brief reference to some of them may not be entirely irrelevant,
main thrust of these changes in theatre-craft and stage-structure
the direction of simplicity in order to employ the symbolic m
presentation. Realism dispels and destroys symbolic effect,
intended to “‘make a theatre where realism would be impossible”.
P. 293), and he readily accepted Gordon Craig’s innovative s¢
designs as they signified “an abolition of realism® in the §
(UP, p. 394). Similarly, his reference for the stage shaped like
closed fan (UP, p. 250) and rejection of «al] painted light and
(U.P, p. 383) were motivated not only by theatrical consider

themes and inner atmosphere o

. f his plays. The necessity ¢
acting also arose from the urge :

ncy of suggesting remotel



Emphasis on the primary of word and spe |
Yeats's Views on histrionics. He considered words
. gesture—“We must make speech even more :_ 0
e’ (P. &C. p. 47)-and believed that the actor’s ©
-ger" lay in his voice rather than physical movements (UP, p
f gg he wished to revive oratory particularly in poetic drama which

pecome *“a lost art upon the stage™ (UP., p. 203). Equally impo "
he language, the principal medium of a literary artist. Yeats recommen==
ded the use of language that suited and revealed the character in fl
ofality. Thought or emotion and diction should coalesce with and com- %
plement each other. A mastery of this subtle chemistry of languageis
one of the prime qualifications of a dramatist : .

8
One must be able to make a king of faery or an old countryman = =
or a modern lover speak that language which is his and nobody =
else’s and speak it with so much of emotional subtlety that the
hearer may find it hard to know whether it is the thought or the
word that has moved him, or whether these could be separated

at all. (P. & C, p. 46)

It is obvious that Yeats’s interest in language and the power of
speech was based on literary and dramatic rather than merely theatrical
considerations. After all, he reminds us in ‘Samhain-1902’, literature is
basically heightened verbalisation of thought and emotion ;

“Let us go back in everything to the spoken word, even though
we have to speak our lyrics to the psaltry or the harp, for, as
A.E. says, we have begun to forget that literature is but recorded
speech. . .” (P. & C, p. 31).

This compulsive interest in language and dialogue is reflected in

his poetry as well, and about two-thirds of his poems are patently dra-
matic in tone. 10

‘ ’f(cals conceived and handled drama as tool a of education and
edification. To him literature was the “great teaching power of the
World, the ultimate creator of all values”, and this was true not onl 4

- i

;‘fh scriptures but of all imaginative secular literature including
__ﬁv:“gh as the most effective literary form drama possessed this
"~ Poltential in an exceptional measure, by its very nature

I%metely free from obtrusive didacticism : 1A

o




© quggestive power. It stirs {

SRR e 100, doss ot g
e other literary forms drama es not have
‘ maﬂle audience, and works subtly through its
he intellect, and exercises a i
on the individual and national psyche, which generates

deeper consciousness
this value of drama,

«,..(plays) th
excitement—a P

in the community. Discovering and
Yeats wanted to create now theatre in

at will make the theatre a place of jnt
lace where the mind goes to be lipa
it was liberated by the theatres of Greepe and Engl :
France at certain great moments of their history, and ;
liberated in Scandenavia today”. (P. & C, p. 45)
Drama’s role as a generator of culture and emancipator o

is further elucidated in an essay ‘A People’s Theatre’ contributed py
Yeats to The Irish Stateman in 1912. He points out that by awa} ! .
dormant susceptibilities of the people drama animates their imaging.
tion and stimulates self-expression and self-realization. He visualizeq
the ultimate goal of drama as “‘the making articulate of al] the dumh‘
classes each with its own knowledge of the world, its own dignity , . e
W1

(Bentley, p. 331).
Thus, according to Yeats, drama is a means of collective psychic™
therapy as well. He inputed the vulgarity and crass commercialismof
bis countrymen to the abuse of democracy and policies of degenerate
politicians : :
“'Ireland has suffered more than England from democracy, fot ]

since the Wild Geese fled, who might have grown to be leades

in manners and taste has had but political leaders” (Bentleyis
pp. 336-337). i

He proposed to remedy the malaise by changing people’s atite-
des through art and drama, and devised his theory and works accofes
ingly. .

With this end in view Yeats commended the role of eveR
chial drama on the ground that it enabled the audiennce o
national identity in sharper focus, which led to a richer and &
mate appreciation of other cultural patterns. Irishmen, it'
would learn to write admirably about other countries ¥
learnt “to utter the personality of their country” in
(UP, p. 141). But Yeats wanted this cultural conversion 0

=

e



and Shaw. As against the then popular modes of stateme: o

irony and muendo, he insisted on th}utlhty of snggesﬁvem. -
pleaded for grounding drama in national myths and archetypes of

an experience. Though not quite in sympathy with the cult of the

lem play he readily endorsed and adopted Ibsen’s technique. Like
/,Wagner, Yeats also attached feeling rather than intellect or idea with
‘? drama. While admitting its aesthetic genesis, he valued drama chiefly as

repository of poetry and an instrument of cultural transformation.
b
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The central theme of A4 Midsummer Night's Dream has been s
jected to extended discussions, and though the critics tend to dis
on certain points, most of them agree that love, particularly love-mad
lies at the centre of the play. Ernest Schanzer expresses such a view in
his remark that “love-madness is the central theme of 4 Midsummer
Night’s Dream.™ H. B. Charlton expresses an identical view,2 while
R. W. Dent holds that the artistic imagination is also one of the central
themes of the play, and demonstrates how in love the imagination is an n
irrational influence, whereas in art it is a disciplining force,.8 _

i

The main weakness of the above critics is their sweeping genera-
lization. There is no denying that love-madness is one of the themes
of the play, but Shakespeare has also portrayed lovers who do not suffer
from it. Love-madness itself may take a moderate form, as in the case of .
the Athenian lovers, or an extreme form as in the case of the fairy queen,
Titania. Though critics have commented on Theseus as lover,! Bottom
a lover has received little attention. As regards the other theme of the
play, the world of art, most critics have discussed it rather casually, not |
realizing that this is almost as important as the theme of love, Love and
art practically alternate in the play, and the final act is devoted almost
exclusively to art. While critics have related Theseus’s longish speech
the beginning of the fifth act to the four Athenian lovers,5 they have
sufficiently realized the relevance of this speech to the play-wit
Play, “Pyramus and Thisby”. Though Dent takes stock of
41 as one of the two themes of the play, he fails to dis
the different kinds of arts that Shakespeare describes

'esent essay I propose to demonstrate the different




poe _

Theseus pimsell
hat there is only one &7 h we L
Taking our cue from Theseus's Speéc_ \fve_-ca_n RES
- d with the madman. But who

kind of lover who can be groupce _But who jy
Ly . o1y like a lunatic ? The four Athenian lovers

Bl PR ; < slightly loosened resulting in the
though their rational faculty 1S slightly Od & ulting in thy
their love from one person to 'another and their Bxaggeratec! prot
of love. When I make this point, I do “f’t mean only their behg
under the influence of love-philtre .wh|ch only extends thejr car]
demeanour. Demetrius transferred his love from .Helena to Hermig ¢
no obvious reasons, while Lysander transferred his love from Hermjy
Helena under the influence of love-juice. Of the exaggerated profess
of love, the best example is Demetrius’s speech (111, 2, 137-44) where
finds crystal muddy compared with the eyes of Helena and the white
snow of Taurus black compared with her hands. Demetrius and Lysan- '
der may have suffered from the kind of loosening of reason Sussestaii !
by midsummer madness, but they cannot be likened to lunatics ; their
rational faculty never completely gives way, not even under the influence
of love-juices. But there is one character who completely loses her
reason, namely Titania. When Theseus says that

3 but

The lover, all as frantic, |

Sees Helen‘s beauty in a brow of Egypt (V, I, 10-11) |

he contrasts beauty with ugliness. One can argue that “Helen"
sugggests Helena, who is fair, and “brow of Egypt” points 1o Hermia
who is dark, but this is certainly not Theseus’s intention. Whatever
may be the difference in complexion between Helena and Hermia, the
latter is not altogether ugly transformed into a beauty by Lysand
love. Helena herself says in her soliloquy that “Through Athens I
thought as fair as she (Hermia). "(I, 1,227), which is to say that both ate
considered equally fair. There is a striking parallelism between Heléi®
and Theseus’s views on love. Like Theseus, Helena says : :

Things base and vile, holding no quantity,

Love can tranpose to form and dignity. (L 1, 232-33)

This reminds one of Theseus’s utterance above:
generalized utterance should not be taken as applying t0 H
Theseus, Helena is talking of love in general and of the tréf
that it is capable of bringing about.



, _e;l:s enamoure
ess and thus bears out the truth of the views of both Theseus
the former thinking that love is madness and the latter tha -
. plindness. Between the speeches of Theseus and Helena Shakespme’ IL :
suggested that the lover is both mad and blind, not literally .'bl-_ltl on]y e
o the sense thal his rational faculty is dominated by his'emot_im:.ls. 'I'hat .
© Tjtania's reason is completely dominated by her emotions is witnessed
) b}' her lover himself who, responding to the praises being lavished on
 him, says : «methinks, mistress, you should have little reason for that.
~ And yet, to say the truth, reason and love keep little company together
: now.a-days". (111, 1, 132-34).
If Titania’s reason is complewely crushed by her emotions,
Bottom's emotion is atrophied by his reason. OF all the characters in the
play Bottom is the most literal-minded person, and he is literal-minded
in his response to both love and art. His remark that “reason and love
keep little company together now-a-days™ applies to himself just as
to Titania. If Titania is all love, Bottomis all reason, not so much in
the sense of rational faculty as in the sense of literal-minded, unimagi-
nativeness. This explains why he fails to respond to the love of no less
a person than the queen of the fairies. In a highly sensuous language
Titania asks her attendant fairies to attend on Bottom, but Bottom’s
response to the fairies dissipates all the sensuous and imaginative wealth
of the language. The symbolic significance of Cobweb, one of the i
fairies, is completely destroyed by the literal response of Bottom who ‘
canonly think of staunching his blood with cobweb. In response to 1
Titania's offer of caressing his cheeks, sticking muskroses on his head, ‘
and kissing his large ears, he only asks one of the attendant fairies, |
Peaseblossom, to scratch his head. One feels that Bottom is incapable
of responding to love just as Titania, under the influence of love-juice,
is incapable of reasoning.

We get a better idea of the different kinds of lovers in A Midsu-
mmer Night's Dream if we think in terms of love and reason, as Bottom |
does, rather than love and imagination as Dent does. At one extreme |
love is without reason, at the other reason is without love, and there is |
a medial position where love combines with reason. Thus there are two
extreme forms of love, one each represented by Titania and Bottom, and
Bi!lird form where the two extremes combine as represented by Theseus?.
Itis in Theseus that love and reason keep company, neither in Titania,

~ "orin Bottom. Of course, there was a time when Theseus also suffered




-L’i-ke love, imagination also takes on three differ
A MfMg'r Night'’s Dream. At one extreme is the imaginat N
reason represented by the poet described by Theseus, at the
reason  without  imagination 1In “Pyramus and 'Thi-sby?'-’,
Shakespeare himself emerges as the ideal poet who combines reas,
imagination. The main flaw of “Pyramus and Thisby”
operates at the literal level, the text as well as the actors and the gy
nce. To begin with, the language of the play is literal. The th "
«pyramus and Thisby™ is that of a tragedy, and the play is wrig
verse, but its language never attains the kind of poetic complexion
is expected in a tragedy. The language of the following lines,
example, is purely denotative with hardly any poetic property :
O grim-look’d night ! O night with hue so black !

O night, which ever art when day is not !

O night, O night, alack, alack !

I fear my Thisby’s promise is forgot,

And thou, O wall, O sweet, O lovely wall,

That stand’st between her father’s ground and mine,
Thou wall, O wall, O sweet and lovely wall,

Show me thy chink, to blink through with mine eyne (V, 1,
168-75)

The language here is deprived of poetic imagery as wellas
functional rhythm. Consequently the verse form seems out of place.
one feels that the ideas could have been better expressed in pr
“O night, which ever art when day is not” gives the literal me
while the repetition in the next line has no functional value.® In fac!
the play of “Pyramus and Thisby” aims at destroying any conno
that it may obtain. Right at the outset of the play, the prologue
the audience that ‘“they can wonder at the show only till truth m

all things plain®, and the wall says that it is not a wall but oneSf
and that

$¥S loam, this rough-cast, and this stone, doth show
at I am the same wall, the truth is so, (V, 1, 160-61): =

! TPe characters in the play want to ensure that they P
audience’s reason, not to their imagination.



e is not a Ilon but Snug, the Jome:, _
hat he is himself the man in the moon w

cters destroy the dramatic illusion which a great dra:ﬁ&
akespearc will try to create through language & d thierh

k;y by responding to it on the literal level. Theseus’s ummagmarﬁ#e
i ents on the performance of the play clearly suggest that he is
. out and out a literalist and as such incapable of responding to a work e

- of art.? When Pyramus curses the wall, he remarks that the wall, being '
5 human being, should curse back, not  realizing that a man
with loam, rough-cast, and stone is not the same person on the stage
as in life, On the stage he is no longer a human being but the wall.
Similarly his remark to Starvelling that he should be inside the lantern
if he respresents the man in the moon is equally unimaginative, and also

illogical. The lantern is the moon only symbolically, not literally, and ¥
thesize of the man makes the argument of Theseus absurd. If the "k
actors contribute to the literalism of the play by telling the audience ‘|'
their identity, particularly Theseus contribute to its literalism by taking

the performance literally and not trying to “amend” it with their own
imagination. Theseus’s remark on the wall and Bottom’s rejoinder to it
is a fine meeting point of the two literalists.

If “Pyramus and Thisby” lacks the imagination, the poet descri-

bed by Theseus is all imagination without reason. A successful work 3

of art needs not only the imagination but reason to control and direct g

it. But Theseus’s poet is grouped with the lunatic whose imagination, .'
destitute of reason as it is, is uncontrolled and uncontrollable. A major
difference between the poet and the madman is that the former controls

his imagination and lends it an artistic form, while the latter is comple-

tely controlled by his imagination. There is no doubt that the poet has
something in common with the madman in the sense that both can

~ imagine things which transcend the circumambient reality. But the poet
- Boes beyond the madman in that he is also conscious of what he is
i lmagmmmg In fact, the words that Shakespeare puts into the mouth of
Theseus remind one at once of Plato’s defmltlon of the poet m.tkq




s in the world of love. Unlik
e Ngh's Dream”> s gy imai
O hothm and in the connotative properties of |
agery an iy Sl ill end in mere
e uncontrolled imagination Wi

ge. The 1{ncon}r 0. of an artist like Shakespeare gets pr
cqntrqll_ed lmaglnatigﬂis this faculty of reason which wilj
tion from reasor. the kind of poet described by Theseus. W
Shakespeagetflizmunion of reason and the imagination com
:r{lgﬁ;ﬁer Night’s Dream  With “Pyramus a“fl T];'fs:DY“- One of
devices that prove fatal in “pyramus and Thlsby 15 the chap
identity. The actors make sure that the audience know thatthgy
actors and not the characters whose roles tl'lley are ?laying.'lhm
particularly true of Shout, Snug, and Starvclimg playing the ro} of
the Wall, the Lion, and Moonshine respectively. Bottom, the SUpreme
literalist, also comes out of his role as Pyramus to silene Theseus when
the latter suggests that the wall, being alive, should curse back Pyramys,
As has been pointed out, the mechanicals lack the imagination and g5
such are all out to destroy any illusion on the stage. Shakespeare, o
the contrary, knows the value of the imagination and the fact that for
its proper functioning it must needs be accompained by reason. He
knows that comedy, unlike tragedy, pivots on the change of identity,
Tragedy must create a sense of invitability so that since the very
inception the audience know the disaster the tragic hero is heading for.

In the classical tragedy the sense is created by the omnipotent Destiny |
that inexorably directs human action, while Shakespeare creates it by =
lending a definite, an irrevocable, shape to the personality of the tragic
hero. We know at the very beginning of King Lear the way the King
is going to behave in the future and the sufferings that he will cause ™S
himself with this type of behaviour. But in a comedy the changeof
identity is a must so that the audience can always expect a turn for th'
happy ending of the play and the characters in it. The ch
identity may be as simple as the shifting of one’s love from one [
to another, or as complex as the discovery of someone’s disguise Of
character behind the actor. In 4 Midsummer Night’s Dream the @
of identity is quite in place just as in “Pyramus and Thisby” i i
OfIPIace. We learn in the opening scene that Demetrius has 8!
shifted his love from Helena to Hermia, and this gives rise o the |
blh_ty-that Demetrius may go back to Helena, leaving Hermia to &
This is further confirmed by the “Private schooling” to Whﬁ(




ge of Hermia with
bout further change of rdenmx which the audie
om the very beginning and which Theseus also
at with his “private schooling”. Tragedy aims at the
of the andience with the tragic hero, while comedy distances
e from its characters. This distancing is more complete i
. __éémedy such as one written by Ben Jonson than in a romantic co :
: ﬁﬁen by Shakespeare. But, as Elder Olson has pointed out, A
Midsummer Night's Dream has a great deal in common with the classical
A comedyiz_ Because of the change of identity “Pyramus and Thisby”
fails to produce the tragic effect, while the same change of identity is one
of the mechanisms in A Midsummer Night’s Dream for producing proper
comic pleasure.

I have said above that the language of “Pyramus and Thisby”
is literal, while the language of a tragedy, particularly a poetic tragedy
that “Pyramus and Thisdy” is supposed to be, is highly suggestive. This
is evidenced by the heightened language of tragedies like King Lear,
Hamlet, and Macbeth. We feel a gap between the tragic emotion of
Pyramus and Macbeth. We feel a gap betwcen the tragic emotion of
“Pyramus and Thisby” for which metre and rhyme are being used and
prosaic  language. Coming to A4 Midsummer Night’s Dream we
find that its language is just as heightened as it should be. We never
feel any gap between the emotion that the playwight purports to
formulate and the language that he employs. Unlike “Pyramus and
Thisby”, A Midsummer Night’s Dream has a poetic order of words,
not prosaic, and is rich in imagery, that of A Midsummer Night's
Dream abounds in highly poetic images. We can take, for example,
the most dominant image in the play, namely the moon. This peryades .
the play from start to finish and is also present, though on the literal =
plane, in “Pyramus and Thisby”. In the early parts of the play there
are allusions to the moon, while in the woods the moon is present
physically presiding, asit were, over the action of the play. The very
first reference to the moon is charged with meaning, Theseus tells
Hermia that in case she does not agree to marry the young man of her
f.ather‘s choice, namely Demetrius, she will have to live the rest of her
life as a nun chanting hymns to *“the cold fruitless moon®, i. e. Diana,

the moon-goddess. Later Theseus refers to the physical presence of the
1oon when he warns Harmia that “by the next moon/the sealing day
't_’e_t_“'ix* my love and me” she must make up her mind. The moon in
~ these references as well as in her physical presence points to two dir

= walin = - o e |




b0 meaulne: ._o 1 "also.al source of illumination. That
which is madness mark to Titania that *“reasor

& od by Bottom's TemMArE0E 30 Tuen
s atsted b:: . together now-a-days”. (IIL 1, 133 34) L}'ﬁﬁ
i :;mﬁr:ion of love when he says a propos of true love
the other

t as any dre_ams
Swift as a shadow, ;hi‘;’thc collied night,

Bricf as the lighminunfolds both heaven and eart-_h;_(];

i spleen, }
;::lt:;;;eaarcias intentionally employed the moon image

L “Pyramus and Thisbys,
; Night’s Dream and O . :
s Mldﬁ??ni;ge fgnctions effectively, while = the'latter o
f'oz?f?;;ncc of the moon is destroyed by the literalist approach -
sig

zurtisar!;-ike imagery, rthythm has also been exploited by Shak

t0 the full. The rhythm in “‘Pyramus and Thisby** is otiose,--gm[--:‘
cannot help wondering if the rhythm generated by the metretan
scheme is warranted by the natuie 01.“ the language. WheP the lan
is so bare and literal, poetic rhythm is out O.F place. Bu.t in A Mids
Night’s Dream the rhythm is fully justified, _3‘3 it SCYW? 4 U
function. In the first place, the poetic rhythm is accompanied by
heightened language, and secondly, the rhythm reinforces the me
We can take, for instance, the lines quoted above in whichL
conveys the idea of the transitoriness of true love by comparing it
a shadow, a dream, and “the lightning in the collied night*. The
syllables and the unstressed syllables outnumbering the stressed one
bring out the idea of transitoriness conveyed in the lines, JK

The three kinds of love and the tree kinds of imaginatic
cussed above consititute the central theme of 4 Midsumme
Dream. These discriminations that I have made stem from
rooted conviction that sweeping generalization is the main
literary criticism today. More often than not it is this that
back of the critics going awry. Itis only by resisting sw__;':
ralization and realizing that love and imagination take on@

forms in 4 Midsummer Night’s Dream that we can get at
the play.
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espearean Comedy (London : Methuen, 194g), _ﬁi:. 103
W. Dent, “Imagination in A Midsummer Night's Dream”

L

Soe, for example, Paul A. Olsen, “4 Midsummer Night's Dream and the Meaning
of Court Marriage”, (1957), =N
pp. 101-3. R

A Journal of English Literary History, XXIV

See, for instance, C. L. Barber, Shakespeare’s Festive

Princenton University Press, 1959), p. 142, and J. R, Brown,
His Comedies (London : Methuen, 1970), p. 86,

In fact, Demetrius and Lysander argue, when under the influence of love-juice,
that their transfer of love is based on reason. Ssell, 1,111-22 and lI1, 2
162-73. For further discussion of this point see J. R. Brown, op. cit.,
pp. 84-85.

H. L. Myers has argued that lovein A Midsummer Night Dream operates on
three levels, the level of commonsense (the love of Theseus and Hippolyta), the
level of non-sense (the love of the four Athenian lovers), and the level of fantasy
(the love of Oberon and Titania). See “Romeo and Juliet and Juliet and A
Midsummer Night's Dream - Tragedy and Comedy'* in 4 Midsummer Night's
Dream, ed. Wolfgang Clemen (New York : The New American Library, 1963),
PP. 163-64. | do believe that there are three kinds of love in A Midsummer
Night's Dream, but | do not accept the threefold division made by Myers. In
point of fact, we hardly see the love between Oberon and Titania, as most of
the time they are quarrelling. Titania’s love for Oberon we can only imagine,
but we clearly see the love between Titania and Bottom. Moreover, | have
reckoned Titania's love for Bottom only an extreme form of the love of the

Athenian couples, | also differ from Dent ae well as other critics in grouping
Bottom with the lovers.

Compare the repetition here with the very effective use of repetition in Shakes-
Peare’s tragedies, Lear'e “Never. naver, never, never, never’” or Meobeth's
“Tomorrow, and tomorrow, and tomorrow". The repetition is meant to rainforce
a certain idea or experience, and hence it is justified only when the idea is

Sufficiently weightly or the experience sufficiently rich. But the experience
b
Comes nothing more than a mechanical device. I

F@ﬁkaa. and Charlton who idealize Theseus overlook this limitation f his. Sy

- Shakesperian Comedy, ed. Malcolm Bradbur ar
: Edward Arnold, 1972), pp. 125-27, and Charlton. op.
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odied forth in the passage in question is so superficial that the repetition be-

Comedy (Princeton, N.J. : i)
Shakspeare and




: disting! between A Midsummer Nigt!;t’s--' ‘-D'(qa
“Pyramus and “Thisby*, | have placed the latter in quotation n
former has been printed in italics. P

12. The Theory of Comedy (Bloomington : Indiana Unlvm'i'tv
pp. 89-90. by




:hantment Fantasy and Reality. %l
| ".tudy of Murdoch’s |

- Francine E. Krishna

Most fiction or drama bzgins with a problem or with some sort
of a muddle or confusion which has already arisen or is soon to arise
in which the main characteres are involved. Generally the disorder is
posited at the empirical or phenomenalogical level; the assumption in
most novels is that out of the chaos and confusion, some sort of order
is to emerge. In the case of the fiction of Henry James, for example, a
formal pattern is woven out of given events and characters. Such order-
ing of reality does not appear to satisfy Iris Murdoch, How are we, she
seems to ask, to account for the inexplicable, mysterious interruptions
of basic human life ? In her novels the accidental is a much more basic
element of the universe than order or clarity. She does not eschew patt-
ern altogether, as pattern is the feeble attempt that man makes to
reform chaos and to make sense of the muddle, so that we find random
elements as well as pattern in her work. Obviously as a novelist she
cannot totally avoid pattern as art has to mould reality into some kind
of an intelligible form. It is really a question of emphasis, but itis
nevertheless here, I think, that Murdoch achieves her greatest success—
ol in being able to present the quality of the contingent and the accid
- that is central 1o the human situation. '




not isolated: reality

IbEns and %er'whclmmgly femg el és”'a'_"'
COm™ rant picture of freedom €nCOUrages : .
Qs outtes 5 ire is a renewed sense of

Wherlgli;{g'aﬁ\? tileren?:ral life and the opacity of perso
com

The Flight from the Enchartrer can 'be s.e;:]n asdan eng‘?m
: to grapple with a reality that is ric and complex
it n-feans ] of existence, ranging from the minutest to ¢
various le‘l\{?s taking into account the contingent and the aggj
i ec;blem of freedom lies both at the vertical as we
:::.z::]t:lplrevel of existence. Novelists genera.l]y work at the .
level depicting the activities of close mzerrflel‘fltlonshlps. Hereg
effects are easier to grap; they are more visible, often more p
so that we have a greater idea of what to expect and so do the ch

unconnected incidents which have a wide range of effects an
quences on our lives. Even a seemingly insignificant act com
in a remote, far-flung part of the world by some anonymous
can have a profound effect on us. In fact, these actions can oftent
greater effect because they catch us suddenly unaware and unprt
for their sometimes vital consequences.

Just as the accidental is a feature of our life at the horizonta
it can be seen to be a feature of the vertical as well. Murdoch wti
transcendental reality; this can include descending or lower Ord
life as well. What the human order may be to the lower order:
the transcendent higher order might

be to the human ord
scheme of things, :

to be destroyed because the hospital nearby needs the 1
e*tension of its X-ray department: he suddenly notices the
his feet, the hyancinths (sic), the narcissi, primulas and daffo
with life,” a smal] snail, “still almost transparent with
“slowly putting out jg horns upon a leaf” He wat
ants near his foot; «each one knows what it is doinﬂg;
looked at the snaj] Can it see me ? he wonderéfl; ‘



a beings interfere either inadvertently o
ower orders,

In a later scene, Mischa Fox tells Peter Saward that
ould sometimes kill animals : )

«] was so sorry for them,” said Mischa. “They w
defenseless. Anything could hurt them. I couldn’t stand §
“Someone gave me a kitten once,” he said, “and I kill
remember . .. So poor and defenceless,” Mischa murm
“That was the only way to help it, to save it, So jt is] If
gods kill us, it is not for their sport but because we fill them with
- such an intolerable compassion, a sort of nausea. Do you ever
| feel,” he turned to Saward, “as if everything in the world
i needed—your protection ? It is a terrible feeling, Everything—

even this matchbox.” He took it from his pocket and held itup
! in front of them” (p. 204).
i

Thus we have Mischa’s own account of how human beings

| might appear to the gods. There is, then, a double aspect: out of pity

can come cither delibrate or inadvertent suffering, and out of cruelty

can come inadvertent or delibrate benevolence. This is one way to o

account for the seemingly enigmatic mystery of human life as well as 4

for some of the randomness or the accidental. Towards the end of

the novel, Calvin Blick suggests that the “truth lies deeper,” that

“reality is a cipher with many solutions, all of them the right ones”

(p.274). '

In Shakespeare’s The Tempest Prospero functions in the human

world in the way that we visualize the gods as functioning in relation-
\ ship to the human order. His powers, though not so remote to the
‘ audience or the reader, are remote and mysterious to most of the other
characters whom he can enslave or enchant or use for his own ends,
- Whose freedom he can deny or bestow at will, whom he can transform .
- form evil 1o good. Prospero can be seen as an allegory of god or as
- Anallegory of the artist, both of whom have the power to create worlds
- 110 shape and interfere with the destinies of human beings. The
- *4me may be said of Mischa Fox whose role as enchanter is
- '0the understanding of 7%e Flight from the Enchanter. Any
1100 of the novel will have to hinge on what we make of hil
Onships with each of the other characters. Each chas
ith a different degree of freedom, begmning

2 i

il




s unfa le to ther
. fthe characters in turn
; orher relationship with him. 2

s role is also mysterious as he. t
| demonic acts, so that one
pest a little further and'-‘thm*k_.";

. Calyin Blick’s 0
i agent of cruel and seemingly

'_?::gt;i:::agﬁbzn ( Calvin ). Rainborough. for example se
. _

«the dark self of Mischa Fox’s mx’nd. o .MI':I; :;)Zsa th; thing
Mischa doesn’t even think of. That’s how g n be s

(p- 30). Taking such remarks a‘s a lead, se\::ra critics such :
ha;ve referred to Blick’s «diabolical sﬁchemes or to”h]m as belg
one of Murdoch’s ”Mephistophellan charactelrs. 4 But there
moments when Calvin Blick can be seen as being, if not compassi
at least kind, when he seems gifted with some of the special ingj
when his cruel actions can be seen in the light of late reve

Fox.,
the catalyst of a good result or outcome.

In Chapter Two , Blick is shown trying to browbeat and i
midate Hunter Keepe into selling the journal, the Artemis,
Hunter and his elder sister, Rosa, have inherited from
mother who was during her lifetime a staunch supporter
women’s rights and which they have been half-heartedly ma
ging. Nevertheless, Hunter and Rosa are reluctant to glw;‘
the Artemis. It is not made clear as to why Fox has has Blick to
negotiate for the journal. When Hunter asks him what
wants it for, Blick replies, ‘‘He just wants it.......-That’s al]
just wants it” (p. 15). In this case, Fox’s and Biick’s interfel
generally resented. When Rosa, Peter Saward and John Rainborougs
speculate as to why Fox wants to buy the Arfemis, Rosa says: =

“There aren’t many completely independent periodi 5

days. Perh,apsf the sight of a little independent thl e
Mischa. 1It’s like the instinct to catch fish or butterflies”

Even the life of inanimate objects can be interfered with
she suggests : i

*(;Efrhfaps it would be a good thing if Mischa Fox We
mako Its misery. If he can turn it into a glossy !

¢ it pay, good luck to him.” (p. 34). '

Tht?re 4f¢ Moments in the novel when one won
Zs:ff;d‘hls. POsition in regard to Fox. Is Fox even
at Blick is doing on his behalf 2 There is no way of kne



realationship with Rosa, or a purely busine
e feminists assert themselves in the Board

Nevertheless, we do know that from his distant an d
_ Fox has remained aware of all that Rosa does. '

he tells Rosa, ‘“Mischa did Kill me years ago” (p. 276), tho __M
i has, of course, to be taken in the figurative sense. As an ag'ei;t_’q'ﬁ' A
" Fox, he tries to entrap others. Just as Annette first sees Mischa reflec-

e ted in a mirror, Hunter, who is walking along a street, has sensation of_'
bems followed. Suddenly Blick’s image appears to him in the window

- of a restaurant as Hunter is inspecting his own reflection in the glass.
I

His features had changed. Another face, a familiar and dreaded
one, had come to take the place of his own. He was looking
straight into the eyes of Calvin Blick. After the first shock,
Hunter realized that what had happened was that Blick was

standing inside the shop, on the other side of the glass door, and
looking out at him through it. (p. 152)

l'.:

In the counterpart mirror scene between Annette and Fox,
reality is distorted and opaque, here the glass is transparent; Blick is
merely the agent for someone beyond him.

When Hunter and Blick develop the photographs in which Rosa
is seen in the arms of the Lusiewicz brothers, Hunter is infuriated as
he realizes that Blick intends to blackmail him in order to get hold of
the Artemis. Blick admits that he has done this without the knowledge
of Fox. Yet, a short while later, after the fight between them, we see a
more benign side of Blick in the almost tender way he tidies Hunter up
before sending him on his way. This aspect is even more apparent in
the wonderfully comic scene of the shareholders of the Artemis;

i e S b 1~ e

The problem of whether he could trust Calvin hardly occurred
to Hunter at all. It was as if the destruction of the Artemis was
a symbolic act which higher and more terrible powers would
take note of and count, somehow to his credit (p. 163-64).

In the end both Hunter and Calvin become allies in the anti-

chauvinjst atmosphere generated by the ladies who are now bent on
TeViVing the Arsemis.

Hunte{ gathered up his report and prepared to leave. He gestured
1o calvin to accompany him. He had never felt so close to him. As o
turned, he was surprised to find on Calvin’s face an SEpIEES:
of delighted amusement. Calvin rolled his eyes and raised hi
hands to heayen (p. 117). |

! 1
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“the photograp

efiect. - R
Calvin Blick is later the catalyst for?_ th‘e-:dcis;xm:
i ihe oarty scene in Fox's house when he be—g-lgs_.-:t' sh
edm e p f the guests. What these photographs actua
phs to some 0 h Hunter assumes that blick is a

ow, thoug
we do not kno‘;’s he took of Rosa in the arms of the

prothers. Nevertheless, Blick czlmnot bl‘{ forced into an a lc
Caliban, though some facets of his role mn t'he n(?vel mlght
suggest it. It can equally be argued that Cfflvm Blick ﬁmﬂl@hg lik
novelist, a second level creator; often he .mterw‘znes and manj
the lives of other characters, sets actions in m.ouon, the conseqy
of which are not always clear from the beginning. He can be se
rﬁediator between the reader and the real, just has he mediates

Fox and the other characters. As a photographer, he holds the m
up to life, his name might be a composite for the blink click o
camera’s eye.When he shows Hunter the lens of his camera, he tells bj "
“this is the truthful eye that sees and remembers, (p. 155). He has pho-
tographed the scene of Rosa, and it is  also he who  discovers Rain-
borough and Agnes Casement in a violent love scene behind the ta ':
stry in Fox’s drawing room. The photographer records the truth of*
empirical reality undeformed by fantasy and our dreams of it.

Mirrors, tapestries, all reflect various versions of the animate
and inanimatc universe—sometimes distorted, sometimes my
sometimes realistic, they are always selective, dependent on the eye
the beholder. In The Flight from the Enchanter, Mischa Foxf
appears in the mirror before which Annette is trying on the evenin
dress that Nina Foy, the dressmakecr, has made for her.

A man had come in and was standing by the door at the far
of the lane of clothes, Annette could sce him in the mirror.
could cee their three heads, her own bright and close,

elow her, a little in shadow, and the man’s head, far back 0!
shoulder, and quite darkened, Yet she knew that he
in to her eyes. .. . . She saw him clearly now. He was a
to her; and the most striking characteristic of his face.
ceable immediately, making everything else about hi
moment Invisible, He had one blue eye and one b
He was a slight man of medium height, with soft br
a small moustache and a long tenderly curving moutt
could not help staring at his eyes. The blue one Was



aspects of the real world that we do lwt
sees Nina's reaction to Fox: “before Ning 1
, caught in her face a look which might have been ang
_ both” (p- 76). When John Rainborough watches Miss
:,_,_;“ pplying make-up beforg a hand mirror, he becomes lost in ti
f the face; *“it took Rainborough a moment to realize that 1
ment was smiling at him.  With a start he hastened to respond”.
(0, 179). In the same way, he is slow to realize her actual intentions
A owards him. The mirror frames reality; but it Is not selective like a
-%_erk of art or a painting. It merely reflects, but it is not the same as
* fhat which it reflects, being once removed from the appearance, it
';jgivesus a secondary rather than a primary apprehension of the real.
'.'M‘oreo\fer, it is opaque, a glass through which we cannot see, being
" merely reflective, so that the mirror makes the actual world seem
.l ambiguous. The image is appropriate to the character of Fox as he
is himself a flgure of ambiguity. There is a certain Janus quality
i ‘about him even in his physical characteristics, namely the already men-
tioned blue and brown eyes, each presenting a radically different aspect,
" His effect on Annette is almost hypnotic. As Nina turns her around,
Annette moves ‘‘as if she had been a dummy." “She felt like a puppet”
a5 Nina pins the dress on her, Annette “saw herself in the glass with
 her arms lifted stifly like a doll”” (p. 77), The whole scene takes place
before the mirror. Nina has now left the room at Fox’s request to
b bring tea.  Fox “was still sitting in an idle way upon the chair, with

b one leg tucked under him in a posture which was more feminine than
- masculine.”

He got up slowly, in the graceful loose-limbed manner of an
animal rising, and came into the bright light beside the mirror.
Annette noticed the long and gently curving line of his mouth.
She looked upon him with nervousness and surprise. Mischa
Fox was studying her face meanwhile. Then he smiled at her.

hen he reacyed out a long arm, and taking her slowly by the
shoulder turned her round so that more light feel upon her fﬁpﬁ*i_ .
Amnette sprang back. ‘Don’t touch me.’ she said. Thisery
brought them closer together than any physical contact.-(p,_fZ?IJ;:. L 0
The return from the state of enchantment to '
difficult and produces a shock. The effect i




dragged out of the darkness and Views |
untll his eyes become accustomed to the sun. We dg pq
gesture of Fox is intended to liberate orto ensla
prefers to remain enchanted.

Mischa Fox next appears in the scene at John Raip ]'_“
Chapter Ten earlier referred to. Rainborough has just
expected physical approach to An'nette, when in the midst
struggle, the door bell rings. “‘As if touched by a wand,
Rainborough froze into a silent mobility arrested in the wj|
of the struggle” (p. 125), Rainborough thrusts the semi-nyde
into the china-closet and straightens things up just in time . .
Fox enters the room. Obviously aware of the situation.._
discussion that ensues, Fox deliberately takes the occasion to:
his theory of feminine ambiguity : '

It is the beautiful birds that have the sharpest beaks , .,
girls are full of dreams . . . That is what makes them so ¢
and so dangerous. Every young girl dreams of domina
forces of evil. She thinks she has that virtue in her tha
conquer anything. Such a girl may be virgin in soul even
much experience and still believe in the legend of wirg
This is what leads her to the dragon, imagining that shew
protected , , . The poor dragon has to eat her up and tha
dragons get a bad name (p. 126-29).

This type who is bound by her own fantasy of what shei
ought to be, he calls the “unicorn girl™ (p. 129). There are oth
also : the siren, who John Rainborough can identify as Miss Casemen!
The third type Mischa identifies as a “kind of wise woman™:

... One in whom a destruction, a cataclysm, has at sol
taken place. All structures have been broken down an
is nothing left but the husk, the earth, the wisdom of the

?nelscan create such a woman sometimes by breakin
p. 130).

The latter we shall come to identify as Rosa. At the same
Nina, the dressmaker, imagines herself to be a victim of the
that Fox has over her. Because of her status in England as a1
alien, Fox has protected her in a fundamental way, saving her
situation which might have made her a prisoner of a politic
However, this aspect Nina hardly ever seems to cons
thinks in terms of escape and realizes how little freed



‘waiting for her to understand someth;
uld never speak of, and which she e
Sometiries she imagines that “perhap
to play toa partin some plot or connragi
e, i might 1ot mature for years” . 138), Whenever
to become economically independent of Fox,'hé mrd{ X
more securely in his power by giving her more money, “She
ware, it was the current gossip, that Mischa Fox was supposed to X
t his disposal dozens of enslaved beings of all kinds T hos .
n-dlléd at his convenience™ (p. 139). Because of this strangs o)
rlaionship she has wiﬂ? Fox, Nina becomes more isolated from
erpeople, though she continues to love him, She then begins to think
e possibility of escape, but fear prevents her from acting. There is
e in the text, however, to show that Fox actually imposes his will
._on-hgr. Most of the discussion takes place from her point of view as
{];enarrator reveals the process that takes place in Nina's mind, When
fﬁ’“’s need for help is ignored by Rosa, the positive aspect of Fox's
ole in her situation becomes even more obvious.

Earlier, in the scene at Nina’s, Annette could only see the blue
eye of Mischa (p. 79). In Chapter Seventeen as Mischa looks at the
S hieroglyphs on his papers, Peter Saward, the historian,

\
could hardly bring himself to believe that Mischa could not |
understand it. As he looked down at the writing, with his brown {
eye visible, and his sallow ha wk-like face, he secemed suddently 1
to Saward to be the very spirit of the Orient, that Orient which
lay beyond Greeks, barbarous and feral, Egypt, Assyria, |
Babylon (p. 305).

The Orient has always been seen as a projection of what the
L western mind wished it to be, generally either barbaric or mysterious,
Similarly, the brown eye represents to Peter the remote and enigmatic
ﬂpm of Fox that he wishes to sce. He refuses to believe Fox when
ém!feus bim that he should give up his work as he can never hope to
- Work out the secret of the hieroglyphs, predicting, correctly, that there
.}" abilingual stone soon™ (p. 205). Peter is also something of 2
A0, captive in the ‘sea of books,” in his strange room which ““resems
a0 underground cavern,” with his search for the meaning of the
seript.” He is like his “anonymous looking green plant, “’h"”
0Us vitality produced in the dark and dry interior a luxuriance




ich a morass of imagination and con
oneself i.géfspérﬁtely- to any idea which d e
plausibility, to allow a conjecture, through mere ,
through the absence of rivals, to seem gradually m,
likely, and to become daily more in love with’ j
complete lack of even any rational starting poin ¢
could return (p. 22).

This statement itsell might serve as an excellent definiti
kind of obsession. John Rainborough, during his visit 14 Pete
lates in the same light on the futility of Peter’s work :

And if Saward had in fact gone slowly mad and were inm; .
it all, Rainborough reflected, it would be years before gn,
found out, even, he thought spitefully, his fellow.hic

: : historjay
and it would’nt make any difference to anything (pp. 25—26) :
A little later, Rosa tells Peter in an even more irreverent
“it’s more likely to be someone’s laundry list™, (p. 34). As both
Peter has built up a monolith of historical fantasy with which
now become obsessed and is almost unable to manage his relati

in the actual world, in particular the fact of his love for Rosa,

tone ;
imply,
he hag
‘?ﬂﬁhll‘)

In Chapter Seventeen when Fox comes to see Peter, they lonk—_:"_
the old photographs of Mischa’s childhood that Peter has procured for
him. But the significance of the photographs are more relevant to Peter
than they are to Mischa. They are the key to the way the past should
be seen—not as something dead, but as somethin ¢ vital and meaningful
to human life. The statue of the bronze fish, a work of art, is impor

tant in its symbolic as well as personal significance: it has concrete relee

vance to the life of Mischa Fox. As Mischa begins to talk about
his childhood, Peter feels that

Mjscha was a problem which . . . he would never sol}'ﬁ- |
this although he had got perhaps more date for its solut

indulged his impulse to reveal himself in these unexpect
to Peter, the more puzzling he seemed to become. -
Peter had not been at all sure that everything that M
him was true; now he was certain that it was true as ¥
would make it and that the pursuit of exactness and
pleteness was for him a terrible necessity (pp. 202-03).

Ultimately it is Mischa Fox who will have to di
from his historical obsession and Rosa from her enc



; way,” said \
- clop-clop of the axe. Then go on 4 litt]
c-d-;gf to the woodcutter's cottage
- ‘No, she said, to the enchanter’s house, A
Rosa looked at him, It was like looking into a mire
if her own spirit had imprinted jtself upon him as th
and now looked back at her Wide-eyed, '
‘How strange,’ said Rosa, /1 never noticed - before that
mbled each other. at

It is an illusion of lovers,” said Mischa,
to her feet.

He rose and helpes

While Mischa wishes to djrect her to the woodcutter’s cottage::". &

the real or actual world and o liberate her, Rosa insists that
to remain enchanted. What she sees in the mirror is what she wishes
to see, just as Peter sees in his work what he wishes to see, resembla-

nees of their own selves, But Just at the moment when Rosa is pre-
pared to submit herself totally to Mischa, to her surprise he says that
he would like to talk to her about Peter Saward.

-

she prefers

The crucial questions regarding Fox. then,
“‘enchants® the others to ensjave
liberate them. To what degree dc

own desire to remain in his

is whether or not he
orto control them or to ultimately

) they become enchanted through their

power ? Can, in fact, we might  well ask.
these questions even be scparated ? Between original intentions of cay-

ses and the ultimate cffects, there appear to be far-flung and some-
times totally unexpected gulfs, so that even if intentions are known and
clear in the beginning, the ultimate results have a tendency to seem
Opaque, mysterious and enigmatic, in the way that unexpected turns
of events occcur in actual life. The limitations of Fox’s actual powers
4T€ never revealed to us, Is he a Prosperro, or is he like the novelist
Who sets into action a chain of events and watches the transforma-
tions from afar 9 Certainly he is not impersonal, and like most gods,
Notutterly indifferent. In fact, Mischa grieves, he suffers, as a god might,
38 We human beings do, for lesser creatures. And vet, as Peter realizes, Y&
80 “strangely close to each other in this man lay the springs of cruelty
SIS Pity” (p, 204), when Mischa relates how once he had ki
~ ittle kitgep, Both pity and suffering, then, stem from the same sou
~ Butnot eyep perhaps god can know the chain of events that a
- ::_&ct €an trigger off and even if he does, pleasure and sufferi

'13"31}_' nseparable. Even non-interfernce can lead to

e




Fox's house is as labyrinthine and m,y;‘ o
the “fantasy of buying four houses in Kep g

u

L m:ln one road, and two adjoining in the next roaq an
back to back with the first two” (P. .181J. In between thege y
«usquare structure” which join them. No onc seems to know p,
regarding it; however, there is much speCUIatloﬂ. and heresay-..r{m
say one thing, reports another, but the genefal IMPIESsion s of p.
with no windows, no corridors and no continuous stairway, som,
like a set of Chinese boxes. But of what was known, of tha y}
was visible and accessible was crowded with work of art, “This
of splendours was described by Mischa’s foes and acquaintance,
: according to taste, as ‘mad,’ ‘sinister,” ‘vulgar,” or ‘childish* (p,
* In the party scene in Chapter Fifteen, the guests are ushered inthr_o_"“
a “series of rooms and up a silent flight of stairs which roge dire'-'

out of one room and gave directly into another” (p. 182). When the

final door is reached they are met by Calvin Blick and led into 3 long

room, “full of low and heavily shaded lights (p. 182). "

i

Three of the walls were hung with tapestries which completely!
covered all the windows. Only the door through which they had
come was revealed, the tapestries on either side being drawn
well apart at the base and meeting to a point above the door-
way. Rainborough looked at these hangings. He jugded them to"

be French work of the fifteenth century. They were profusely ™
covered with leaves and flowers among which ran, flew, crawled
fled, pursued, or idled an extraordinary variety of animals,
birds, and insects. No human figures were to be seen. Rainbo-
rough noticed in a glance a hound leaping amiably in pursuit of
rabbit, an astonished encounter of a hawk and a pigeon,
and a unicorn holding a conversation with a lion (p. 183)5

On the mantlepiece is “a group of ivory figures of menand:
animals.”

Annette lifted one of them. It was an old man seated and leaning
against a sleeping buffalo. She turned it upside down, It Wis®
covered underneath too, the man's naked foot turned back, I“'
figured robe, the fur of the animal. She put it down. Next toit
r was a girl seated on a clam-shell, then a boy with his arm 0
the neck of a goat, an old man with a rat on his shoul

woman holding a fish, Each one represented a human being W
an animal (p. 188), ;

In the tapestry, only the lower orders of nature are r¢p!
though they are somewhat humanized—the conversation b



“there as in the figure of the unicorn

sy 18 inférmii;eﬂ' with actual hf&’f-__-’;‘-’l’:h’_'e r
ip of the animals and the mythical to the
" ene that depicts a tender, and, perhaps, ideal love |
* ers, The whole is reflected in a *large gilt mirror,” anol

._..'~°;h¢ version of the imitation of the real.

In the center of the room is placed a large bowl of green glass
ich wiropical fish swam idly to and fro” (p. 183). T_he fiish image
1< heen persistent in the novel. If in Under the Net Murdoch haef_us?'d.-
i the in'llage of the net to represent the entanglement tha.t prevails 1n
 puman relationships, here the subterranean wa'tcr, sea, rain, seem to bz
: m'etaphms for the state of encha‘mment. Certain people are c-ompargd
fo fish—MTs. Wingfield calls Miss Foy an “old trout,” Fox says that
women are like fish. In Chapter Three, Rosa tells Rainborough that
Mischa wants L0 gain control of the Artemis because ‘‘the sight of a
[ittle independent thing annoys Mischa. It’s like the instinct to catch
fish or butterflies. To feel the thing struggling in your grasp™ (p. 30).
At the end of Chapter Five. Rosa tells Annette, “you are like a little
" fish, You are completely smooth. You should have been a mermaid™
~ (p. 60) and at the party Annette wears a sea-green dress. In the
I cene where Rainborough attempts to seduce, Annette he feels her
swisting and of turning in his grip like a powerful fiish” (p. 124). Most
| of the imagery the fish has to do with being caught and confined in
* some way or another like the fish in the bowl in the center of the

instance of Hunter room in Mischa’s house. When Rosa throws the
paperweight at the in order to create a diversion from the photographs
that Blick is about to display. the bowl is shattered and, out of water,
~ their natural habitat, the fish die producing disturbingly profound
effect on Fox. At the same time, something more is brokea, the past
action is cut into; it becomes the catalyst for new levels and new move-

ments in the novel, The time for a sea—change has come.

Just as the muddlesyin Iris Murdoch’s novels seem to arise out of -+
'_I.“’__“'hm, when the characters least expect them, so do the solutions to '
e "a_IiOUS crises arise in sudden and unforseen ways. At the peak of
. .thc Crises, certain persons emerge, some of them minor characters. who
afe able to take charge and untangle the confusions. In the case of
4 Ue’s attemp: at suicide, there is an almost comic anti-climax when
~ Bdiscovered that she has taken milk of magnesia instead of sleeping

But what is more interesting is the arrival of her mother, Marcia

ok
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f
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n a mud . .
'*?1"'--""teah":1;iself from the situation, to escape. She impy

commitment with one phone call to Miss
im to leave England in the nick of time,

arranges for h

Similarly, Rosa is saved from the Lusiewicz bl‘o.thei;;
question that has been raised by an _anonymous M.‘P. in |
about illegal immigrants. Stefan Lusiewicz *‘haq Vanished as ¢
as if he had never been there” (p. 253).. This also solyes :
problem as he has been virtually black-mailed by Stefan, The f
of the questions raised in Parliament has, on the other hand, an
effect on Nina Foy who is isolated and alone. With no one to
she commits suicide—the single tragic victim in the novel. Caug
create simultancously benign or malign effects. No solution s simple,

The only remaining thread to be tied up is Rosa’s relati
with Mischa,

Reflection and countereflection about Mischa Fox had brough
her to a point of disequilibrium where rest was no longer po
ble. She had now no doubt but that Mischa’s curious behavi
at their last meeting was designed to produce exactly this

ied state of mind (p. 263).

Her attempt to telephone Mischa has a strange Kafkaesqu
quality as she listens to half a dozen voices at the other end of th
Mischa is as remote as ever. Her only contact at the other end
line is with Calvin Blick who gives her Mischa’s address in Italy.
pilgrimge to Italy has an odd telescoped effect. In two paragraphs
has left Victoria station, reached Naples, and the village near )

Fox’s villa where, to her astonishment, she meets the ubiquitous Calv!
Blick who is waiting for her,

The Italian landscape, bare with rocks, and dust, "'-h"f "
farms, scanty as bones.” the intense light, warm air, Rosa’s &
room, are a perfect setting for the psychic movement of the no

if, a.ll the past, everything that is unnecessary will be stripped _
basic core and the complex made simple at last, .

Before her, frameq : =
golden linés ; by the hills, lay the sea, stre

nes, its blue turning to amethyst, its da
zst’lVCd 1010 an inward light, It glowed like 2 g
ained glass, Roga looked down into its depths

-
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appears less as 4 human character and
. eﬂﬁive_rse, To_'_'gﬂher like the godsof :
lay, he and Rosa look down on the human d
was not looking at her, but was gazing at the groun
] fFB "?& down too and saw that the gravel surface of the
s covered with living creatures. Ants passed by carrying h
burdens. Poor dried-up beetles walked or staggered on
way. Large green grass-hoppers paused immobile and alr
'nvis.iblc and then sprang suddenly out pf sight; and here
there were patches of red which were ladybirds, enormous and
and without spots. As Rosa looked it seemed to her as if the
whole scene had been conjured up by Mischa simply for her
penefit. 1f she were to go away, all this would vanish too, and
Mischa would be left, haggard and staring, in some place uni-
maginably stripped and denuded. At the last stroke of the clock
" all these things would return to their human natural shape too _
i (p. 269). B
5 Mischa picks up & tiny lizard. But when Rosa asks for it, she e
~ grasps it carelessly when he puts it into her palm and in its anxiety to .
; _egcape. the lizard loses its tail. “They looked at each other wide-eyed £
. yith a sudden fright and distress” (p. 270). Even the minutest act of
interference though performed in the tenderest manner can cause the
suffering of another being. Whether Mischa Fox is to be taken for an

allegory of god or not, it is clear that his knowledge is superior to that

of any of the other characters in the novel.

i The next morning Rosa feels “-an enormous serenity falling upon

R

her like a blessing” (p. 272). She expects to meet Mischa again, but
instead, Calvin Blick intervenes and gives her, at least, “the whole
picture.” She now knows that Mischa has seen the photographs of
herself with the Lusiewicz brothers. The photographs are important
as they explain the sensuous aspect of Rosa that she has refused
toface. In the end, Calvin Blick gives her a telescope through which
she watches Mischa Fox, now at the far end, standing on the edge of
- the horizon, by the sea. ¢She could not believe that Mischa could not
_:m']"fl' face and soul. For an instant, but only for an instant, she
[ ,E_bflrevcd that he knew and intended all” (p. 276-77). She tells Calvin.
:_’.)m the past Ialways felt that whether I went towards him or away
: .:Irgm him I was doing his will, But it was all an illusion™ (p. 277).
The truth that she then discovers is that it is her own will that she i

" 1fom her fantasy both about Mischa and herself. She retu
'pter to Pater who has also been freed from the work th

s Y
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The state to which I now allude was one

In which the eye was the master of the heart,
When that which is in every stage of life

The most despotic of our senses gain’d

Such strength in me as often held my mind
In absolute dominion.

—The Prelude (1805 text), Bk. XI, 11,171-76.

_ On his return from France in December 1692 Wordworth soon
 came under the spell of the intellective faculty which made him
. approach Nature with a mind at once analytical and obsessed by that
' compelling malady of the age, namely, the habit of comparing one
* scene with another with a view to bringing forth the strikingly visual
~ qualities of the one in relation to the other. A poet with such mental
. attitude dur'ng the formative years of his career could not but he
interested in observing only the external charms and ‘meagre novelties
of colour and proportion’ as offered by the scene in view for the feast
of the eye, while remaining almost impervious and insensible to both
“the moods of time and season’ and ‘the spirit of the place’ :

. «. €ven in pleasure pleased
Unworthily, disliking here, and there,
Liking, by rules of mimic art transferr'd
To things above all art. But more, for this,
Although a strong infection of the age,
Was never much my habit, giving way
To a comparison of scene with scene,
Bent overmuch on superficial things,
Pampering myself with meagre novelties
Of colour and proportion, to the moods
;__Of lime and season, to the moral power
#ﬁ?:%r_ﬂ,_and the spirit of the place,
1
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the form of ‘prospect’ poems, diaries, journals and varioug

the moods of time and

requiring an overall offective response
R "préﬁént" in a great degree in ?:he carly W dw

e Was iﬁ&fe’i interested in and _Qommated by ?;1,_

w in Nature. And what the physical eye saw was

ive reading of the picturesque material available .

the tour written by such famous el‘lth-usiasts for the pij
Walpole, Thomson, Gray and Gilpin. Th-e Poet’s. e :
picturesque was furthur augmente.d through 1.115 a_cquam': 7
topographical paintings of the time. A de_llght in general
and an eye for the visual detail and colour in one’s obse
specific sports of nature, at once curious and striking to the eye,
late some of the basic features the picturseque tradition.

The theory of the picturesque, acting as an interregnum betwes
the neo-classical and the romantic school, led to a delight in the
visual which, ,in turn, led to the domination of the bodily eye
enjoyment of the visual world. It was this delight in the mere i
of nature, in the qualities of a landscape made manifest to one’s
such as colour and light, especially the former, that enabled the 2
of the time, at least during the initial stage of their poetic gro_'
look upon nature the visual way. This made it difficult for th
pass from the appreciation of something visionary lying beyo
behind nature’s familiar manifestations. The poet and the painter aliks
continued to be under the thraldom of the cult of the pictursque.

Wordsworth’s interest in things directly observed was g
increased by his tour of the Alps in 1790, and in a letter (d
September, 1790) to his sister Dorothy at the end of the tour,
detailed picture of the profound effect that these scenes had(
mind, Wordsworth, while expressing his sorrow at parting, wrote i€
of his being ‘a perfect enthusiast in his admiration of nature in @
forms’ and how the very idea of parting from such pleasant
oppressed his mind with a feeling of sadness similar to what he
felt in quitting a friend. Thus the period of his intellectual tu
the picturesque ran paralled to the domination of the ph
which impelled him to g0 out in search of new forms and [
turning him into an avid observer of all he surveyed :

Yet was I often greedy i .

y in chase, :
And roamed from hil to hill, from rock to rock,
Stili craving combinations of new forms, T
New pleasure, wider empire for the sight,



: ]I:.-..-.mnes that spread before his eyes, this sharing, absc :__.jﬁg-
e t':(ﬁug of the charm of the things that lay, round him and for
‘ﬁppﬁiite and passion for the forms and colours of nature, one has
tmﬂ,far to a poem like Tintern Abbey, wherein, as the poet observes : L

k. The sounding cataract R

g Haunted me like a passion : the tall rock, ;o
The mountain, and the deep and gloomy wood,

Their colours and their forms, were then to me ’

An appetite; a feeling and a love,

That had no need of a remoter charm.

By thought supplied, nor any interest

Unborrowed from the eye.

—(11.76-83) 3
This is typically representative of the simple picturesque with its ?_ ‘
appeal only to the things sensuous, while assiduously avoiding any =
appeal to one’s intellect or imagination, the qualities of the associative
picturesque. The senses, in the case of the simple pictureque, respond A
not merely to the beauty of visible objects as such, but to ‘the beauty ¢
of such objects as merely visible’ 4 It may also be interesting to note
here how this tendency to succumb to the eye’s dominance is present in
varying degrees even in the maturer poems of Wordrworth, but nowhere
S0 promiscuously as in his early poems like The Descriptive Sketches
and An Evening Walk (both pubd. 1793). At this period of his poetic
growth, Wordsworth looked upon the bodily eye not only as the most
. despotic of our senses, but also as one which seemed to him hard to
L shun as one grew up, and therefore, he owed to the directly seen aﬂﬁ"'l :
i‘fh observations of a Jocal scene or spot in nature soms of his most
\ wwd impressions as recorded in The Vale of Esthwaite (1787) and 1
! fﬁﬂ?ﬁef“tWO companion pieces mentioned above. .
: In anote written to Miss Fenwick in the sevent
. Wordsworth, referring therein to both his
“¢and Esrhawaite and An Evening Walk,
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. ost 0
! - plaoe where m
confines himself to one of a shepherd’s dog
' -t:e mountain mist and disappearing again :

And on yon summit brown and bare,

ems an island in the air
Tll::ts;ipherd s restless dog I mark, 9
Who, bounding round with frequent bark,
Now leaps around the uncovered plain,

mist agam
Now dives into ihe —The Vale of Est,

Continuing in the same note 1o Missf Fcnwic.k,
writes that he was an eye-witness to this while crossmg._
Dunmail Raise, and then, upon second thought, he mentions)
image distinctly recollecting the very spot where he had notice
first time the darkening boughs and leaves of an oak tree :

And, fronting the bright west, you oak entwines

Its darkening boughs and leaves in stronger lines )

—An Evening Walk, 11,

This, Wordsworth records, happened on the way betweer
kshead and Ambleside and the moment was important in hisH
history, for, as he mentions in the Fenwick note * “I date rom
consciousness of the infinite variety of natural appearances wha
been unnoticed by the poets of any age or country, So far @
acquainted with them : and 1 made a resolution to suppl £
degree the deficiency. I could not have been at that time abov
teen years of age."s ]

An Evening Walk, in the words of Russell Noyes, is
beautiful landscape scenes of the Lake district . .. a poem
Wordsworth’s resolution Lo supply in poetical form an abund _
of directly observed natural appearances’.s The whole idea ©
taking a walk in the evening, as J.R. Watson observes, wa
Was dear to picturesque writers's of the time like Gral
host of others who have recorded in their tour—-]oumﬂh e
for the evening walk, The most remarkable thing abou
description  of various sights and sounds direc

fhe Poet in nature whije out for a walk, lt
1S at once visual and aural, and henc«e conge:
. Preclse presentation of the world of sights an
R poemmthepmresqneuadmo miu
Tl R 3
u! G A = _'.l SR -', i
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es of 1’-iéhi like the sunset, the lig
poet’s keen eye for the almost imp

- ...Ihad aneye :
‘Which in my strongest workings, evermore
Was looking for the shades of difference .
_ As they lie hid in all exterior forms. by

—The Prelude (1805 text), Bk. 111, 11. 156-59. -_ ) b

Descriptive Sketches is a bit different from An Evening Walk in
" that it contains the only isolated example outside and before The

3 Prelude, of wordsworth’s attempt at liberating himself from the bondage
-' of the outer eye and the concomitant love for the picturesque in th‘el

N 'ffamous sunset storm passage wherein he reaches that inner vision which

realises the entire outer landscape of the Alps in a lightning moment of

" apocalyptic imagination. But more about this freedom from the thral-
dom of the picturesque later on, For the present I should like to con-

, centrate on a serics of scenes that are picturesque in being cont-
rastive in quality and speak of the hold of the bodily eye on the poet’s
mind :

Here half a village ahines, in gold array’d,

Bright as the moon, half hides itself in shade,

From the dark sylvan roofs the restless spire,

In constant glancing,mounts like springing fire,

There, all unshaded, blazing forests throw,

Rich golden verdure on the waves below.

Slow glides the sail along the illumin’d shore,
And steals into the shade the lazy oar.

—Descriptive Sketches, 11. 106-13.

»

- The poet’s eyes restlessly pass from one scene to another without
getting any fixed spot to rest them upon till he reaches the vision of the ‘
Sunset passage, thus indulging his bent, as Aubin would have it,.for

Pleturesque genre scenes.’s i

. Russell Noyes, contributing an  interestingly moot point in ‘this

€omnection, adds that the heroic couplet, the traditional form of to

graphical poems, chosen by Wordsworth for Descriptive Sket
the poet to divide, particularize, and balance his !

r than to paint it in a blended, idealized way, thus




hed the Alps with the eyes
wordsworth approac B
mnz-:ve‘:!er is also evident from the letter that
uresq

Dorothy from the shore of lake Constance': | i
« _itis true we had the same disagreeable weathe, - but

e . 3 e |
nfinitely more picturesque . . .

banks of the water ar¢ | . : :

And yet it is interesting to note that there is, according to

hardly anything in the poem suggestiv_c of 1h§ ['act1 that the eye _
against the imagination. It seems lha} in thesc.car y‘poems Wo_

is actually hovering between an eye for lhfr plc.turesque detail ar
emotional involvement in what he saw, Lines like ;

How blessed, delicious scene! the eye that greets
e e - i » » ats

Thy open beauties, or thy lone retrea . L

i —Descriptive Sketches, 11.120-}

reveal the poet’s craving for something more than what T

meets the eye, for those ‘retreats’ which might vyield something ¢
and unfamiliar, and therefore more moy ing than the ‘open beauties’
ereet the eye, Perhaps this could be owing to the fact that the pic

que itself, as it stood in relation ta every art, was regarded, as E
would have it, as a transitiona

al ohase occurring between neg :
and romanticism, i. ¢.. * at the point when an art shifted its appeal
the reason to the imagination’." Both the companion pieces abou
passages which show a sort of uncertamty, an uneasiness in
which, while displaying the poet’s passion for the pictures
exhibit glimpses of his dissatisfaction with the mid-cighmﬂ,l;a
habit of viewing the landscape from the sensuous level
prelude to the romantic movement there was something |
in the very nature of the aesthetic of the picturesque that ena
Poet not only to see with the eye, but also ro feel through it.

Thus it is that in 4 poem like the Descriptive Skel
POELs eye is busy greeting the shifting scenes of nature i
ancy and variety, his imagination is_trying to break a
iron-hold of the physical €ye and begins to
momentarily, over the domain of the mere. st



e OLRaIiLS DR
It is here that the po

ce upon things making them appe:

« trouble is that Wordsworth at this stage af-"'lfi.'fé"Wa.é'_d' hov

o two extremes, that of the picturesque rendering of the

the one hand, and the denial of the pictureque on the

< volved a deeper insight into and a transcendental grasp of

i pefore the eye, resulting into something magically luminous,

'-g transparency or a flaming halo reminiscent of a Turner b_‘&tl
in the milk of an atmospheric light that never was on sea or land-.-
here is thus 1 Descrspiive Sketches a reaction against the vague of the

picturesque and in a footnote to the stormy sunset passage* Words-
 worth writes :

b I had once given to these sketches the title of the picturesque;
but the Alps are insulted in applying to them that term. Whoe-
ver, in attempting to describe their sublime features, should
confine himself to the cold rules of painting would give his
reader but a very imperfect idea of those emotions which they
have the irresistible power of communicating to the most impass-
ive imaginations. The fact is, that controlling influgnce, which
distinguishes the Alps from all other scenery, is derived
from images which disdain the pencll. Had I wished to make a
picture of this scene I had thrown much less light into it. But I
consulted nature and my feelings. The ideas excited by the stor-
my sunset I am here describing owed their sublimity to that
deluge of light, or rather of fire, in which nature had wrapped
the immense forms around me; any intrusian of shade, by dest-

*The sunset passage under consideration is :
“Tis storm; and hid in the mist from hour to hour
All day the floods a deeper murmur pour,
And mournful sounds, as of a spirit lost,
Pipe wild along the hollow-blustering coast,
Till the sun walking on his Western field
Shakes from behind the clouds his flashing shield.
Triumphant on the bosom of the storm;
Glances the fire—clad eagle’s wheeling form;
Stward, in long perspective glittering, shine;
W‘e W0,0d-crown’d cliffs that over the lake recline;
A ide o’er thg Alps a hundred streams unfold,
- ptonce to pillars turn’d that flame with gold:
Th ind his soil the peasant strives to shun
¢ West that burns like one dilated sun,
In a mighty crucible expire =
‘mountains, glowing hot, like coals of fi
' ~—Descriptive




he ideas put forth inke %
Vo uld have taken away the
- note in fragment -wouli:::: his attitude to the prok
 what the poet want‘ : hefe " this passage that Word
© picturesque at the time. It 18 i
ches that vision of 2 glen;]y deh:er o
icturesque and the ou ) |
:(ljiii?;:fl ct?er:zthic of the Picturesflues acc 01'2"‘113 tct’ the ﬂorms
the.aPPlication of proportionate light .and ; ade Oda 5?31‘;0 .
by the poet, the division of the scene into foregroun ,h middle-
and offskip, would have been quite necessary butt'e po.et
does away with such picturesque necessities and c?ewces in or¢
arrive at the vision that isat once inner, all-enveloping and apoca
Noyes, while writing about the sunsel passage, aptly comments :
: ula of picturseque composition, the

?fc ;ggﬁgﬁi?ng:: E%LTa]nad sh]zlde bf-:qapplied, but Wordswi
sensed that they should not be applied here.!3 by

Thus, by not allowing himsell at times 10 be guided by the
rules of the picturesque in his early poems, Wordsworth in his*
to the Lakes® rather scornfully deflnes the ‘picturesque’ as ‘a fa
relishing the select parts of natural scenery”.!s

I may as well venture to suggest here that a very potential
for Wordsworth’s inabilility in doing away with the picturesg
ments from his early poems could be near absence of the typeof
landscape that was yet to be captured on the canvas—a lanpscape
fused with the various elements of nature in a whirling pool of
and colour, and together forming a ball of ethereal beauty—aud |
none could till the arrival of the great Turner on the scene, I am
to note that my suggestion finds corrobaration in Mary Moorman
has also pointed out that this bondage to the picturesque i’
worth’s early poetry ‘is due in great measure to the inadequ
English landscape painting at the time’,'s a painting that was
beyond the traditional rules of picture making and break
framework of the picturesque formula. This means that Wor
in a trants-plcturf.sque passage like the sunset one ‘Wi er
gﬁ:itlif:tfwu:;:w:r tht to be master.ed on cafxyas
eish g Dot Sbssias o

e e Sketches, Watson writes:



1790 with Robert Jones, and in this second attempt at
rour he once again surpasses the picturseque considerat :
i poet has projected, as in the sunset passage earlier, a h_éfma: I"
4 blended vision of Nature, a vision that his mind was ever
gling to achieve and which finally dawned upon him as the ti'zne-_ s
20 of aMind, a Face, which carried upon it the imprint of

ernity, the digital marks of the great Apocalypse itself :

The immeasurable height

Of woods decaying, never to be decayed,

The stationary blasts of waterfalls,

And in the narrow rent at every turn,

Winds thwarting winds, bewildered and forlorn,
d The torrents shooting from the clear blue sky,

‘ The rocks that muttered close upon our ears,
Black drizzling crags that spake by the way-side,
As if a voice were in them, the sick sight

Add giddy prospects of the raving stream,

The unfettered clouds and region of the Heavens,
Tumult and peace, the darkness and the light
Were all the workings of one mind, the features
Of the same face, blossom upon one tree,
Characters of the great Aqocalypse,

The types and symbols of Eternity,

Of first, and last, and midst, and without end.1®

'_Ftbm a Rosa type picturesque description of Nature in the early part of
| the passage, we at once move to what Professor Hartman refers to as :
“Wordsworth’s Apocalyptic Imagination,” that supreme moment made |
ctemal when the lone traveller halting in his journey for a while, looks |
Ipon “a place bounded yet not time-bouded life that is the visible pledge ;
mmortality’.'» What makes the entire landscape transcend the pictu- ﬁ".:{
ue elements is thus its imaginative power capable of re-creating the 4
® Scenc years later from memory. N

- Thus, apart from this famous passage on Simplon Pass in
the earlier ‘sunset’ one in the Descriptive Sketches is the poet’s

d attempt at capturing that inner vision which alone cou ‘
olic meaning and character on the face of nature, It

SUit of the features of the Absolute Mind which, :
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B Pon the year 1795 when he went to Racedown to
" wii‘lilmmter and the year 1805 when The Prelude was publ
) decadefull of happy years when under the tender care of D,

i under the fraternal influence of Coleridge, the . pocet’s ming
began to develop from being merely interested in the sensual e,
of external Nature to a stage when it began to look beyond 1
and into the life of things. No more content with SENSOry  percentin
the world of the eye and the ear—his mind, aided by imaginat;
gan to colour the external world with a visionary gleam i“v*ﬁﬂtf,
perceptions with an added significance hitherto unknown tg hlm,
enabled him to assert the supremacy of the heart’s intimation_s oV
sensuous world that had no need of any distant charm, nor any ir
in any thing that was not borrowed from the eye.

Dorothy’s gentle ministrations made her brother free from
‘dominance of the outer cye, and slowly led him along the path
made him realize the importance of the inner contemplative eye, s
thing that he so direly needed. She brought back for her brother
more lasting basis the hitherto forgotten and hidden gleams of a visio-
nary world, the glimpses of which visited the ea rly Wordsworth ¢
in rare and inspired mhments of life. Hers was a sinpler mind
didn’t approach nature burdenen with the rules and subtleties of a per-
plexed intellect, but with a wisdom that always prompted her to wa
and receive the out side world with a humility and straightforward

devoid of all the intricacies of a meddling intellect. Wordsworth, &
knowledgeing his debt to his sister, writes: b

:---and yet I knew 2 maid,

ho, young as T was then, conversed with things
In higher style, from appetites like these
She, gentle Visitant, as we]] she might

as wholly free, far less did critic rules

r barren intc;meddling subtleties

perplex her mind; but wise a5 Women are

°n genial circumstances hath favour’d them,
She welcom’d What was given, and craved no m

ore.

that sh A
Through her humility $1€ was attuned

and lowliness,
e And thrau_gh a perfect happiness of soul
e Whose variegateq feelings were in this

F .‘} TI"'



kil u_v. ':,-t.

us ¢

.ye made quict by the power -

harmony, and the deep power of joy .

e —Tfﬂtﬂr
It is here than that the visual and the ideal blend !

Wordsworth a higher fidelity which, while nagating

L e'_ichll'esqm: affirms the poet’s faith in: _

" (A presence that disturbs me with joy

Of elevated thought; a scene sgbhme

Of something far more deeply interfused,

Whose dwelling is the light of setting suns, L)

And the round ocean and the living air,
And the blue sky, and in the mind of man,

—Tintern Abbeyn 1 l). 94'99?

[ )

b
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L_f Odyssey Press, N. Y., 1937), intr., p. XXiX.

&'.: 6. Russell Noyes, Wordsworth and the Art of Landscape (Indiana University Press,
. Bloomington, 1968), pp. 149-50. .
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ened by dreams
| deitiess €YeS
hout the bushes.

and the air dark
of some ancestra
of foxes stroain @

At the wizened end of our parlour
my invisible grand-father coughs,

snotters and snores.

At him sudden snivelling

I stop playing
snip-snap-snorun.

Parched, petrified and sweat-soaked
| stare at the goggle-eyed grand-father
whose groans grind me 10 d shaft of steel

I teor out my patience for further
endurance; and all at once 1 felt

his weightless hands on me, patting.

His silent whisperings buckle my ears’
sudden deafness: “Have I come here

to negotiate for a kindered recognition ?

Suddenly his eyes were a pool of tears

wherein I was floating, as though a trout,
unaware of the fisherman’s net, |




¥ * ‘I. Ib_‘
- Itis eminently symptomatic of the present state of schélarshiél
he field of Indian English literature that while Nirad C. Chaudhuri
niversally acclaimed, both in India and the West, as o '
fanding of Indian masters of English prose, very fe

ve even heard of his first significant publication-viz, a seventythree

LR
P i b

ne of the most
W people seem

Xtythree pages and
as well as brief articles. Apart from a casual
s Autobiography of an Unknown IndianA
tion the essay is Oriental Studies in India.

long essay entitled -‘Defence of India or Nationalisation of Indian
"y" which appeared in 19351 Neither of the two full-length
es of Chaudhuri published so far2 makes even a passing reference
i, and no bibliography of Indian English literature lists it. Surprisingly
b enough, even an authoritative work like A Survey of Work Done on the
| Mi tﬁry History of India8 makes no mention of it, though the Biblio-
8 phy appended to Survey runs to not less then si
udes full-length studies
erence 1o it in Chaudhuri
nly other work to men
note, it is

proposed to introduce this essay to all those interested
0 chaudhuri’s writin gs.
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Chaudhuy’js argument in Defence of India is divided Into four F_F"]
. The first section entitled “The Problem States® occupies nine
d discusses three issues : ‘The National Demand‘ for the
Ve Indianization of the Indian army, the ‘Character o
army‘ and the ‘s :




| o

ot TR rewﬂl the non- o :

l, ﬁ“@ﬂ*ﬂg--f“"“?“ lled by Indians and the co

)it isnot controll tal
R dia in the governmen
of the people of India % : ited

of the pe - affairs. (i) It is recruite

tive voice in its affairs.

R the country as a wholee
dia only and not from :
Spliagry idencies do not furnish

Madras and Bombay Presi g
;S - sulati f the quotas to be furnished
it (iii) The strict regulation O il s : _

ibe. caste or sect is another inhibiting factor. (iv) The
RGN caste system more rigid ths
organization is based ona ca ; ar
Hindu Society. An elaborate system of grouping and checks a
ensures that soldiers retain their tribal or communal loyals
developing a national consciousness. (V) Indians in the arm
cally insulated from civil population; the result is mutual §
even hatred. (vi) The army in India is partly constituted of
British Army and till very recently Indians were not em
its arms. There has been some relaxation in this policy rece _
quite enough to enable the Indians to constitute a self-contaj
formation, by themselves. (vii) The leadershlp of the Army
British and its ideals those of British imperialism. (viii) The ur
the Army in India is imperial, not national. %

As for the *Spirit and Quality of the Army’, though the™l
army is a good fighting machine, it stands in a class ap'aﬁ'l*'

armies of the modern civilized states in several respects : it
moral asset of a national feeling and its spirit is purely pro
the result that its morale is weak to that extent. Secondly,

its Indian element opportunities for leadership on the hi
plane. y

In contrast with this. a national army for
commanded and controlled by Indians, be recruited om all
the country and be animated by a nalional spirit. It sho |
contained fighting machine able to do without the help

foreigners-and above all, it should foster the military
whole nation and be directly related to jt.« (P..9) e

- > TUDS 1o about twenty pages) Chaudburi dis
nal and imperial function of the Indian irmy and |

ing this. He challenges the Popular view that
merely an army of occupatjon designed to pery

< ol
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o concerned with British than with Indian interests, tho
“utamlly do not admit this, pleading that the task of de
is extremely complex anddifficult. )

~ The function of the Indian Army is decided less by the natural
nilitary requirements of India than by those created by the British
onnection. The three important factors in the defence of a country are;
geographical situation; its economic needs and political aspirations
“and its relations with foreign powers. In cevery one of these respects,
fndia holds a peculiarly favourable position. It has excellent natural
" defences, is capable of becoming a self-contained economic and politieal
* unit and need have no direct point of friction with any of her neighbours.

' The official apologist’s emphasis on the possibility of an invasion by the
© Afghan and Pathan tribes in the North-West is misplaced in view of
_" the realities of the twentieth century situation: in actual fact, it is the
& British fear of Russia that has decided the nature and function of the
~ Field Army of India.

I

As for the internal security duties of the Army, they are entirely
B @ product of the British connection, and are designed to ensure the ;
continuation of the British rule in India. They include the suppression
of revolutionary movements and of lawlessness arising from local or

widespread grievances and the prevention of communal disturbances,

-~
1

The last of the imperial obligations of the Army in India is the
 liability for service overseas. This liability has become greater after the
. ¥ar, so that while the old Indian army was an autonomous force with
~ @more or less autonomous strategic role, the army of today is an
- P!esral part of the elaborate syseem of imperial defence. India’s armed
; Will be drawn upon in every war in which Great Britain may be
5¢¢ as a matter of course and without any reference to her interests,

8 Teducing the function of the Indian Army to that of a datachment
the British Army.

- The third section, “Man Power” deals with the eompﬂﬂmn
Y. Here Chaudhuri brilliantly exposes the manifold evils of t

W
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its own Wm‘rr‘m _
f the Indda?mmcdiate nceds rather  ths
political expediem_:)’ gn s conneotion, Chau bt
~ out military policies. Int tlljat o sidodiicas o
tradition and. concedes st iohatent featufes LR
Indian Army 18 alsc.:o fl;e o itk o oA Dotht i
which furnished Britis P0d3l; two principles: specializa
life in the past was governe y vos AN

y sted the growth of a tradition

dity, which together prevet : e
oo rviee A countributory factor was the low poh
m:luar;; s;.r‘w;;-unlry as a result of which the State and the Pe
ment of the ‘ed to be synonymous {erms. War was the b
kings and professionals and not -a condition of national Xt
hence there was no approximation between the man—pom 2

military power of the community. The Mur:'.th?as under Shiva

successors, and later the Sikhs and the Jats tried to take the trad
of military service from a clannish or professional to a broader nat
s ],L.Hujm‘_m grouud, but they were all broken by the British
“.!mm; tradition of national service could grow up in Indial =8
" The effects of the British policy have prevented thesng
military development of India. The British practice of maintg
small, highly-trained professional army instead of a short term
cripted L:rmy as in most European countries has restricted thet
the Indian army to a fraction of the total population of tn
This irresponsible use of the man-power of the country has léd
the hardening of the caste tradition and the alteration of the dist
of the fighting castes, leading to a shrinkage of the field of recru
The military energy of a nation proceeds from two p
sources derived from two simple biological instincts-the
pugnacity (which marks the professional soldier) and the in
defence (which the ordinary citizen possesses). The two resu
of armies are the ‘Condottiere” and the ‘Burgher’ armies,
type was a product of the French Revolution which saw
liberation of the latent military energies of a whole nation
armies of most modern states are clearly ‘Burgher’ armie
Army remains narrowly professional, while in the pa
of the Marathas, the Sikhs and the Jats), Indian

best in fighting for a righ )
: _ ghteous cause, the Indi
being essentially unaggressive in character.

.

| carries

et I. ‘!.wmﬁbs"itibn_-o

i

never conside



latio as pﬂsmble -aud:-';(lj;; '

arms. Both these step

e
irie I modern states try to bridge the gulf between
i the :géﬁc'ral public through schemes like the Territorial
atory military training in schools and colleges: in India
ally sought to be widened. '

o

The future organizers of a national Indian army will ther

" have to restore the military spirit of the people and improve the efi-
;ﬂ.'my of the entire population by halting their physical deterioration, J-,‘;_ |_
4 ,'z.whiCh is the result of a vicious circle of poverty, ignorance and, in some .+
cases, baneful habits of living and unsuitable djet. o

“Command and control” is the sub-title of the concluding section
R which begins by pointing out that the question of Indian control of the
& army has either been confused with the question of Indian leadership or
. made dependent on it. Actually, in Great Britain ministers of war have
.[ " rarely been professionals, and in fact, some of the most far-reaching ,
~ innovations in organization, equipment and strategy have been due to y
| the initiative of politicians. It is this civilian collaboration in the mili-
| tary sphere that is wanted in India and for this nothing more is required
f than a sense of defence and a flair for the general principles of strategy
} and army organization. If this sense is not as highly developed in the
I
|
I
|
|
i

politically conscious classes in India as it is among those in Europe,

that is not because of any lack of basic aptitnde as inexperience. The
Way to familiarize the people

of defence questions is to brir
blems of national security. T
i0g association of Indians wit

and the politicians of India with the reality

1g them into closer relation with the pro-

his can only be done through the increas-

h the actual defence arrangements of the
“ountry, if not at first in an exccutive, at least in a consultative capacity.
Unfortunately, the Act of 1935 denies the Indians even this, since, * ifl o
b - _?{Ccording to it, the Department of Defence is under the exclusive direc-
P“H and control of the Governor General. This provision is clearly L
- "18ned to continye the imperial character of the Indian army. )

The contro] of the Indian army by the imperial military a
Iflaintained in various ways-first by giving no voice t
ln_ Matters of defence, and secondly, by making the G

fesponsible to Parliament and the British Governm



. e i ’Thmmi'pemlmkee in the Armym x
B o e pr of its Indianization. The sche co
e v:lg bp‘g:slgefenoe Sub-committee of the first Rol
;:'l:loce labiur_s under severa.l limitatu?ns . Eztﬂ;o;i;a :
" in the history of the post-Mutiny a.rmy, it see Mok
all arms composed entirely of lnd:aqs. the decism} 0 _ ire
tion to a particular formation ccmfmues the principle of
Indian officers. (ii) The recent establishment of a mlllua:‘ygq
is a welcome step but the annual in-take of the colleg.e. is 50 low
proccss of Indianization will be extremely slow. (m'? Th.q
portion of the army is sought to be condemned to an mfm'm
giving the new Indian Officers a lower rate of pay and fﬁﬂlﬂtﬂ_ﬁ__;_

of command.

r

These crippling limitations make one suspect that the
scheme is a clever attempt to divide the army in India into two
one to be composed of and commanded by Indians and em
local defence, and commanded wholly by British officers, to be n
for imperial purposes. so that if at some future date the political
of defence has to be transferred to Indians it might be confined !
field of local defence and not distrub imperial defence arrange

The latest argument against quickening the pace of nd
i5 that there is a lack of suitable candidates even for the limite
of annual vacancics now available. But the creation of an of
is everywhere-even in England-and at all times a long ¢
process, and the only way to succeed in it is to set abo -
lines; but the methods adopted by the present organizers of Ind
military education are hardly the right ones. First military &
should be suited to national character and should not try t
cadets from their social environment. But this is e
m1l|t?ry authorities are doing in India, by trying to |
Englls_hmcn from Indian youths, Secondly, the most §
for this transformation is to be found in the anglici
Moy b s o oo S
Mo of livios bt 1S rankly‘ careerist in its
O ving has already made it a stranger to
's manifestly incapable of providing it

c.»

A,



nd character; the graduating stage at mil

ite stage at the staff college, Present day
yn can hardly be said to be properly organised in
“The policy of appealing to the sons of Sardar, e
‘_*@fﬁrward for commissions is also misconceived fo two |

“nation. “In the higher spher

man-power, the only way to create a truly national army is to wipe off

b theslate the developments of the |ast hundred and fifty years and lay
| the foundations afresh” (p. 73),

'5- “Defence of India” is.
|

in many ways, a piece of composition
typical of Chaudhuri, though

as an early work it is, generally free from
some of nastier bees in his intellectual bonnet, As his Autobiography®

shows, Chaudhuri’s interest in military matters goes back to his boyhood.
He tells us how his adoration for Napoleon then Wwas only an exmaple

of the widely shared Bengali fascination for tais great military leader
| and that he also admired Wellington, Lord Roberts (‘Whom we regarded

. 3 the greatest living soldier’) and Lord Kitchener. When the news 1
’. arrives that the post of Commander-in-Chief is abolished in England
~ and an Inspector-General installed in his place, he is filled with ‘unspe-
~ akable disgust’, for. this is regarded as a disgrace to England; “a

i Qﬂmmander-in-Chicf Was a man next only to the Vicrroy, while.aj_i: '
9 Inspector wag no higher than the Inspector of Schools."Asa_hoy:h;i_{fi . |

B Bained knowledge about the “more important European wars of
-ﬁlﬂ Previous fifty years.”

Viously Strengthened
“Counts i 1921,

This early interest in military matter
when Chaudhuri became a clerk in the Mili
though he did not continue in this post for a lo

- Chaudhyrj-

S essay also reveals glimpses of many ¢
of his [t

erary personality with which his bet



S ——
as The AT camiliar—vir

rial and his distinctive prose style.
India® clearly shows Ch

its ramifications. He knows as mu

jan military tradition through tl?e ages as about the th‘m?
g military science, and at every stage o
tice of modern Western once, SA0 ) of
e ent, his agile mind 18 constantly active in sifting available kp
?:3::1 in;erprctiag it and relating it tolz? comprchensive. \fiew ‘
subject.. His numerous references to .Brmsh -wntcrs on ml!m‘.hm%
rical and political matters shows his wide .readmg on the ?ubject. Among :
the authors and works he alludes to ar¢ Sir Vale‘ntme Chirol, the mpom
of the Royal Commission on the Masopotamian campaign, the Royg]
Commission on recruitment after the Mutiny. and Sub-commianb;
VII, on defence, of the first Round Table Conference; Sir John Lawren ol
General Sir George MacMunn, Sir Richard Temple, Lord Haldane and
Sir Philip Chetwode. It is entirely typical of Chaudhuri that his essay also
reveals his knowledge of ancillary subjects. While discussing the question
of the physical efficiency of Indians, he refers to the report of the Royal
Commission on agriculture and the Imperial Institute for Nutrition esta- )
blished in Japan in 1920. and in pin-pointing the deficiencies of the
British recruitment policy he alludes to the blunder of the Permanent

Settlement in Bengal after the British Conquest. S
As the summary given above indicates, Chaudhurr’s argumentis

extremely well-reasoned and incisive. The perceptiveness of his analysis
is clear throughout, one of the best examples being his comment on the
British Governments’ decision to make a contribution towards the cost==
of the army in India. He characterizes the acceptance of this contribu
tion as “one of the signal blunders in Indian politics in recent yeaﬁ”
(p. 66) and points out how it has materially prejudiced the case for
Indianization; because this is perhaps the first move in a long-l'aﬂge-'PM‘
to divide the Indian army into two parts, one under Indian comMEE
and the other under British.
Scrutinizing Chaudhuri’s argument from the vaxl'cas"iﬂl"i“““‘a U
today, one notes that the march of history has proved him totally ¥
at one place. While discussing the natural defensive requif
have (sic) any direct s g aﬁ?ected by I.ndla. Non
to such war and unle::s0 :: o5 wtion L fvhmh could
e ourselves excited their cupidity ©

_halling of his mate
marshalling s <

His argument 10
mastery of the subject 1N all




, weakness they would probably
< alone” (p.16). The fact that Wlthm less than
jence, India developed direct points of friction w

bours and had to go to war with them thrice has n
Chaudhuri’s view, But in his defence it may be pomted ut
in 1935, not even the shrewdest of political commentators co o
ofmen the sweeping changes which lay hardly a dozen or _?:q- .
. my then viz. the advent of Independence, the creation of Pakis-
stablishment of Communist Government in China.

" .'a'nd the e - S
= y Tautly structured and to the point, “Defence of India™ has no
R room for digression; only one of Chaudhuri’s favourite ideas (to which
* he recurs in his later books) therefore seems to appear here.and tha:t too
very briefly: his views on the inadequacies of Indian “habits of l:ivm_g
and unsuitable diet”” to whieh he attributes in some measure “the p]]}fSl-
el deterioration of the masses as well as the intelligentsia in India™
(p. 49). It will be recalled that this view is reiterated with further elabo-
ration at various places in the ‘Essay on the cause of Indian History”, in
The Autobiography of an Unknown Indian, The Continent of Circe, The
Intellectual in India and To Live or not to Live.

Two extremely interesting features of Defence of India are the
total absence from it of both his notorious anglophilia and his ‘Hindu-
baiting’. He is highly critical of the policies of the British Government
here and it is significant that his essay was published by the All India
Congress Committee. There is also not the slightest trace here of those
preconceived theories, and prejudices about Hindu character and culture
which gradually hardened into obstinate dogmas as Chaudhuri grew
older. This is perhaps because when he wrote the essay his own individual
frustrations had not yet grown strong enough to compel him to elevate
his personal pique to the level of primary principle. He had not yet
become a complete “stranger to my environment”8, nor had he decided
10 turn “away from the new Hindu Yahoos”.9 Writing in 1935, he had
1ot yet made the great discovery that the (“so-called””) Gandhi cap and
the'{“sa-called”) Jawahar “waistcoat” are “two of the ugliest imaginable

- adjuncts from non-Hindu families of clothing, which add to the
- Maltractivencess of the political costume.10 The writer of “Defence of
ndia* s certainly not the incorrigible ‘Hindu-baiter** that the later
_ql?'lldhuri is, while at the samc time manifesting at least in some mea-
' b ;‘::5‘; gifts of thought ‘and‘ expression which‘one aiway.? at.;_sociatqlg
.. name. Chaudhuri himself has emphasized the principle that
%ﬂels not only the man himself, it is also the subject itself«,11
ﬂlﬁ rather technical nature of its subject has naturally circum:
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Waste Land

The opehiﬁg of The Waste Land is itself ironical. The abrupt
‘surprise of ‘April is the cruellest month/

breeding lilac out of the dead
land’, mixing memory of the opening of Chaucer’s Prologue, is at

once a precise description of post-war English milieu and its poignant

. alienation from fifteenth century English mode. And ‘mixing memory
" and desire’—that provides the clue to the pervasive and profound
;_iimnY of the poem. It is the irony of the highest order, the movement
occurring on the triple plane of memory, actuality, desire. Memory
of the positive past, actuality of the impotent present and abortive
#':.gestation of values—in the intense simultaneity of these three
_%warenesses 18 clinched the irony. All the principal situations and
~ symbols have this ironic bearing, a bearing that, in its unobtrusive

. insistence, generates the poem’s peculiar agony of contemplation, and
2 lls complex poise i

b Madame Sosostris,

' dabbling in Tarot pack of cards, presents a
- banal picure, First,

she has a bad cold. Secondly, she has not

the assured completeness of divining capacity. She starts confidently A
¥ "‘E’“t boggles soon after. She is forbidden to see the ‘flank card’ and
gﬁdo not find the Hanged Man’. The ‘hanged man’ in the original is
e hanged god, the sacrificial deity in the fertility cult. It may even
mbOlise the crucified Christ. Both point to resuscitation, resurrection,
Vothing of the sort here. And the sneaking end to this passage—‘one .
¢ carefu] these days’—only exposes the banality of her
Even where she is confident in her divination she blurts
S and snatches without any weight. The weighty 5’3“
"~ Fhoeniciap sailor, the Lady of the Rocks—Belladona
lent meaning, (a) beautiful Italian lady, M

din manufacture of dangerous drugs—fall

$Sion,




symhallsed in Phclbas. Bellaclona in all the Iadlcs in the
of different scales, the man with three staves and the Ha'
Christ, the one-eyed merchant in Mr. Eugemdes-.m s.».»"-‘
reverse order, a sort of counterpoint.

The opening passage of Section Il has the same comp|
Cleopatra’s barge and Belinda’s boudoir, one gorgeous and |
gay, and Imogen’s bedchamber are recalled behind the
exaggerated artificiality of the society lady’s situation The ar
that is the characteristic of Cleopatra and Belinda passages 1
with life, with vivacity. In Shakespeare it is cumulative, pL
sensuous intensity, 1 Pope it is sprightly visual intensity. W
the deliberate exaggeration, the action and the motion verbs, |
personifications, the studied sensuousness of this passage are artifie
because they don’t contain the lady, they only contain her
The lady is lost in the staggering opulence of her dressing roo
Cleopatra and Belinda glow like their ornamental setting,
through their ornamental setting. Imogen’s serene chastity and |
setting produce a tranquil stasis. This poor lady is evicted byt ¢
mmaterials. And when she reappears at line 111, she is in dlthers‘ 4l
nerves, excitement, melancholy, emptiness, ennui, neuras
Even in the gorgeous description of her sophistication, the intro
of the Philomel theme—‘the change of Philomel by the barbs
king so rudely forced’—and ‘other withered stumps of time’
‘staring forms’ acidly counter the previous studied @ sensuo
Philomel is an ironic, ambiguous symbol, symbol of violation,
in her survival as a nightingale, of inviolation as well. The ]
lady’s predicament is at once countered by the pub woman’s glib
in spite of the grave/mock implication of ‘HURRY UP
ITS TIME'. Irony in meaning and irony in technique ma
passage doubly ironical,

The same technique operates in the opening to
Spenser’s “Prothalamion” and Marvell’s “Coy Mistress” Pr!
nostalgic reverberation to a degraded and degrading @
nymphs are departed  Sweet Thames run softly till T end
And ‘at my back in a cold blast I hear the rattle of bones
spread from ear to ear’”. The uneven parallels in



ther—have the same kind of effect as the Elizabeth-
'aj.j:itﬂe" later. This passage, flanked by ‘The river sweats
”;S'age and ‘Trams and dusty trees’ passage on either side,
instance of ironical variations on the same theme. The
d amour of the Elizabethan protagonists in a gorgeous -setting-!: _
e as well as the river, has for its modern counterpart the mean
e-ridden river and the gross promiscuity of ‘By Richmond
d my knees/supine on the floor of a narrow canoe’. Sex in The
Land is not the pronounced orgy, blatant and vehement, that
permissive literature. Exhaustion, ennui, emptiness, shame and
.-'-"gn'ation are the results. And that implies the recognition of
\raditional moral values. ‘I Tiresias have foresuffered all’. But Sex in
The Waste Land has not the glamour, theelan, the full-blooded |
":"ﬁ'lily of the past either. The typist, the sophisticated lady, the pub
woman, the Highbury woman are puny, pitiable matches to Isolde,
Jmogen, Dido, Cleopatra and Belinda. The hyacinth girl carrying an
'msymbo]tc load—phallus and resurrection—strikes the
i protagonist speechless. This speechlessness may be due to wonder and
:Mhment. ‘[ was neither/living nor dead, and I knew nothing,/
|
|

Hooking into the heart of light, the silence’ : or, due to fear : ‘I shall
" show you fear in a handful of dust’ : ‘a nameless, ultimate fear, a
* borror of the completely negative'l : or, very ironically, it may be due
10.a blend of both feelings. This kind of dual meanings, ambiguous,
:ﬁl‘ﬁtra~secti0nal and inter-sectional as well, constitutes the staple of irony
3 'lli_at LA. Richards defines as the ‘bringing in of the opposite, the
Somplementary impulses’ in order to achieve a ‘balanced poise’.2

i Commenting on this passage-Cleanth Brooks argue/sf_,-lhat what

mlﬂl 18 doing here is connecting history to contemporary time to bring
Sdmeness of sensuality and lust in all times. <The effect js a |
¥05€ of the oneness of experience, and of the unity of all periods’s
atheissen makes the same remark about the Spenserian gallants and
modern counterparts. But more subtle than the sameness is the
¢ in quality, degree and timbre of passion and lust that are
in Eliot’s skilfully-placed parallels. Even differences in the
ths of sensual gratifications are subtly brought out. The typist’s
4L, matter—of-fact resignation is a different proposition 3




final passages of T{;e. Wastz Land a _
1. To the thunder’s booming vroice of Dai. Day
'Myatﬂ the protagonist’s response is 'tra-glcau,:z ambj,
ambiguous. Our response to the Upamsl::adlc ‘datta’ is cray,
to lust, secret sin of lust; to ‘dayadhvam’ the Tesponse i L
prison/thinking of the key, cacl? conﬁ::ms a pn?on’.. No rap
anybody. Each a ‘broken Coriolanus’, each is like gpe
thirteenth century Italian noble who 'he.ard the door of the
tower being locked up’. Damayata only elicits the responge ofa%
in a gay boat, 1

These passages, in the light of Cleanth Brook’s illte_"’"
of the myth, have become controversial. Brooks would see apr
sion in the poem in the light of the positive contents of 1
protagonist’s response to the thunder’s voice. But closely
exposition of the meaning of the three responses to the three yo;
the thunder is not clear and convincing. ‘Man cannot be abs
self-regarding’s. True. But the surrender to lust, the secret sin of
for in spite of the ambiguous swing of meaning towards noble

the ‘awful daring of a moment’s surrender’ the passage mear

secret sin of Just—is not the correct kind of surrender, not the

datta. In the same way his explanation of the response to dayadh

‘the surrender to something outside the self is an attempt, whether
the sexual level, or some

other, to transcend one’s essential isolation’
is devoid of any spiritual meaning. Surrender to sex is, firstly, fo
correct transcendence of one’s isolation. The typist and her sedu

that case would stand ‘Iranscended’.  Secondly, the load of allusi
this passage emphasi.es only muffled isylation, total isolations
Tesponse to damyata is more positive, or, more corractly spez i
nothing negative, that is, in 4 naturalistic sense. But even the
word ‘gaily’ is twice mentioned. And certainly the control of the
isa far cry from Upanishadic control. The three das of Prajap
gods, men and demons is Brihadaranyak opanishad meant the thi
of Salvation. To gods it meant damyata (curb or control);
meant dutta (pive): to demons it meant dayadhvam (sympa
generous). These woulg apply to mankind also as there

;afe_gories of men in |ife gods. mezn, demons. Hence:
SPiritual connotations of the Upanishadic das the '

here appear ironically earthy. The trouble with Brook




nste’; particularly sexual waste is, in the last an
trated contemplation. . o )
\nd the great poem comes to its close in the jumble and jara
itive and negative tensions which in their dramatic, electric clash
. each other produce a charged ironical efﬁ?ct. The Fisher King
iils is the symbol of life but this agalrlst .‘the arid plain bchin'd me.’
pall 1 at least set my lands in order” with its echo of “Thus saith the
ord, set thy house in order’ (Isaiah) and ‘set my love in order, O thou
' who lovest me’— prayer of the thirteenth century Italian poet Jacoppnc
\a’e'Todi_ends with a dubious question mark. ‘London bridge is falling
down falling down falling down’. The Ttalian fragment from Dante which
* means ‘then dived he back into that fire which refines them’ is not
" catharsis complete but purgatory in process. Arnaut Daniel dives back
(o the fire requesting Dante “to be mindful in due time of my pain’. ‘The
1 Waste Land” is not precisely Eliot's ‘Inferno’, for, in Dante’s ‘Inferno’
* there is no proleptic intimation of his ‘Purgatorio” as there is in ‘The
Waste Land’. Sharp follows the line about ‘the Prince of Aquitaine of
& the ruined tower’, the “disinherited” prince, Then comes *Hieronymos'
* mad again® after the murder of his son. And ‘shantih shaatih shantil
b coming after such concentrated, ambivalent agitation of the immediate
- conlext never signifies what it does in the Upanishad. ‘The peace that
' passeth understanding’, the peace that is spiritual serenity and certitude
- omes more as a yearning than as an acquisition. Positive values-human
- and spiritugl-are CXpressed as yearning, as tormenting meraory rather
! ‘-:ﬂl_an 45 acquisition throughout the poem. In the earlier sections, even
S0 and inclusive of (he 4th section, they provide the back-
(SOUnd frame (o e poem’s experience. In broad parallels and
___.blvalenccs orin twined, compact allusions orin dual meanings
__ .':_l::nbols the positive values curl and cling in one's response ¢ ot
~~ Poem. Phichas the Phoenician dies by water and ‘a AR A

Bilt UNder sea picked s bones in whispers’. But ‘of his bonesare”
01l mage, nor,

e like the of

>

e
in passing, ‘the stages of his age and youth* he is SLiS S
8y of the fertility god throw every year into--tlge@;'-

- i A e A,

»



" f purgator tin
 itoff. In Scction V the positive values are g
" - overt, the purgatorial echoes more audible, ang
' 'z_rfb:'-dohbt”a progression in the poem. But they are gy
effects of drought and demolition. ‘Here is no water b
and no water and the sandy road’. Rock, however, in the
is the symbol of the holy grail, of shelter and nurture,
the shadow of this red rock’. But here in section v we k
towers/Jerusalem Athens Alexandria/Vienna London[Uﬁm'aﬂ__
unreal’ turns to nightmarish horror and horridness in the next fa
(377-384). The possibility of a blessing hinted earlier i

journey to Emmaus is wrecked in this modern pPanorama of w
horror.

Thus the poignancy, the agony of the poem’s experien
tragic dimension without maturing into proper, perfect tragedy,
fragments of Budhistic and Augustinian fire—burning bur
burning’—are ironically ambiguous, meaning fire of lust as
purgatory. And the ambiguity carries the heavier load of lust.
of purgatory is a background blaze, a potential positive, unreal
unrealizable yet. That realisation comes at last in “Little Gidding”™.

Ravenshaw College,
Cuttaka.

Notes

1. F. R. Leavis : New Bearings in English Poetry.
2. |. A, Richards : Principles of Literary Criticism.

3. Cleanth Brooks : The waste Land : Critique of the Myth.
4, Ibid

5. Ibid i
6. Quoted, C. Brooks's The Waste Land : Critique of the Myth.
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. In the early years of the twentieth century there were quite a few
‘ highly educated women with a keen perception and an exquisite ':;J- '
"~ sensibility who chose the career of creative writing. The “new great
age in literature” that Virginia Woolf had predicted in her pamphlet
. Mr. Bennet and Mrs Brown was responsible for the creation of a number
. of distinguished women novelists like Ivy Compton — Burnett, Rose
. Macaulay, Rosamond Lehmann and Elizabeth Bowen. All these novelists
- had acquired some degree of popularity, but the one novelist who
. reacted very sensitively to her age and who was often compared to
- Virginia Woolf was Elizabeth Bowen. Though she has often been
; described as a novelist of «Sensibility”’, the term cannot fully cover or
- Sstimate the “breadth” of her talent asa writer. Elizabeth Bowen ]
._llf!melf had denied any association or involvement with any particular
&roup or school. She had her own interpretation of the term ‘sensibility’
- .-'.?hmh according to her was a kind of medium through which she could
i ?"e a cl.ear apprehension of the world, like a landscape that becomes
;';']':erb:i;::‘n; when viewed for. a particuiar angle or i‘f a special llght.x-l', il
: as therefore described her as a novelist with

1

;‘“ Intense awareness of. and sensitivity to, place and wea
_y‘;tthe living character of houses, for example, and the ind
Wh readily palpable relation set up between them, and the

0 dwell in them, s .

"";Elifal_)eth Bowen was born in Dublin in the year 1899. Sk
b %ib'ld of an Irish lawyer who was lf;l'l'sc a 0

| 4




“book Bowe)
A 0se 'to._'hEi' mot - i
~ when Elizabeth Bowen was only thirteen years old. Her {
s ;ﬂd later due to ove;work had a nervo.us_br.qakdq_ | nﬁ
" {0 a mental asylum at his own.request. ?llzabe_th Bowen
the age of nineteen and she hveq alone in London ‘.ﬂ.thi.,:
to the continent until her marriage to A‘!an _Cam_emn i
London she had to live a hand to mout.h'emstenee, but this s
she started writing for her living. Wf‘ltll}g for her was fm a
an end but a real passion, an €xpression of her own vie
After her marriage, Elizabeth Bowen lived near N?ﬂhamptoﬁ ]
on when her husband was offered a teaching position at Oxfor
moved there with him. Her husband subsequently jointed the
and continued in that appointment until his death j
Elizabeth Bowen used to live io London and often visit Italy.
Bowen was awarded the Degree of Doctor of Letters from bot
College, Dublin and Oxford University. In 1965 she was &
companion of Literature by the Royal Society of Literature.
Elizabeth Bowen wrote her first short stories when sh

twenty. In her own words,

From the moment that my pen touched paper, I thou:
nothing but writing, and since then I have thought practic
nothing else. I have been idle for months, or even for a year
time; but when I have nothing to write, I feel only half a

Her short stories were published in 1923 and since then
published thirteen novels, many volumes of short stories, his
has sketches and a collection of essays. She died in 1973,

her article, ‘Notes on Writing a novel.” In many ways sh
Jane Austen, especially in her love of social life and manners
perceptive depiction of the domestic scene  What is most Sit
her vivid and brilliant delineation of the visible world whi

comp.arcd 1o the art of Henry James, Like him therefore §
described as a novelist of atmosphere.

S;'C has a highly developad sense of time and plac
ihe roses dropping petals one by one on dan
::s?;::;sea? dtl::ar for the music from distant
O the message of a o edoiae
abandoned house 3 ge of a once Iu:cd_'___

¢ = 2

I T I
it 1o




s the work of the French Imp
embers her intense feeling for lig|
“his connexion, to learn that Miss Bowen
.. intend to’be a painter. | :

~ landscape.!

Elizabeth Bowen has often been compared to Virginia Woolf
--_.pmccupation with the visible world. Though there is.a similar

in

path Bowen, the landscape is never allowed to overwhelm the characters
fh’al live in it. The surroundings and light assume a symbolicai
significance in her novels. In The Last September, for instance, the
Montmorencys arrive and stand shaking hands with their hosts in the

“yellow theatrical Sunshine.”s

" Lois, the heroine of the novel, looks at the lawn

“Where little tufts of shadow pricked
like reeds from water out of the flat
gold light.”é

] '.lft The Death of the Heart the wintry landscape is very suggestive and

 Significant of the theme of betrayal and deception. Her description of
.::!h-”fene is so beautiful that it is like a painting-the brown, and the
bmz” giving the most equisite colour to the landscape. She also uses
_m""ﬂl%l unusual words and phrases :

e

The islands stood in frozen woody brown dusk; it was now
Yeen three and four in the afternoon. A sort of breath from the

from the city outside the park condensing made the aic unclear,

4 this, the trees round the lake soared frigidly up. Bronze
Uary round the sky and the landscape; the sky was shut to
tthe swans, the rims of the ice, the pullid with drawn .
> 1ad an unnatural burnish, as though cold were light.?

i$ reminiscent of Tehaikowsk’s ‘Swan Lal s
realizes how she has been betrayed. Hi

e awareness of the environment and the same pictorial and poetic oy -

tensity of vision, there is a difference. Virginia Woolf is interested in ¥
‘pature and surroundings for its own sake, whereas in the case of Eliza-

:. gITI|




 landscape. 1n The House in Paris, t : tart
* a «dark greasy February morning,.’ Whlch.sl"g:niﬁe t
ﬁlot. Her description of light in this novel is also qu

There was just enough light to see8

Throughout the novel the atmosphere of depression ;
sustained by her descriptions of the landscape. In 7o

suburb as seen from the window of an express train is descr

that with washing strung over the streets
sustained like an affiication the sunless

afternoon glare.?

She has a great talent for presenting a familiar scene, an app
trivial action and show the underlying urgency and dramatic aw

As a novelist, Elizabath Bowen attaches maximum impo
to characters and their behaviour. In her talk ‘Notes on writ
Novel’, she affirms that characters cannot be constructzd toa

predecided by the plot, she says, e

One cannot ‘make’ characters only marionettes. The ms
pulated movement of the marionette is not the ‘action” neces
plot. Characterless action is not action at all in the plot sense. It
indivisibility of the act from the actor, and the inevitability of that
on the part of that actor, that gives action verisimilitude 10

Like her illustrious predecessor Jane Austen, she is mainly
ested in the social behaviour and manners of highly civilized me!
women. She has therefore described herself as a novelist of be
It is however interesting to note that she rarely writes abouty
below her social level. Her characters are generally from the
middle-class. In two of her novels, The Death of the Heart
Heat of day, she includes the Philistine middleclass but also |
to show her distaste for this class which according to ber is 18
dangerous element in society. It is also very intcteﬁiﬁgf
cl'laracters in most of her novels are mainly women, and tha
view point that is taken into consideration, and that t

ffrst of her novels in which the men 'féﬁlly- ébﬂ?‘fl
l1ke The Hotel, The Last September and Friends and



"‘.'db\!ibus. from her -ngye]'s; Iha&

.ﬁle‘ limits of her own experienc
rself to her own opinions on life,
ns of her own actual experiences,

i each of her novels-the hotel in her first novel; the Fisher’s house
o House in Paris which draws on her own love affair. The
'iching of the past and present, the complexities of (he plot may
ong to the imagination, but the central triangle of the plot.
tains the essence of Elizabeth Bowen's real life triangle, In
7 the North it is Rutland Gate and Danielstown in The Last September.
lnher preface to this novel she has explained

I was the child of the house from which Danielstown derives.

Bowen's court survived-nevertheless, so often my mind’s eye did '
I'see it burning that the terrible last event in The Last September
is more real than anything I have lived through.

N

Her heroines are also mostly self portraits and are based on
various stages of her own life

Her early novels therefore poitray the
“adolescent trying to come to terms with life, they depict the conflict
between the two worlds of the adolescent and the adult. Her latter
JBOVels depict the problems of the mature women. In her early novels
,_érmain characters are either young boys or girls who like their
?mtor have either been deprived of both parents or have one parent
0. In The Dear), of the Heart, Portia has lost both her parents and
The Last September, Lois is living with her aunt and lencle. In most
Ofthese early novels (he theme is the conflict between the generations-
Tebellious young and the conventional elders. The Death of a Heart,
- Yery sensitive portrayal of a lonely young girl living
.-_.thetic relations and trying to adjust to the hard fa
Elizabeth Bowen’s art is to expose the insensibility and
atrophy of the adults which is finally responsible '
e life of 3 young girl. Elizabeth Bowen has a
_rineating the conflict between the generations
Uilizes the pattern of juxtaposition of two dis

Ais
" T B




I 11 her novels to ta o g
i R , man’ Ti1guré in a
" This omnipresent ‘older Wo 3 <
?;fﬁ;porates bits of Elizabeth Bowen’s Pel'malit&'._
iéry often her mouthpieces, and she eAPIEIEES: 'h.l?l'f v
through them. Lady Naylor, in The Last September

marriage

There’s a future for girls nowadays

outside marria ge........carcers...i.l...
how I should have loved one.

Likewise, her reminiscences of her holidays at the seaside also
very prominent part in her novels.

Elizabeth Bowen has been able to evolve a prose style whi
the richness of texture and the suggestiveness of poetry. Her
awareness and sensitivity to place, weather and the minute detaj
life are the special attributes of her feminine point of view,
observation of minute details about houses and clothes are typical of;
woman’'s world. Her novels are full of descriptions of the ini
houses and the dresses that women wear. Thus, Henrietta’
impression of the house where the Fishers lived

You saw no windows, the hall and the stairr were undrau

lit by electric light. The inside of this house-with its
doorpanels, lozenge door knobs, polished brass ball 0
of the banisters, stuffy red matt paper with stripes o
shadowed as to appear bars-was more than simply n

Henrietta, it was antagonistic as though it had been inVe
to put her out 12

She also indulges in the minute and detailed description
clothes worn by her women character. It is as if she takes @
delight in dressing up her characters. She also concentrated 0
det.ails of the daily routine of life-the act of washing the hands a
a ritualistic importance. |n The House in Paris,

“Henrietta chases a cake of sandalwood soap in the
water, feeling it lap her wrists,”13 - al

In The Last September, Francis looks at her hands while wash

- they turned in the water like gentle
Porpoises in a slaves of violet soag.&

: *-.";
e NUENES .



: - torecreate the feel
the dlslocanon of lhe 1940.__4 ea
tion in her later novels, especially The L
el liat Elizabeth Bowen's mastery of all that shc ha

by constant experiment comes to its climax,

~ Miss Elizabeth Bowen cannot be ¢
;st. She is a novelist of sensibility and 5
‘who keeps within the limits of her feminine co
canbe considered as expositions of different stages >
_ orld-an interpretation of the women’s point of view. She h
; herefore deliberately confined herself to themes which are within t_iﬁg.;

ange of a woman’s perception. Her novels are the apt illustrations of
~ Virginia Woolf's stipulation.

onsidered as a
hlghly con

The elaborate study of the psychology of

women by a
woman.18

Elizabeth Bowen will be remembred as a hi
exquisitely sensitive Anglo-Irish writer who h
[ both the restrictions and the specific advamages
| woman novelist. Though her range is
| emotions she is very perceptive and ana
!:'. in her presentation of experience ina small but perfect world, an
| integrity that makes her unique as a woman novelist, Her novels can be
‘ considered as perfect examples of the feminine point of view.

ghly intelligent and
as taken into account
of her position asa
limited, as regards human
Iytical. There is an intensity

| ~ Andhra University
5|' Waltair




_"Brooke. E!izaheth Bowe _
The Last September, {Jonathan
6. Elizabeth Bowen, The Last September, (Jonathen Caper)
Elizabeth Bowen, The Death of the Heart. (Penguin Bogks}l
‘g Elizabeth Bowen, House in Paris, (Jonathan Cape), p. 9.
_ Elizabeth Bowen, To the North, (Jonathan Cape), p. 13.
_ John Hersey, ed. The Writer's Craft, (Alfred A. Knopf), p. 83

. Elizabeth Bowen, The Last September, (Jonathan Cape), p. 239.
. Elizabeth Bowen, The House in Paris, (Jonathan Cape}, p. 17.

. ibid., p. 17.

_ Elizabeth Bowen, The Last September, (Jonathan Cape), p. 27.

. Virginia Woolf, A Room of One's Own, (Hogarth), pp- 117- 118,




B The most important poets who lost
World War are Alun Lewis, Richard
doey Keyes. These poets had attaine
early age and Lewis, ag Kenneth
* mastery of form and technique man
‘was more lyrical than the rest.
| Chamberfain he advised her :

R,
their lives in the Second 3
Spender, Keith Douglas and
d an astonishing maturity ata
Hopkins points out, had «a
y older poets may envy.”l Jewis
In one of his letters to Brenda

L Your poetry must never echo anyone but yourself. Thag is the
sole condition of its virtues.......that is the great truth which you
must create through.2

S He also wrote to Robert Graves

| experiences, expressing the truth as he had lived it; they were a soldier’s
. Sstatement, and 3 soldier, as he

had said in connection with the Raider’s
o Dawn poems, “sees with his own eyes and nobody else’s,”s
: Lewis always yearned for experience. He believed that writing
Was only “a proof of (he sincerity of the experience.” He was utterly
- honest and pe cared much for integrity. He wrote to his wife Gweno :
X -My-longing is more and more for one thing only,
Another virtue which e highly respected and which he himself
iﬁm'ssed—-was humility. In 194] he wrote to Robert Graves : s
. 1f YOu read any of my work, please know beforehand the 4
. source from which my writing comes. Humility.8
Alun Lewis was born on Ist July 1915 at Cwaman, a small
B village negy Aberdare. His father who was a scho
* Director of Education, Aberdare, in 1938 and his mothe
T of a Welsh Unitarian minister. They had fallen
ta sufiragette meeting and stayed in love for

that his poems were personal

s
|
|3

integrity........”’5

¢ I
3 e




Lewis s - at

sity College, Aberystwyth. Even

A ..I r
o ted short stories to the school magazine, In
L A;f!f " Honours with a first class. At college he played hockey,
T ubs, swam a great deal and played bridge

~ Saturday night ¢l
~ He proceeded to
post-graduate researc
him. However, by t
{thesis ready. He atten
N. France and returnt
Teacher's Training Certificate.
his course successfully and wor

Manchester University to pursue a two-ye,
h in medieval history. But Manchester
he end of March 1937 he had a rough di
ded an international conference at Pontig
d to Aberystwyth in September to w;;
In the summer of 1938 he :
ked as sub-editor of The Aberdare 3
for some time. Then he gota temporary teaching post at P
The teaching appointment continued into the next academic i
Early in 1939 he met again a school teacher called Gweno EJ
were students together at Aberystwyth. They fell in love and_
engaged. In 1940, to the surprise of some of his colleagues, he resign
his school job and enlisted himself in the army. Gweno and
were married in a quiet way in July at the Registrar's C
Gloucestershire Though it was not easy for them to stay together
long she became his close companion and confidante

The 6th Battalion to which Lewis belonged received orders
embark at Liverpool for service overseas The South West Bord:e‘
embarked at Bombay at Christmas 1942 and proceeded by rail and-rﬁ
to‘a tented camp assigned to them at Nira near Poona. Torl ':.
rains caused much inconvenience. When one of thc' lorries
marooned Lewis had to swim back to it with a rope to shackleit
He became, to his great dismay, on New Year’s Eve Squadron M i
Officer. He wrote to his wife how he had to put up with the neﬁj

ﬁ,?]n: i;;oiks'f bad ﬁSh; b“f_'ed pits of waste-a job any man w
e hougsee_é)onl. It’s mine.......Saw the Indian wallahs i
wood. Anoth ne man works for nothing but his meals cho!
L e er sits all day peeling potatoes for six pence
quickly”) TE"Y slowly and I said, “Karo tezi, tezi”
paraffin w ¢ Indian sergeant with a big belly and
he said, « as most impressed. “You speak proper Indit
, “you’ve been how many years in India 2”7

Early i .
5 week:ﬂl{ in the new year he broke his jaw playing fo |
¢ was at a military hospital in Poona. He st

4
°¥i1t§;3 a!;o. A few weeks after leaving the hosp!
% etachment into the Mahratta Hills and whi

3l . .‘_' .“._' . o




e News reached Lewis and his fellow soldiers that ﬂw
lian was to revert to its original role and become Infrantry
lion again The unit moved from Nira to Juhu and there in I
astal swamps they began to prepare themselves for Jungle warfamj.,l by
ﬁ"AuguSt 1943 he was sent on an Intelligence Course to Karachi,
:theﬂ in India. He did everything like a robot. He Joved sleeping out
again listening to the sea.
On his return to his unit he was busy preparing for the Burma
fighting that lay ahead. India continued to fascinate him particularly
during the September and October months when the rain had turned
the “burning cruel earth into a green gentleness of fruit and leaf.”® He
. started reading 4 Passage to India. 1In the second week of December

1943 he was happy to spend two days with his soldier brother in a
Poona hotel.

Onone occasion lewis had a 300 mile journey to look at the
* jungle. Towards the end of February the Battalion received orders to

move into Burma. They travelled by road and rail convoys first to
Calcutta and from there

by sea to Chittagong and Cox Bazar. He
* Pleaded for permission 1o join the men of his Company in the forward
Arca where the first contact with the Japanese was reported. Permission
Was given. On the Sth of March 1944 Lord Chalfront who was himself
o8 his way 10 see what was happening, met a stretcher party bringing
£Wis’ body down from the forward position where a revolver accident
~e4 Caused him to be fatally wounded.
.' 2 l‘When he came to India in 1942 Lewis found the country in the
8po

. war, famine and political distress. He wrote to his friend
Bi'ﬂlda Chamberlain in February 1944 :

If I were 4 young Indian I should wish for nothing exce "ﬁ"-'
Serve my country,

(<~ '::-
i

letter tg b wife Oweno he wrote that India




 Lewis took great interest in the psasants o

tor, il

1

two months’ stay at Mahratta Hills where he ot
In a letter written to Graves at the beginning o

The peasant remains and it is in the villages
what I'm always seeking.12

He availed himself of every opportunity to talk to Indian
often went out of his way to do so. He discovereg that
that quality of integrity which he highly cared for in hnmﬁﬂ
ships. One of his happiest experiences was when he and a fe
were invited to participate in a Hindu religious festival ope
a remote village. The steady chant and the rhythm of the
had stimulated the awareness within him of “a rhythm of
universal and real truths.”13 In his letter to Robert Graves g

January, 1944 which reached Graves a day or two before Ley
in Arakan, he wrote :

I’'m almost completely normal when I'm roaming ¢
country on a motor-bike, aware of the flow and the tr
peasant life, passing gay funerals with beautifully attir
propped up on canopied platforms, or when I’'m p
Victorian Gothic princely palaces in corrupt Native State
or eating a coconut in a jungle village in communion v

dancing and chanting youths before the pot-bellied elep
of luck.14 '

In many of his poems written

that time) there are references t
“By the Gateway of India, Bombay” he writes about “the
who lean against “the indifferent arch of Kings” (pp. 39-4
another poem “Karanje Village™ Lewis speaks of the *nakedc :
begging the elders in poverty”, ¢the crumbling hovels” and the
hags mumbling by the welj» (p. 42). He goes on to say : y

Bqt the people are hard
Diverse and alien, uncert

in India (Burma was a part of Inc
o the poverty of Indian peasants,

and hungry and have no love
ain in their hate. (p. 42)

which has been praised fO_I_l”
picture of India and condemned

poor ending because of the poet’s attempt to introduce a mo
poet says :

In “The Mahratta Ghats” —
beginning with an evocative

««-€ach arid patch

Own the lean folk who plough and scythe and tha
ho is it climbs the summit of the road?
Only the beggar bearing his dark load.



43 p 53). In the second poem “In Hospital : Poona
ﬁiﬁkmeu watching the *‘barefooted peasants winding back.”
gad withered loins in hanging dirty folds

eepings from the disappointed streets, :
glléteslf:mlgm tribes the starving dusk enfolds, (p. 53)

| I.ewis mentions famine in “Indian Doy” :

Dawn’s cold imperative compels

. Bazaars and gutters to disturb

. ‘Famine’s casual ugly tableaux

\ Lazarus is lifted from the Kerb. (p. 55)

: He adds that the sun and the thunder and the hunger grow and the
. peasant is denied the mercy of the rain. (p. 156) In “The Peasants™
Lewis sees a ““dwarf baref ooted, chanting/Behind the oxen by the lake”

(pp. So) and ““women breaking stones upon the highway.” They walk
erect with burdens on their heads :

One body growing in another body
Creation touching verminous strawbeds (p. 57)

Lewis is aware of the climatic problems of the Indian peasants. He
observes :

Drought denudes the planting
In the dry and heat

Dawn spills its ghostly water,
Black heads on the wheat,

(“Observation Post ; Forward Area”, p.5T)

- Hehad a thorough knowledge of the life of the low class peopl
W India. In ks first poem in India “To Rilke,” he says that
bherd sleeps upon a strawpiled bed” (p. 38). He speaks
tand skinny goatherd” in “Observation Post : Forward
1), He sees in Karanji village <Old hags mumbling by
girls avoiding us” and the girl ina red s
her raitle” (p. 42). In “The Mahratta




-

in «Holi” girls “with priestly faees"*-,sﬁrﬁ_n?{?
His keen eyes observe the red ochre melting on the git
their eyes “dark with shame”  While the drum beats 4
young men are fain and

The young girls twitch with pain

Blood drips from the drumskins,

The youths and girls obey

The wild God's uttermost intent,

And sob, and turn away,

And turn into the Indian forest

And there they are as one—(pp. 44-45),

While describing the march of the ““forerunners of the arm
in “The Journey” he sees girls

y’l ."'n ] [-5\

tawny as gazelles
Beating their saris clean in pools and singing,
When we stopped they covered up their breasts;
Sometimes their gestures followed us for miles. (p. 46)

On the way the soldiers came accoss “‘caravanserais of gipsies” «

With donkeys grey as mice and mincing camels
Laden with newborn lambs and trinkets
Tentage and vtensils and wicker baskets (p. 46

As they passed, the soldiers saw in jungle
drenched eyes” avoiding them,
Da}’“

s ““men like fawns, with
“‘bearing arrows” (p. 46). In “Indian
» there is a fine picture of “the supple sweeper girl” who goes by

Brushing the dung of camels from the street  (p. 55)

There is “the russet tribesman” laying aside his flute “Rigid
Time’s hypnotic error” (p. 56). In “Observation Post : Foreward A
he sees childern filled with fear and “wizened women" crying,
bridegroom lying trembling and the bride rigid not because of
threat of poverty but because of the threat of war (p. 58). Deespite
threats of war the peasant draws water early at dawn in the countryside
(“Bivouac™, p. 70) and the poet is attracted by the paddy fields

Where bo
On bamb

¥s sit timelessly to scare the crows
00 platforms raised above their lives (p. 70)

Lewis does not ignore even the corpses. In a village he sees in the
of a crowd perched on a make-shift ““throne” a splendid old Inc
fine clothes The crowd was beating. waiting and buzzing. The

wan a corpse. 16 In “Village Fupera] : Mabhratta” he writes :

ghe.wz}sted sleepy corpse
cnigaly, unassumingly reposes gy 1l
Among the flowers flung on him all day. (p. 48) o "

- L

I‘



-3 ‘ifl.
33) In Karanje village the swceper tells that th

Bre. f

And alone by a heap of stones in the lonely salt plain S
A little Vishnu of stone s
Silently and eternally Being

Bidding one come alone. (p. 42)

I_ewls refers to the arid patches of land with stubborn stones “which

ban peasants plough™ in The Mahratta Chats™ (p. 44). While describing
' 'Hoh he mentions how the girls and youths obey “the wild God's
. uttermost intent™ and how they turn away to the forest as

One with the dust and darkness
When God's last will is done (p. 45)

- Inthe poem “Village Funeral : Maharashtra® he prays thus :

Nandi, bull of Holiness

Ganapati, elephantine force,

Siva, destroyer and sparer,

Consider this poor corpse.’ (p. 49)

' _-“The gods have prophesied disease”, he writes in “Indian Day”, and

- Perhaps there is some sarcasm in his tone when he concludes the
- Second section thus :

Gods and dacoits haunt the mountains.  (p. 55)

 for gods carved out of stones, and dacoits are common in the valleys
I ﬂnd Mountains of North India.

_Another notable feature of the poetry of Alun Lewis
0. mi‘"‘ of nature, ammate and inanimate. Havmg hlms'elﬁ_._ .




5 " and whimper -in the nullah.” (“To.
T T g
They reapped is he scems to have liked least in his I
B amﬂfl:e s, He thinks of these “sacred -:!HF&& )
e thﬂ.—- Ton“l: i.ng obscenely round f)ur”smeil, .or _ *i!‘
el 'thI:heir « grey-down hanging. Thc)f -ta!:g;l_e_p:n
wobscene’” wi and stare mockingly at fhe girl in the
5 th?: ‘tries swinging her rattle’ to drive them away
.‘dispa“miygj,) In «The Jungle”” he compares the monkey
Village™, p. 22)- ¥

jungle with soldiers marching :

i 1 ant and wise
onkeys gibber, 1gnoran _ .
gl;e}z;rr:the ghosts, and they the denizens;
We are like them anonymous, uuknoxyg,
Avoiding what is human...... (p. 70)

Among other animals that attracted his notice are the “Iong
swine” (“Karanji Village”, p. 4l) and “donkeysdgl;e?v ]:;g,t,:m
mincing camels/Laden with new born lamb§ an “Knn ?.sv‘g.
Journey” p. 46), the mules stamping ‘aud graz:?g “( dfuan_p Vig
p. 42), the oxen that shiver in the “skinny ﬁelds” (“Indian Day ,pv,
«the bleating goats” (“The Mahratta Ghats”, p. 43), the cr 0
in the stagnant pool “sliding from the ochre sand and'dmml_g_
great translucent fish/Under the boughs across the runmugﬂ |
(“The Jungle”, p.63), the field mouse in the trenches hge?rmg;
last sighs of the dying soldiers-perhaps a symbol of dcstmctm.n?__..as
Eliot’s “East Coker”-(*The Assault Convoy”, p. 7/), and the fab
crouching beady-eyed (Bivounac”, p. 66), "

Nor does the poet fail to notice the Indian birds-.%bf’g\-.;'
winged gull which

beats down the bay,
Finds the mole, the square of green
And shakes the tempest off its breast,

(“By the Gateway of India, Bombay
the vultures

Groping the refuse for carrion
And the burial cairns on the hill with its spout of dust

the hawk that

sees something stir among the trenches




.'1 In “The Jungle” he describes
i

|
I

 only of
¢ fne sketches of lan
g Rilke from India Lewis writes :
: d the pure horizon for the earth
-Tgﬁgﬁn grey bare peaks that might enfold
a "Th'e empty crumbling soil (p- 37)

refers to “the sarabande of trees/of guava and papaya/A
. on blown poinsettia” in “The way Back” (p.4l) the “yel
ﬁﬂa" that “stiffens in noon” and there are
. Hedges of spike and rubber, hedges of cactus
Lawns of bougainvillea, jasmine and zinnia.

(“Indian Day”, p. 55)

The banyan’s branching clerestories close

The noon’s harsh splendour to a head of light  (p. 69)
A In the concluding section of *‘In Hospital : poona *(2)”, Lewis refers
£ to the garden in the hospital where the patients used to assemble in
the evening. It is a symbol of a place of refuge for them (p- 54]'.

Another vivid account of landscape is in “Observation post :
Forward Area™ :

The thorns are bleached and brittle
The empty folds decay

Roofless trees crack the silence

Of inarticulate dismay (p. 57)

3 The soldiers had sometimes a lot of trouble crossing rivers :

Somcl%mes there were rivers that refused us
Sweeping away the rafts, the oxen;
Some brown spates we breasted

(“The Journey”, p. 46)

b

ailes &ave him deep happiness and spiritual refreshment. The
a?-s _h'aUnted him like a passion although it does not seem to
Smbolic significance as in the poems of Dylan Thomas.

) arachi on an Intelligence course he loved ]

Et:-pi"g out again, this time in the beak .

' tran. Ereat white ange| on the red sands
“nquilsitting listening to the familiar

Lewis was very fond of the sea and the beach of Penbryn in



T «two Arab fishermen mending their ne
 «the immediate contact with the wild sea” for it
~ worry and longing and doubt which assail him. 20
«Motifs”, a love poem, perhaps written in Ks
a description of the tide :
The tide is slack in equipoise
Lacking the inmost reaches of the creek (p. 65)

ees the fishermen brim their torn sails”; he lis
). In “The haid” Lewis writes ;

And he s
«harsh cicada’s monody™ (p- 65

The estuary silted up

The dredger rusting by the pier

The beaches red and indolent

The coolies running now with fear (p. 73)

Even asa boy he liked mountains, especially the Cum
In India he watches the «hills’ red thighs” and the eagle olime
her mountain bed whose soil is fine as flour and blood-re |
Mahratta Ghats”, p. 43).

There are several descriptions of the different times of the
The heat of the sun is mentioned in many of his poems :

.‘l

The valleys crack and burn, the exhausted plains
Sink their black teeth into the horny veins

Dark peasants drag the sun upon tht‘:.i“r“l.::acks.
High on the ghat the new turned soil is red
The sun has ground it to the finest red.
(*“The Mahratta Ghats”,

The “daylight’s silver bangles” glitter on the naked feet of the
(“Indian Day"’, p. 55); «The sun has sucked and beat the encl
hills/Into gaunt skeletons” and the sickmen in the hospit
wsoft shadows warm those bones of rock” (In Hospital : Po
p. 53); “In mole-blue indolence the sun/Plays idly on the
pool” (“The Jungle”, p. 67), the w“merciless sun” “beats on the
river” (“The Raid"’, p. 73). .
Lewis thinks also of moon and night in the Indian pe

in “Shadows”,

The cold winds of indifference
Elsturbhlhc scarves of night

s earth and moon go voyaging
Through dark, through light. (p- 51)

4,
I
i



‘moon’s ammunciation grows” at
~ There are also descriptions of rain an
orrential rains caused much inconvenience to t
soon as they landed in India. Perhaps in his In
tions of rain are based on his own unpleasant expe
islorﬁi’s cold javelins” constrain the “swirling roads” 'and'_ lso K
s *the biting arrows of the rain” (“By the Gateway of India,
“bay".‘ p 39 Lewis watched “the shafted rain/Feminise the burning -
and,/Cloaking with a green distress/The cerulean and the ochre/Of the
on's ruthlessness” for “six days and two thousand miles” (“The
Way Back”, p. 40). Autum is described as “rotting like an unfrocked
est” in “The Jungle” (p. 67).
I Thus Lewis has the same clear eye for all the aspects of nature.
 Slips of landscape are sometimes let in as background to his pictures of
" man as in Larkin. But he also describes nature for its own sake on a

e ly as adjuncts to human feelings on incidents. e

| few occasions, not mere
& And there are lines and phrases ‘““of aspect more sublime™ in which he

~ endows inanimate objects of nature with life and feeling. On rare
omes to life with a mystic voice in Lewis’ poems as

A
tion

~ occasions Nature ¢ -
in “Water Music™ : {
- ':I-

Deep in the heart of the lake
Where the last light is clinging
A strange foreboding voice

Is patiently singing. (p. 49)

The lake water is cold and ““dark as history” (p. 50). In “Indian Day”
he writes :

Yet all night long the boulders sing
The timeless songs of mountain streams. (P 56)

I

He mentions in “Wood Songs” the pine trees casting their needies softly
for bis love’s “gipsy bed.” The tall blue saplings “whispering more
than can be said” (p. 63) sounds Wordsworthian. In “Bivouac™” he
s “the dry disturbing whispers” of the «agitated word/With leathery .

detta, Mantillas dark with blood” (p. 66).

Even plants have life for Lewis. Just as Burns mourns
bction of a mouse’s burrow or a mountain daisy by a plough



In assessing the worth of his Indian poems i
¢ th written in India in the pre-Independence
that they Were a British military officer.  He was the
to this °°u,n e ino to a dependent country as jt
of the ruling race coming hetitt e
Many in this capacity would hav.e felt the w {tetmgns-.__
- heavily. What is to the great credit of All:ln Lewis is thag
' without any vitiating obsession. He describes what he sees 3
Jeast prejudice. All his poems are characterised by simple

Whether it be the Indian scenery, Or the‘poor peasa::.lts or

of Gods, he sees them all clearly and describes them with verisimilj

Not verisimilitude only but with sympathy and understanding,

English writers in the last thirties would have seen India withsqe]r;

eyes or written about her with such a warm heart. John P

pointed out that while Keith Douglas, another Second Wor

poet, savagely dissects the people in war time Cairo as types of

corruption, Lewis observes with compassion the Indian peasants bo

like their ancestors to the parched soil.21 Only towards the very

of his stay here did he begin to feel that Indians were no

blameless for their miserable plight. This attitude is reflected

his poems, but in his last letters as for example his letter to Br
Chamberlain in February 1944.22 [t is remarkable that AlunLe

was not affected by the political conflict during his sojourn in fh

country,




'uﬁ John, Alun Lewis, p. 62.

9. Alun John, p. 73.
ﬁlnn John, Alun Lewis, p. 70.
Letter dated 21st September 1944, In the Green Tree, p. 48.
|bid, p. 62.
Letter dated 9th Jancary 1944 /n The Green Tree, p. 55.
|14, Foreword to Ha ! Ha ! Among the Trumpets (London : George Allen and

Unwin Ltd., 1946), p. 10. See also letter dated 9th January 1944 to Gweno
In The Green Tree, p. 56.

ﬁ& Anthony Thwaite, Contemporary English Poetry : An Introduction (London :
' Heinemann Educational Books Ltd, 1964), p. 124.

18 Letter dated 15th January 1944, /n The Green Tree, p. 57.
‘17 Alun John, Alun Lewis. p. 84.
18, See also Letter dated New Year's Eve, /n the Green Tree, p. 30,

,;19 Letter dated 5th September 1943, In the Green Tree, pp. 46-47.
2. 1bid, p. 47.

821, A Map of Modern En

glish Verse (Oxford: Oxford University Press, 1977),
D231,

2. Alun Lewjs. Pp. 66-67.




 bores turn elastic
soft as wax : ;
blood becomes fuel thin
boiling and mesmerizing
elixir of prevalence

3 Sinking into quicksands

P of enchanting revel

near high—cascading tickling
is thrilling essence

Like time~capsule dug—up
by opposition of ridicule
why waste of solid stock
tarnishing primeval glow ?

That prefers wine rather
neither Christ nor sex—
nor a ration card that

brings provisions

Selfless evaporation
spilling fragrance —

that’s the natyre of camphoy !



The price of India’s Independence —the mutilation of the cou

L : ;
| communal riots, mass exodus coupled with an all-pervading sc

| economic-political crisis—blasted the much cherished pre-Independence

increasingly complicated, if not collapsing, world. Having both the
destructive and the constructive heritage of colonialism, distrusting the

traditional social codes, customs, conventions and yet rooted :i‘ﬁ_‘l :
them, both allured by and skeptical about the ‘progress myth® of_'jthﬁ,'
highly industrialised West and painfully aware of il

That person who sleeps on the pavement and dies of hunge
that person whose father was killed in a riot and...whose
blown to smithereens by a bomb...those who are daily dyi

of fear of the world blowing up..who are losing hope,
their sense of direction and all meaning,1

.~ the young generation is bewildered. Growing up with the changes, 1
;"'f the young are unable to adjust themselves with them. The.

'. ___Fl'ee'dom Movement having failed to establish a ready ideo

f“" th.er.n to step on and themselves having no inner stre'ﬂ_g!: -

°f Tediscover a profound ideology for themselves, they
_mS to indefinite frustrations, vague desires h°

.ln.ess Within.” Their ‘days unfulfilled and nights

; "_ their ‘heart ever hanging in mid-air.’




wandering in this
ace to face, but uoshake
to this Hall as a refugee, 1

_er.unfulﬁlled It 1ollow 1}
y Trishanku

~Jcomet

The days €V
And nights without peace—1m
Heart ever hanging in mid-air2

writes a modern Indian poet.

1 don’t share the outlook of my family :
rt of the whole racketilag;‘lozm

I have to beapd
nor among - the so-called Westernised set...call it the tra,
; the tra

streak in me....1 belong nowhere. I'm a misfit,3

sighs Arvind, the sensitive elite hero in Murli Das Me It
Deep Rools. «QOh dreary, how dreary, how dreary...... All t*‘i:.w ANi'S ola
gone, 80 the poetry,” cries Arun Joshi’s Billy B}Swas y e____
of Billy Biswas).A caught in the stranglehold of the o . Sm."@‘“-
Sociﬁ'ty’ and suffocating. Weary of the Socio_economicppoﬂnulﬂ
nf)thmg progress, nothing advance, but everything tul'non:ss
hl.m and fall in a shower of ashes and rain”) Anitrn SIQ‘:}?.
N.II'I?‘Jde (Voices in a City)5 keeps himself un;nvol adDeS_al-s .
.hls 1solation as a distinction and an identity. “H v;' o
instinct that he was a man for whom alone.ness cl e lmr.
natural condition, aloneness alone was o ta one _“’asthg_
Recent Indian Literature is replete with the se:f-chosr:zs?sr;?gt o
‘isolates’.

Unlike their Western ¢ ist-Bxi o
oi‘::e n;odern Indian writers Zl(l;e]i:tE;f::‘::::h;o;?:me?mh.
as the - afng m of ‘i
i Otl.‘ll];i.lll]‘]f!r::lid!r .tnd the ultimate human condition,oan:isllﬁ
insu:moumablsd‘mgt belwan....man’s aspiration to “Bitj . d

e dualism of mind and nature.”¢ Belonging, 3511151

wi

to a culture that i

15 Yyet 10 expe 1 : &
traditional vz | EXpeRIcT R EES serious brea ) its

; \""diue structure, 1ts moral d o y k !
have their faith in the related and spiritual beliefs,
self. As a cont AT and the wholeness of lifean
Sy ma;ngmry Indian poet says, trying to define the O )
him because he stroiie tde:: nition in a word is chaos but-lié-
\ O be a ﬁﬂi h " A
conscious shed man.”? ;
heiehlenezess the Isolate is, though not alw:nstheth?doi;n
& sensibili = » e Ol
S farZSIFlhl}’. who sees life in a largcf pcrspecti‘i'ﬂ’s
s forward’ for a ‘deeper i S

communion. 3

: Sometim

pronounced a:?n 11]1; ISOI.a te’s quest for relatedn

elementary form illy Biswas who seeks the valu
and an aesthete’s fulfilment in PP




cliberate non-participation or irres|

. more forbearing and/or committed, to

y contrasting perspective. Auntie in S
to the self-indulgent new generatio

s
a sharpl
wosuch @ challenge

were dedicated to a very great movement ol

e at least : .
£ mediate wants and whims, and we owe you

Wi .
- our own 1M i o .
_ .9“.’;:1[,' put what do you do with it ? Give it back to the Bt -
- e generation...to fook after while you carry on with your

oty affairs, too timid and hopeless to concern yourself with =

| gything bigeer. (P 222)
it seems almost an obligation for the Indian =
to let their non-relatedness become a mere question

hinking habituality and negation.

a play of the young Indian
‘directly’ and, distanced as

seek life’s meaning in their

<+ or implied,
~ateiders not
mark between unt

Badal Sircar’s Ebam Indrajit is
fsolates who face the realities of life

ey are from the given alternatives,
own terms.

11
; with the Writer, a misfit in the con-
{emporary go-get-opportunist world, sighing for want of a theme
Mibat touches the core af life : ““I have nothing to write about
Who shall I write about ? (p. 3)” As though in answer to his doubts
dour Characters, “the undramatic material”’ of our time, present
Miemselves on the stage. The three announce their names as Amal,
‘Vimal and Kamal. Having names they are yet nameless «Indrajit
mﬁ" says the fourth, correcting his earlier self-identification
- & Nirmal.

Ebam Indrajit® opens

. Indrajit, the mythical conquerer of the Lord of gods, the
amation of the undaunted spirit, is now buta nostalgic dream
tthe Writer still cherishes and the modern Indrajit wishes to avoid.

Writer : You’re not Nirmal... You must have another name.
You have to have. (p. 4)

. Indrajit: 'm older now. Age is afraid of joy, of happiness. L8
I It only wants comfort. Peace. Now Indrajit only
E wants the comfort of a dark, cloudy sky. (p- 3) ="




~ Perhaps because of, and in spite of, B
different from the unthinking average. His isolaf
and luxury, at times bring him close to serious ge ar
carly scene catches this. &

Writer  : How old are you ?

Indrajit : A hundred. May be two hundred. | ¢,
According to the Matriculation Certificate, thiy

Writer : Where were you born ? i

Indrajit  : In Calcutta........

Writer  : Marriage ?

Indrajit  : In Calcutta.

Writer : Death ?

Indrajit : Not dead yet.

Writer : Are you sure ?

Indrajit  : [After a long pause] No, I’'m not sure. (p.5)

As the dialogue changes from word-playing comicality to exist
query, the non-dramatic drama in the life of Amal, Vimal,
and Indrajit unfolds itself. The two Isolates—the Writer and Indra

himself-witness the scenes. For Indrajit, the actor-spectator, it is mos

memory play. Many of the happenings are the flashbacks of his own
bygone days. The Writer, a Choric presence, watches from outside,

Life’s course from *home to school, to college.......to the world’
is an endless process of growthless growth, of “going round 2
round.” As Amal, Vimal, Kamal and Indrajit make a puppet-show
their school days, responding to roll-calls, chitchating on crick

football, film, politics, “nothing in particular,” the Writer, the Qutsi
within Indrajit's mind, pulls him aside -

Writer : What are you doing ?
Indrajit : Nothing. (p.9)

Writer : What did you do ?
Indrajit Nothing. (p.10)

Tied up to the daily tedium (“All these minutic—they
meaningless”), Indrajit’s runaway imagination craves 10
“somewhere far away. I don’t know what’ll be there—junglt
: or desert, or iceberg.... ...Strange people —Bedouin, Eskimo-
outside geography......Outside —bzyond” (p.10).

2 it e I e L e st DL S L L



engrossed in “the beauty of the far off and the
m of the great wide spaces, the wandering onand on
o secret......hidden over there. Beyond the -Horizﬁn_
v ‘Mayo (Beyond the Horizon)11 becomes a perpetual misfit in
stitarjan world and is finally destroyed trying to surrender to

ing neither Chandra® will nor Robert’s inaer calling, Ind
<eadily accepts his longing for a larger life asa momentary fan
‘ m the Writer asks him to take to the Road of Life, he retreats.
o

Writer : Let’s go,

Indrajit : Where ?

Writer : Well, you said you wanted to £0 away,
Indrajit : Now?

Writer : Why not ?

Indrajit : Don't be stupid...What about mother ?...And the
exams. are just round the corner. (p. 10-11)

III

& And so Indrajit chooses 1o return to the dead routine and to remain 0
adjusted—maladjusted as he is while the Voices at the background sing

the chorus of unbreakable habituality : “

One-two-three-two-one-two-three
One-two-three-two-one-two-three. (p. 11)

Occasionally Indrajit flares up ;

& abide by rules 7. One can hate rule
‘Which surround s (p. 21)".
E ﬁshling ?* asks Manasi, his |
B, “The world | The
!:'QI.Ilpromiser. But the posture

**Is there a rule that one has to
s..Bring down all these walls
—“And who are you supposed to be |
ady-love, the conformist within hisown

‘I‘

people around us !” rages the -non-ff---' A

_ does not lead him to anywhere. “ltf’é’g. .

‘_’_mless anger. It’s blind. Powerless. It only beats its head against the
Il (p. 23y, Indrajit himself finally laughs in self-pity. At hear
_'aflthc more helpless, unable to sustain his anger. “When
18 gone, I'l] be finished,” he sighs to Manasi.

l‘{mtlf maladjusted and in the dark (“I can’t unde
. & 100. But I become sad; I feel a sense of pity”), Ma
~ "€2h Indrajit in his non-relatedness, “I know

g™ =

-

' | ~.'.‘F.'Li""-
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an unrelleved sadness as Indrajlt and Manasx stan._ toget
| ‘while the Writer observes, suffers and soliloquizes :

Indrajit and Manasi, They’ve come a long wa
really come ?........IU’s all a question of going round
The answer is a circle—a zero. That's why no o
whole question......The answer they get is—life,
sort of life for each man. (p. 25).

The awareness of man’s isolation as an inescapable existentia]
makes the Writer longing for the opposite. He prays for the p
that reveals life in its relatedness: “One moment, one single mop
...Deny that going round and round.......One moment in the
Life... ...Let us save this one moment in the present—that is Jifa”
(p.
Suddenly the illumination comes. The Writer envisions

its eternal cycle :

Amal retires. His son Amal takes up a job.......Kamal i
His son Kamal takes up a job. And lndrajit And Indrajit’s
Indrajit.......There on the pavement......iS a WOMADwwm
husband died of TB. Beyond there is an orange sky under \?
Manasi wants to love life. Life. So many loves. So many |

and bits and parcels and pieces and molecules and atom
they mix and mingle and move and turn and go round
and round till they become a giant ferris wheel......And on
one, seconds. minutes, hours go round and round.....th
goes on...... Our earth—our century. (pp. 28-29)

No longer a detached observer, the Writer realises himself inyols
the Wheel of Existence. But his unprepared mind fails to sus
vision of life and death, the part and the whole, time and e
together. The image of himself alone in the impersonal everlasting
cycle makes him scared. In order to escape the horror of i50
tries to see himself identified with the others; “The ferris
damned. The question itself be damned, We are here—Amal
Kamal. And Indrajit. And I. We are here, still here, here 0
(p- 29). But with the feel of togetherness both with the of
earth missing. his words are tense. The darkness on the
so does the inner darkness of the Writer., Se}f-condcmne

and unable and unwilling to encounter the situation,
divided. I am broken into pieces, into atoms........



e core, the situation remaing constant. Th
other phase of their life “from the €0l
Id is an office.” Manasi alongwith Amal, Vima 1
it enact the quotidian, while the Writer in the role of
eon, the choric commentator sets the typical not
gign_ation :

¢ of mon

[

Writer : After the files, tea. Then files, Rihs -

Then snacks, Then 1SS
flles. Then tram-—--—hns-—--—-train_.____];og,d of i
Directors———conference.... .. «.budget.—— Annual 0
report-——That’s all, ladies and

gentlemen. That's
all,

Amal : That’s all.
Vimal : That'sall.
Kamal : That’s all. (p. 33)

., Only Indrajit does not join the choir.

He questions, but not knowing
- any ready alternative,

regresses to habitual acceptance, powerless before

its inevitable pool : “something besides all this...... Is there nothing
except this ?....... I don’t seem to find any{hing.......Anyway let it be.”
(p. 34)

Unable to escape the anguish of being aware, the Writer

A

ponders : I am thinking.......Am thinking........ Isit there with the part J:
and think of the whole T sit in the dust and think of the earth that is b
erushed.” (p. 34). He searches for the core : “I still think of Man, the :'
whole man, and the f, ragments of my consciousness are still searching— _'E‘i
Searching for something else.”” F inally a bewildered Everyman, he asks el

Auntie, the Earq Mother, the question of all times :

Writer Who are we 2

Auntie -

What's there to think so much about in that ?
You are you. Who else ?.......

Writer But what are we ?

Auntie : L jsten to him. What are we ? You are all ImghtI
pieces of gems, that's what you are. (p. 34) -
'S self-idenity
€arthly care

5dom pg lit

in terms of himself, the value and fulﬁll_;qent
are man’s primeval and ultimate realisa
tle impact on the fragmentary conscious



:
Lis .
'i'.'. 5 g
= i) g S0 Tt 14, e y Fpci el B 0"
h!!.a‘ir".:m:ﬁ; TRt S5

------ CCCER

%ﬂ.y should you live ? Why should you die ? e
Everybody does it ! That’s why, that's why. (pp. 35-3¢

If following life’s course In smiles and tears, love ap d
is nothing but habitude, so could be man’s maladjust
protest, his dream of a larger life. The subsequent scg
bare that for all the three Isolates their maladjustment has
a set mental attitude. Having surrendered himself to the ‘success m
and tired with it, Indrajit indulges in his old dream of lifs Bey
fails to sustain it, reverts to his characteristic impasse, and yet dreams
again. Manasi, by now another routine in Indrajit’s life, repe
speaks of the life of values and deepar relationships (“I maybea germ
but still I seek.......The audacious assertion of life claims immortalily
in its brief spark” p.41 «Perhaps there will be something deeper, more’
meaningful” p. 14), but withdraws herself to her ineffectual shadowy
presence. The Writer, non-participating, questions, falls back to}
despair, questions again, despairs again. Nothing happens.

Then the scales are suddenly shifted. Manasi shows a clear
insight into and a firm grip over the situation. She also understands
the others better, Her dialogue with the Writer about Indrajit indicatéss
this. ‘i

Writer : The more I tie him up in a plot the more he esca 3
........ Oh ! He knows too much......

Manasi : Still he dreams.

Writer : The dream will collapse one day.
Manasi : I know. 1
Writer : And then ? .........What then 9 Won’t he go under %

Manasi : Let him. Then he may find firm earth at the bottoms
Then he may start living again. (p. 50) ;

Manasi’s word have a ring of confidence so long absent in the P
Having participated in the dynamics of experience—both her O¥
of the others, having accepted and loving life in spite of all
and turbulations, Manasi, the Insider-Outsider seems to have
the Truth. “How do you know that 2" asks the Writet. —*
nothing. I only believe,” replies the daughter of Earth. I

e



, 1;,,,51]; and walk and walk. Keep on walking,
7 p. 55), the Writer, now almost an ‘ubiquitous omnis
+ pronounces man’s destiny : ' "

~ No, there’s no escape

' Hungr
e .gtlllal%ercd days. Bitter hours.

[ am. Even today.
Alike. Awake. And remembering.
There's more lgfl.
More of this life.
What I was, I still am,
Will be, beyond,
Far, far away
Being more and more and more
Its all me—it’s all I am. (pp. 55-56)
" the realisation of the I in the other man does find his ultimate
fulflment. The words of the Writer make Indrajit painfully and self-
@usciously aware of the ordeal he never accepted, the role he never
' ayed, and the inner light that never came to illumine his conscious-
m “] had to do something......coming up filling the sky with light
 ffom one corner to another........The light never came. The sky didn’t
. I could not leave the solid earth” (p. 58).

~ For once Indrajit tries to come to terms with himself : “So long
Q.md“" accept my ordinariness I dreamt. Now I accept it e NO,
Manasi, don’t call me Indrajit, please don’t. | am Nirmal, Amal, Vimal,
and Nirmal” (p. 58.) Having fared through life’s cheqwmd
When Ibsen’s Peer Gynt looks back on his diverse roles, he :
that they are nothing but layers of his consciousness. At the cor
‘lobody’, As the realisation dawns on Peer, he feels 8.
With nature and the fellow mortals. He finds his way
' the core of the Farth, his Home. Having never &
of Peer, never really introspective or self-anal)
U0s his self-identity in anonmymity, Bor his piac
solate, he yet remains an Isolate. 3

2 --:_-|A-
2~




~ walk on. We are the cursed Spirits of Sisyphus

mckto the top—even if it just rolls down" (p 9).
see the role befitting him. To accept ‘isolatian’ as a Sigy,
is to see the journey through life as meaningless, yg]

“Must we, even when we know ? ..

questions the Writer, evidently unwilli

aluelesg

< Must we il 1053, .
Dg 0 accept the 4jper,

Nevertheless the drama ends with In
Writer—the three fellow Isolates intoning tog
of the road :

And hence

There's no hope

Of fulfilment

Have faith
In the road

drajit, Mapgs:
ether a Sys|

No shrine for us
No God for us
But the road

The endless road.

that Manasi, who all along the

human desire for a life of values and deeper relationship and
kindles hope, should accept an endless, hopeless, goalless
through life as her final mode. [t is equally unconvincing that the Write
whose artistic sensibility always searches for and has occasional g
of the wholeness of life, should discover in the Sysiphian ‘paradox’ i
Own poem of the Road. It is doubtful whether Indrajit himself, w

through the play feels his isolation as an agony and craves for
ness, would have his faith and fulfil
preserve it as Truth,

play has been an incarnation

ment in the negative stance

Isolates can no longer remain’
participating. Their ingrained longing for a life of values would ¢

tnem to go along the Road of Life, the eternal wayfarers in $¢2
a whole and wholesome existence. There is no escape.

I

' Itis a traditional Indian belief that isolation’ carri
!mperative. Non-identification could be a way to deeper 1
distance a better Way to rediscover if and when the



Indrajit so long as the Writer is unable alldlm il

ssness. Untempered by experience, Indrajit’s idea of
00 remains but a means of escaping from himself and the sj
only when Manasi asserts her faith in the Road of Life and
+ two Isolates join her that hope arises that the Sisyphian.h'yi;l?“ A
notwithstanding, they might be able to break away from theﬁmy =3V
eir isolation, might be able to forward through life’s quid dllles e
_profundities and would discover their own ways to be “new, to
‘become a form and find relevance,”

University of Kalyani,
West Bengal,
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¢ The volume of Heming\f-'ay criticism Produccd on both_siécﬁﬁaéi:'r‘" ; 5.;'_
| ihe Atlantic and of the Pacific in the last six c%ecades is ?taggm‘ng_ﬁ e
dre Hannemann! lists 914 *books op Hemingway or sngniﬁeanﬂxi N

eationing Hemingway,” and 222 items classified as “Newspaper and ' e

wodical material.” Hannemann’s bibliography and its supplement '

r publications upto 1973 only In the pext eight years for which

fhe relevant information is available in the MLA International
jjwiograhpy, another thirty-two books and 574 articles have appeared.
Thus the total number of books discussing Hemingway comes to 946
and the total number of articles to 3246, Although these figures may
not be authoritative or comprehensive, they give us an idea of the
'."- ensions of the Hemingway industry throughout the world. The
sheer bulk of the critical output forbids evaluation of each item in a
short paper such gs the present one. However, certain trends in and
Significant contributions to Hemingway scholarship in the Jast sixty years' SIS
% identified. 1 have chosen 1o cxamine these as a viable alternative = Tl
;—‘“d’aﬁng with a huge and unmanageable mass of critical effort, N '.k;-.l
{ . Sl
critics of Hemingway's fiction, '-.'-_
y, Virginia Woolf, and D.S. Savage— 1
themselves—have more or less a similar .,
rk is low-brow and that his characters ;
- Lewis? likened the Hemingway hero to a *dumb ox,” “a
bovine, monosyllabic simpleton” to whom things '

8¢ is called 4 ‘underdog dialect;” his world is
EPO5C” Lewis goes on to say that Hemingwa: '
f Violent action.” Lewis used this nicks
characters, and not to Hemingway.

&)

US start with the British
Lewis, Aldous Huxle

Let
dham

them Creative writers

-?T_giut that Hemingway’s wo

pid




' ‘work of art : it defin rely. It says th

5 o .ssiifaﬁl’e as 'lyric':al....Hcmm'g\:ay has been 2
ﬁxoeptlonal genius of folk em_otlon's. 3 A-lt-h'o.ug_!) the ¢
 of Lewis's first essay on Hemingway secm (o denigrate him
essa-y' makes it clear that .Lems considered the_‘Am.:,'jca
important artist in the twent!eth c:*enlury. An artist ""al-,_

only through his senses and in this he resembles the dump ;

Aldous Huxley4 complains that Hemingway feigns stup
that he tries to conceal his culture and education. Ing
Hemingway is accused of inverted snobbery.  Hemingway a
criticism in Death in the Afternoon by saying that it would be
to make characters talk of high-sounding things like culture -ﬁn'l :
if the theme itself is not any of these. He was interested in _
living people and not characters. The latter, in his wj
“caricatures.”’> Hemingway does have an expert’s knowledge of
economics, war, France, Spain, Italy, East Africa and Cuba,
sports like bullfighting and fishing as his articles to many newsf_
reveal, He has the power to observe, to analyze, and to pre_dii:‘t].
has correctly assessed Mussolini as the “biggest bluff ;6 he con
predicted the outbreak of World War 11.7 These are pr-oof#’,!' |
knowledge and intelligence. He did not feel it right or n
bring in extraneous issues of politics or culture into his creative
While Hemingway dubbed such an attempt as “fakery,” he th

characters who are made to discuss these matters would
““caricatures.’’

N Savage8 compares Hemingway’s stories to those in
magazines. He is unhappy about the “lowest stratum of society:
which Hemingway’s characters are chosen He finds faul
“retrogressive recapitulation,” “profound spiritual inertia,”
repetition,” and “proletarianization of literature” in F
Savage’s complaint against Hemingway seems to be an ind
snobbery, Hemingway may lack a political philosophy
and Savage wanted, but he certainly has subtlety an "
cc.mt_mlled understatements and structure of The
A4 Farewell to Armg are impossible for a writer whe



dicts Lewis’s theory of the “dumb ox» .
ti _guish between  Hemingway 'al‘ldhfj_,:js
. may have ox-like instincts, but the author is
stically, Bates also discusses Hemingway’s
pation with death and says its possible origin is in Catholj
Pritchett summed up Hemingway’s place : More than any off
¢ has defined for us the personality of our own time,”11

John Atkinsi2 and Stewart Sanderroni3 seem to be theé ]

British critics who brought out book-length studies of Hemingway

kins's declared aim is to demonstrate the part played by “fear""._.iﬁ '
mingway’s work. But his book is full of familiar ideas and examples,

He seems to have a frivolous attitude to literary criticism. He is biogra-
phical, diffuse, incoherent and rather dogmatic. By contrast, Sanderson’s
kis a neat and balanced introduction to Hemingway, dealing
Sympathetically with all his works and with several aspects of his
genius.

L

The Irish writer, Sean O’Faolain, is somewhat ambivalent in his
jeriticism of Hemingway. While he finds Hemingway’s heroes without
irains, traditions and memories, he is generous in his praise of
Hemingway’s art in <A Clean Well-Lighted Place” as one “entirely
fhnctional and unobtrusive.” Hemingway is a “delicate sculptor of great
muscle,”14

rdordinary “phonographic’’ quality Jean-Paul Sartrels -natedﬁ_
ound”™ influence of Hemingway and his generation of Americ
s on French literature. Francois Mauriac8 thaugh
gway not only wrote *great’” works but lived them_ l pla
Roger Asselineaul? recognized the influence _‘___of
Ue on Sartre and Camus. The B}'l'_olli? atti
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Attﬂl:@ area’s19 criticism of Hemingway's

ﬁhr.- _-_:cbm'ins as it does from _al;_snanla-rd,:_;,

P a__.bf'Haniin§WﬁY33 cherished convnc-tmn,s__ on the a)
Eﬂea finds that For Whom I}fe Bell Tolls .lS “‘untr

~ about the Spaniards and their war.. He feels tI.mf it

A ufeaiism" as its author tried to tl.'am?fer the c-mo.tlbn's__ of

_ to those of the war; the characterization of Maria is “uprey ;

her middle-class, Catholic back ground would not permit her ¢,

with a stranger (Robet Jorden) so readily; the collective rape

by the Falangists is unthinkable since it is against Spanish ps

Even Hemingway’s language, in Barea’s view, is artificial, Th

expressions are pompous atlempts to translate simple Spanish

Certain words like “rabbit” are not spoken in public (as Jordan

because of their obscene connotations. Barea sums up his iﬂdictui

Hemingway’s novel by saying that Hemingway was *“always a specty

who wanted to be an actor and who wanted to write as if he were

actor.” This criticism cannot be brushed aside easily. No attempt

made either by Hemingway or his apologists to answer the chary

fakery in theme, characterization, and fictional dialogue In theab

of a rebuttal, our belief in Hemingway's verisimilitude is diminished

:’T_he Italian critics, Mario Praz,20 Pier Francesco Paolinitl
Nemi D’Agostino22 are insightful in their criticism. Praz discusses
vogue of Hemingway who was at one time tabooed in ltaly beca
his views on the Abyssinian war.) He also traces the American no
influance on Italian writers like Elio Vittorini Barto. Paolini mak
insightful observation on the recurring motif of “luck”™ which he
a “fatal entity.” Paolini’s term is misleading; *fate” implies tha
universe is governed by divine ordinance, that there is a princi
order and justice which is ultimately established through appropr
punishment for evil. Such a neat pattern of justice is perhaps noticead
Hemingway’s juvenile stories like *“Judgement of Manitcu.” The i
sonal mass slaughter in the war could neither he explained nor
stood in terms of conventional notions of divine justice. Paol
observes the structural likeness of To Have and Have Not and
Adams stories, both of which are ‘“sectional works” With
strucfure and a recurring hero. D’Agostino is the Italian
Hcfningwa}' who, in his view, had “certainly neither the A
tl’all_llflg necessary to create a work of art engage in the de
1o write the epic of ideological and social conflicts in &



| ‘gaard’s L
ductionism. Horst Oppel analyzes g
o dcplh and observes that Cantwe

ance of subordinate themes which emp'ﬁés‘_ ize
wovel.

‘The Russians are partisan in their view of Hemi‘ngwa'y':
Have Not and The Fifth Column are praised because they
i dly dealing with economic, social. or revolutionary themes,
Whom the Bell Tolls is not favoured because of jts disparagem
ussian officers in the Spanish Civil War and
on of the Fascist, Berrendo. Sometimes,
ppared to Tolstoi, Chekhov and Pushkin. The
tby death. Its recurrence in Hemingway is exami

the humane characteri-
Hemingway was even
Russians are fascinated

ned by Ivan Kashkeen ‘* 2
who points out the purposelessness of Robert Jordan’s dea

WKashkeen®> prefers to view Hemingway as one who affirmed “Jife in [ "!4
death X
E The Japanese critics of Hemingway display both insight and
rigour. Keiichi Harada26 examines the symbolism in The Old Man and
* the Sea. He finds parallels between this novel and Odyssey and Moby
“Dick, all of which use the sea asa setting and a metaphor. He finds,
. for instance, that Di Maggio’s bone spur is similar to Udysscus's scar,
Achilles’s heel and Ahab's leg. Santiago suffers like these great heroes
and be achieves greatness and distinction very much like them. Keisuke
 Tanaka27 €humerates examples of the use of contrast by Hemingway as .
4 thetorical device in his titles, themes, characters, etc. The ‘balance”
.

‘unity"” in Hemingway's works is traceable to what Tanaka calls¢ﬁ§
“dipolar construction.”

In India, there are nearly a dozen Ph. D. theses, ﬁ"e'h.m?h- il
oountless articles o Hemingway. Some Indian scholars
ed their work on Hemingway overseas. Sincel propose

| ndlan scholarship on Hemingway separately late._l',-l_?g@-
0tion it here ip Passing. |

the United States, Hemingway ’s work a
20d intensive critical treatment. Most
: - e

Ry <
c.ﬂ_-,-.:l'.__ &
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; 'vanous aspects of Hemmgway S work :
' _-_symbohsm, Young is largely concerned with the
the dwelopment ol‘ Hemingway's style; Kill

in analyzing Hemmgway. Brooks and Warran’l‘I ana]"j‘m
from the standpoint of New Criticism. R.P. warren3s jp g
essay shows the parallels between Wordsworth and He
declares that the latter is essentially a lyric rather thap g
writer. Melvin Backman36 identifies two themes-of the mat:
crucified-running through the Heminway canon and demo,
these are blended in The Old Man and the Sea. Harry Le
the specific problem of Hemingway's style. Lional Trilling38
Hemingway's view of death with Donne's view. Allen Guttman,3
Hallidayl0 and Bernard Oldsey examine various symbols, I8
Fiedler's41 attitude is somewhat ambivalent. He finds that Hen
like Melville and Twain, was incapable of dealing with ap
heterosexual relationship. Nick and Bill, Jake and Bill, Fred
Rinaldi are examples of the repetitive pattern of male companio
found in Natty Bumppo and Chingachook, Ishmael and Queeg
Huck and Jim. Fiedler also idenufies the movement tow:
western paradise, a recurring motif of American fiction, op
Hemingway in a metaphorical, though not literal, way.

Leon Edel4 is a denigrator of Hemingway among the &
academic critics. He thinks that Hemingway is a seconds
writer to be placed beside Sinclair Lewis rather than Melville or i
He complains that Hemingway's style is not *“organic.” Itis
of charming tricks;" his world is “one of superficial action.
more important as a story-writer than as a novelist in Edel's
Hemingway has not written an “adult” novel. Edel sums up hi
of Hemingway's art as one of *‘evasion.” '

Among the non acadamic critics in the United S it
Wilson43 and Ma[colm Cowley“ have provided valllﬁblﬂ'- 3




: biographical, historical, general, partisan, or
iticism, by and large, investigates specific questions |

t about the frequent use of “snow™ and related words. Gldsey
oins unnecess ary and highsounding words like “‘symboli-fication™

interpretations.  Halliday disproves Baker's tall claims on
abolism in Hemingway. While American criticism errs on the side of
o much complexity and sophistication, European criticism errs on the

e of simplicity and superficiality.

smania University
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Genuine poetry, Eliot tells us in his essay on Dante, canii'
aunicate before it is understood This is especially true of =
cal poetry like Four Quartets. Even in the best mystical poetry
ords constitute only an inadequate medium of ezpression As
é}'-has pointed outin A Defence of Poetry : ‘The most glorious
y that has ever been communicated to the world is probably a

ble shadow of the original conceptions of the poet,’t If this is
ant about poetry in general, this is especially relevant about
ical poetry Silence is the essence of the basic mystical experience.
e language of the Tuittiriya Upanisadt Wherefrom words turn
(Together with the mind, not having attained....’

84 matter of fact, the word mystes, which means one 1mtlated
:the mysteries, is derived from the Greek verb muwem. ‘to ]r.eep i'
' Myshclsm is the belief lhal the knowledge ofGod an

"p!anon or spiritual insight. It is no wonder that of the
k' of mystical experience enumerated by William Ja

Y be expressed in words. It can only be

@ With the help of analogy. As Evelyn Unde

the philosopher guesses and argues, the.
hls bemg 50, it is small wonder '




| ""‘I'iie. tillness, as a Chinese jar still
! \Mo/.if;s perpetually in its stillness.

This is how Section V begins, with a slow-tempo me
meditation on the still centre theme continues, the r¢
words to form now being Eliot’s immediate concern. The
of words to express our emotions is obvious enough. They
they are imprecise, they are weak :

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.

The idea of the impurity and inadequacy of words, ‘the int |

restle with words and meanings’, recurs in the other Quart
well. In fact, this was always Eliot's magnificent obsession. He
‘Burnt Norton’, the ‘word’ is certainly elevated to the ‘Word’, We
reminded that Christ too was assailed by the ‘voices of tem
but the Word is the Logos of which we are told in the beginn
the Gospel according to St John : ‘In the beginning was the
and the Word was with God, and the Word was God,” The V
the idea cf perfection which inspires and sustains the poet in
empty desert. In the second section of ‘Little Gidding’ the gl
refers to Stephane Mallarme's well-known words ('connerﬂ un ;

p!uf puraux mots dela tribu’, “Le Tombeau d’Edgar Po
purify the dialect of the tribe’.

Paradoxicality is an essential feature of mystical

paradqxcs abound in Four Quartets It begins with two epigre
Heraclitus, one of which is a famous paradox; Thc way up :
down are one and the same’ ‘The still point’ :
Four Quartets and s introduce :



low rotation suggesting permanence :
darkness to purify the soul
"IY“‘.» the sensual with deprivation

ing affection from the temporal,

saradox is made more pointed, intense and comprehensive in the p
on of *East Coker’ :

3 \Sﬁhe darkness shall be the light, and the stillness

K e dancing.

D.E.S. Maxwell rightly points out : ‘Within the st point_is

ed movement, asby the movement of innumerable atoms is d
omposed the stability of objects.’s e _

b

1 (A mystical experience is, in a sense, the most intens
’ niences. This experience may be described as the penetration of
e by eternity. Eliot was intrigued by the Bergsonian conception of
i¢ as duree or ‘duration’ with its annihilation of the barriers between

nt, past and future. The poet is for ever preoccupied with time

elernity in Four Quarters The very opening lines are strikingly
nificant

e of religious

Time present and time past

Are both perhaps present in time future.
‘ And time future contained In time past.
Al time is eternally present

~ Alltime is unredeemable.

s What Krishna meant. I all time is eternally present, ail time is 1
fdeemable, §o Krishna is justfied in advising us not to think of the
Ofaction, A our right, He reminds us, consists merely in doing

; We have no right to the fruit of action. Moreover, ‘our deeds

Us, a5 much as we determine our deeds™ Pilgrims are we
Pilgrimage of Jife and we have to move on irrespective of the




" may be described
Time’s slaves utterly dominated by A
pcrhapsbe attained only when we cease to 1;33,-,,_- ffe
are mystics like Aldous Huxley, the chan!ploon of the
-_s_t'_)_'Lhy’,' who want time to be annihilated *Time m

their motto. Not so T. S Eliot. He believes that

Only through time time s conqucred./

Eternal reality may be glimpsed in moments of insight—wh
into the life of things Only then can we attain a cosmic con:

Time past and time future
Allow but a little consciousness.
\To be conscious is not to be in time

The basic virtue extolled in ‘East Coker” 1s humility. The
going to plunge himself into the gathering gloom. Now is his
of mystic experience, now is his Dark Night of the Soul ;

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

Which shall be the darkness of God. B

The epithet ‘dry’ in ‘The Dry Salvages' subtly sui
sprititual drought from which the poet is suffering, Sm
therefore that the poem begins with the river and ends wi_ttl}'{
[Like Hopkins and Tagore before him, he would like the I
to send his roots rain. Only denial of self can lead to salva
there’s the rub For man’s craving is endless and, asa conseq
also his suffering. As Carlyle has emphatically stated in
Resartus, the cessation of misery can only come from
desire. But, as things stand,

Afhere is no end of i, the voiceless wailing,
No end to the withering of withered flowers.

The fear of the unknown should not be allowed to
primitive terror’ should not fill us with despair. If
heals. Like Shelley’s West Wind, Time is both destro
When Krishna unrolled the vast vista of the fi
the Gita, did not the future iue]f.tage on the



Sl b
ox, it is a vital truth., - Co o
ggbny, of spiritual despair ié}_ sounded j
Gidding’. Ironically enough, a fulfilled desire ¢
1 than an unfulfilled one and disastrous in its consequ
2 knew to her cost :

Either you had no purpose
Or the purpose is beyond the end you figured
'_"A_nd_ is altered in fulfilment.

s to me that Eliot was thinking especially of the fate of
ra_as depicted in Sophocles‘§ Me_ which has the death -
ules as its theme. My impression is al] the more strengthened L

|

come across an allusion to Deianir_a’_s fatal love-gift of Nessus’s |
to Hercules a little later in the poem :

2 ‘yho then devised the torment ? Love.
~ Love is the unfamiliar Name

* Behind the hands that wove

~ The intolerable shirt of flame

- Which human power cannot remove,

~ We only live, only suspire

~ Consumed by either fire or fire.

his joy is felt only when one gives up

s syenders €verything, with not an iota of wordly craving
m

A G_Otl'dition of complete simplicity |
ting not less than everything)
d all shall be well ang

MAnner of thing shall be well

;e' tongues of flame are in-folded
owned knot of fire



Jadavpur University.
Calcutta.

Notes

1. P. B. Shelley, A Defence of Poelry, English Critical Texts, ed, Emigmw
Chickera (London, 1962), p. 251,

2, yato vaco nivartante, aprapya manasa saha. Taittirlya Upanisad, Il. 4, The Th
Principal Upanishads (ed. R. E. Hume, O. U. P., Madras 1949), p, 285,

3. E. Underhill, Mysticism (London, 1960), p. 24.
4. D. E. S. Maxwell, The Poetry of T. S. Eliot (London 1960), p. 157
5. George Eliot, Adam Bede, Chapter XXIX.

6. Title of a book by A. Huxley, who takes his cue from a passage h’l
peare’s 1 Henry IV (l. iv, 81-83).



we oriental Monarch,
alth he has won H8
, 'Go en Gate to 10 Downing Street.
y gang of birds loiter

ing waves of his fearful presence
1 the Sears Tower ? Which freak
of this earth will snoop around
~ tolap up
the silent fruits that grow
* under his long, flve-star, nose ?

He is the solitary keeper of the field

nailed to the Cross, Unblinkingly

he watches the looks of ungodly beings.

daylong hears the shrill, intriguing, hymns

and computes the dusky steps of unknightly kings.

In his monomaniac vision

they suffer skychange: the faithful weeds;
he blesses them with his nameless creed.
Hardly ever he whispers to the earth-bound;
the grass, the flower, the grass-hopper;
rather, he scouts at their wee relevance
their puny status, and

their quiet work for culture.

Often I wonder;
is scarecrow
an angel,
an acrobat,
an astronaut,
 an Adristotle)
94 planted acror
~ that plays 4 high-strung drama
 Wobbly height, gained by chance,
© cannot come down from ?

Ly
" .




From an end you start
and reach a beginning
from a sunset you walk
and the dark veil burns
the bird of light rises
and flowers smile in your heart

The Morning

I sit on

the ashes of past
the clean blue
the breezy leaf

and I watch the morning
over the ocean




-5 . Sin

_.-’

e

Oh my hidden darkness of sin !

I want to see your face at night.

Remove the veil of mystery,

The earth is wet in rain, the sad leaves

Move in the wind, Fearsome dark cloud
With lightning roars; you are glued to me,
yet I cannot see you. Your kiss
Grows like soft stone, icy coldness peryades
from your lips; the smell of primitive water
Runs through my veins, Don’t go away.

l ~ Lame light of dark lane of Calcutta

Comes up from your body like purformed postules
That infect my love; it is my sin.

—DBarnik Ray
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Stephen Spender : A Study in Poetic Growth:
By Suryanath Pandey (Arnold Heinemann, R

(ﬂ:c shock tactics affecte
longer shock. In fact, save Au
of. Dr Pandey says rightly

Y. and conveniently, that the tj
for an intensive study of Step

sive study is another matter. What is easier o

running commentary, or brief survey of Sp
influences (Hopkins, Owen, Eliot, Lawrence, A

imagery, the thesis tries (o “trace the development of Spender’

along certain assumptiong’. What these assumptions may
however, never quite sure,

in Spender, o
well as check the antic i

Whether tlus is
admit is that
ender’s hacl

» I10M Poenis to The
and the poetics, from The Destructiye Eleme

the change does ot come out sg clearly,
of safety and Semantics, Wh
through rather quaintly phra
tion through Action and R
more flattering thay, factual,

"0 The Creative B
This may be dye
at does come

: Search for Redemption, .
edemption through Introspection.

Following the Way of most Indjan clders, the book 2
quotations fropm critics, wh,

O sound more critjca than he w
The occasiong] use of superatiyes betrays a youthful n
more than g major mingy poet ?
Spender js Dot likely to pe

iterest in Lef; politics “at whoge centre I could
self later confessed-mgy turn out to pe 5 peris

less important than the fomantic euphoria over t

S

remembered for praising the

o
L



‘mask peeled off without ¢

lrger claims, how far has Spender been able

1€ éen 9 As a love poet Donne and Sappho will casily out- .-..

: ; ender. Here is no Orpheus, to use his own phrase, nor

‘a l’I-Icrbert Read‘s words. And was it proper or necessary to
';:.;&ey does, that Eliot was “least interested in the external

Dr- itions™ 7 Damn Tom to praise Stephen ? The comparison of

t:.%t}:t-Spender passges is, however, competent and un-pole-

Looking back, have the programmes, the manifestos,. the hope of
meihean‘ society added up ? A lyric poet, at heart a liberal, fallen
ng unlyrical, illiberal times, Stephen Spender illustrates, as

few else, the dangers of being a gentleman in distress.

5

perhaps

Qutter with your tongues
Of angels, fire your guns
0 save and praise

Recall me from life’s exile.

~ Alate romantic-“Praying his wounds
0f blood, vermilion under

“best lines are feminine and

would blossom 1o a rose/
a golden moon,/Exclaiming ‘O’~some of his
slightly sentimental -

~ Was so much expenditure Justified
~ Onthe death of one 50 young and silly
h. Lying under the olive frees, O world, O death ?

Whose lovely ambition

as that their lips, sil] touched with fire,
Should te]] of the spirit clothed from head to
And who hearq from the Spring” branches
e desireg falling across theiy bodies like blossoms.

Joot in song.

pender, Apart from a few memorable poems )
lle, delicate wanderer)” is the “weeded garden®*

Poems substantia] enough to endure ? Referring ,- ‘_
implicity, Dr Pandey has no dou itis: “The

8¢5 (“Eye, gaze

&estures, Worthy of an acolyte,



wk:'to the love (and pi
tive poet not adequately

|| points ha

jon, Though it leaves him battered and attents
ty) theme argues the typical

armed with conviction™. Oe
re not gathered up in terms ¢ .
ented ? Toujours | ‘audace ! i

these obiter dicta We
crmcal focus 7 What prev
‘A sober, well-stated thesis, turned readily i

ously published from New York, New Delhi and Salzburg,
Tus points as well as a few. minus. There would have e
ed a little before publication, |

d the book been revis
omotion without Ph.D. and/or public

to the UGC there 1s no pr
Dr Pandey speaks of Spender’s pilgrimage, this is oro

case of transf'err_qd__l_]letaphor The book contains two bmm

graphs, of the aging poet and his young pujari.

oo
L)

Vishva-Bharati,
Shantiniketan



D C'_thig-co]lection of essays on some of the most important novelists

tieth century covers the period from Conrad and Lawrence
3 ﬁl and Narayan. The essays add Uup to a coherent whole. They
B well-defined focus.

The author is a myth critic. Not only does he
and anthropological origins, he is at pains to assign
egory as defined by Northrop Frye such as
nee” “satire” and so on.

look for archetypes
every work to some
“comedy”, “tragedy”,

In the essay on Lawrence where he does not fall back on Frye or
Jung he makes use of Lawrence’s Fantasies of Unconscious for an expla-
mation of Lawrence’s fiction.

~ Toan interest in anthropology and psychology must be added a
deep knowledge of aesthetics, western and eastern. Anandvardhana
omes as readily to his mind as Aristotle.

In spite of such formidable e

_ juipment he manages to convey
8 meaning 1o the reader instead of g

etting lost in verbiage,

* The reader will find the book rewarding. Although Frye's cate-
Bories have by now become stereotypes, their application by Pandeya is |
and original. He shows how Lawrence’s understanding of the '

10US i§ different from Freud’s. Instead of being gagged and
41t 18 active and spontaneous,

IVe. It turns a literary work into an exemplum. For example

8 the Haystacks exemplifies the dangers of “the mothor
90es Sons and Lovers. Al the images and symbols in

Pandeya is aware of the limitations of the archetypal approach.



. same approach is extended to Conrad and
s not so helpful. Indeed the critical tools used for alys
for the Mahatma scem 10 be too elaborate for the work,
£ “perhaps breaking a butterfly upon the wheel ? Asa rule p
0 ';hjs scholarship to throw light rather than darkness on the obje

contemplation. The book is to be welcomed on that awoum 5

Now for a little fault-finding. The misprints are too p
to illustrate. It is to be wished that the proof-reader of Vikas
more careful. The author is not to be blamed for the errors,

He may, however, be blamed for imposing his own pre
tions on the work he examines. Waiting for the Mahatma becomes
tragic story of the saint” (p. 183). It is somewhat simplistic to r
the old familiar charge against Kipling “In his myth of the white man's

“burden Kipling gives us the stereotyped assumptions of imperia
(p. 163). Pandeya is determined to see Paul in Sons and Lovers tu
from death to life and Miriam. (In the spirit of Nahum Tate) he w
to impose a happy ending on the novel. On pages 366-67 there
hints of Paul’s return to Miriam. But these hints are cancelled b
ending. On the last three pages Paul decides finally to break away fr
Miriam, *It was the end then between them”. Again *‘he rejected
sacrifice” (p. 508-9). Such possessive and protective love which swallows®
up the individuality of the lover is unacceptable to Paul.

A myth critic professes not to judge. He has no subjective p:
lity or prejudices. Pandeya, however, does not conceal his p-" ere
for fantasy, symbolism and mysticism over mere realism in literature 8
art. At places he is inclined to see more mysticism than is Wé
by the text. For example he claims that the passage dewfib.
screaming of the peewits (Pandeya p. 39-40) demonstrates 2
awareness of reality. C. S. Lewis, a very reputable critic, fol

passage muddled and pernicious because of its biolatry. (47
in Critism, p. 126)
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ﬁ\ﬁ:y ellseudo-:s even a thorn seem amazmg here ?

And lakes rippling in silver serent

grain of

‘Monuments changing every moment of the day, as
way through the desert. Every stone whispering in mute
of love, chivalry, pride and piety. Reviving legends o .
Padmini, the brave Hadi Rani, the pious Mira Bai and the lmre
of Dhola-Maru and Moomal-Mahendra. . |

The people beckoning, warmly. into their world of rom?n_.gg_
lilting desert music, dance aqq a bu.rst of c.olour. Come, join in the
pageantry of joy lifting your spirits 10 dizzy hclghts, ‘.;.

Come, leave your mark 1n the smooth ripples f)f sand, and-‘.tﬂ
thickly wooded sanctuaries of Rajasthan: Bharatpur Bird Sanctuary
wildlife sanctuaries at Sariska and Ranthambore. Discover the
green hills, dotted with temples in Ranakpur and ML Abu, ornat

at palaces Deeg, imposing forts at Chittor, Kumbalgarh and ﬁnbe_r
ity at Udaipur.

b

And you can take back a bit of Rajasthan with you. Handwoven =S
blankets, the ‘bandhej’ work, the famous blue pottery. clay ﬁgurmes
inlaid with little mirrors, the ‘Meenakari’ work, the marble items exqm- A
sitely carved or inlaid . . . There’s so much. You 'd want to carry back

P Pai i
the whole of Rajasthan ! 1,

RAJASTHAN TOURISM

For detailed information, write to : Director of Tourism & Managing .
Diractor. RTDC, 100, Jawahar Lal Nehru Marg, Jaipur. "
* 74857, 69713, 73873
Or cnntacl our Tourist Offices at : New Delhi, Tel. : 322332, 321820,
Bombay, Tel, : 267162; Calcutta: Tel. : 279051; Agra, Tel : 64582;
Ahmedabad, Tel : 450289; Ajmer, Tel : 20490; Bharatpur, Tel : 2340:
Chittaurgarh, Tel. : 9; Jodhpur, Tel. : 21900; Jaipur, Tel. : 69714;
Mt, Abu, Tel. : 51; Udaipur Tel. : 3605; Jaisalmer. Tel. : 92:
Bjkaner, Tel. : 5002; Kota, Tel. : 6527; Bundi, Tel. ;: 301;
Amber, Tel. : 40764, Sawai Madhopur-Project Tiger Office.
Madras : C-in-C Road.

Discover : _
Rajasthan a land of Kaleidoscopic colours

Printed at Journa| Press, Jaipur-1 Tele : 79198,



