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The Aligarh Journal of English Studies, Vol.20, No.2, pp.1-47

Lorene M. Birden

THREE ANALYSES OF SALT :
THE PERSONA OF VIRTUE IN
THE MILL ON THE FLOSS, BLEAK HOUSE
AND ‘THE SALT OF THE EARTH’

1.  Introduction

You are the salt of the earthi but if salt has lost
its taste, how shall its salfness be restored?

Mt. 5:13

In this two-tlicisand-year-old quotation, "salt" is
given its metaphotic theme in the concept of charity.
"Salting" the ‘earth in this sense would be to sow pious
deeds. The éxpression "S/he is the salt of the earth" has
crept into daily usage to designate a good, helpful, willing-
person. This metaphor in addition suggests the binary
opposition "salt/unsalt”, hich suggests the themic parallel
ncharitable/uncharitable” with all its requisite connotations of
selfishness, greed, or unawareness.

The Christian ideology that drives the Western world
—_ whether that world believes in it or not — tends to guide
society towards that perfection in virtue represented by
salt, through the expounding of principles and models. The
images of principle form an ideal that many a poor sinner
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5 Lorene My Birdey,

strives to embody. Such striving in tl':m evok.es .y_et anothey
binary opposition, that of "be/seem”. The.dlsmples of the
charitable ideal are in perpetual risk of takfng a superficia]
or innocuous act for the essence qf virtue; they pyy
themselves thus in a position of "app.e{:nmg salt" while bely
in reality "unsalt". Those who participate willingly in thjg
duality are called hypocrites. But what name can be giyey
to those who fall into false virtue by blindness, who truly
believe they are benefactors? What play of psychologica]
self-deception brings them to believe unfailingly in the
goodness of the futile; sterile, or even hatmful acts that they

perform?

This problem of coneeptual and perceptual
discrepancy in a person who truly believes in his or her
charity is straightforwardly treated by Rebecca West, as
the title of her short story-"The Salt of the Earth" indicates.
The same dichotomycan be discerned additionally in the
Dodson sisters iit\The Mill on the Floss and in Mrs.
Jellyby and Mrs. Pardiggle in Bleak House. These three
authors, George Eliot, Charles Dickens, and Rebecca
West, develop in different ways different aspects of this
problem of involuntary imposture in pursuit of an ideal.

The exact nature of the virtue ideal changes from
character to character in the three narratives mentioned.
For Mrs. Pardiggle and Mrs. Jellyby, charity is perforce of
t]u? 'ofﬁcial, institutional kind; thus their efforts are
"disinterested", inasmuch as they are expended on people
who are destitute, and have no family or societal ties with
these women. On the other hand, the Dodsons and Alic®
Pemberton could be considered to engage in "interested
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Three Analyses of Salt 3

charity”, with few exceptions, they bring their aid and
succor to friends and family. However, whoever the
recipient, this wrongheaded charity is always harmful, by
negligence if not by action, and springs from within the
character, affecting her relationship to herself and to others.
This mistakenly virtuous character passes through a state of
mind characterized by a. the assimilation of an ideal that
conforms not at all with her personality, b. willful blindness
to this discrepancy, and c. rigidity and extremism in speech
and act, and principle. In this state the characters' rapport with
others could not but be complex, based as they are in
misrecognition (Lacan's meconnaissance) of herself (leading to
an exaggerated sense of sacrifice) and'a misrecognition of these
others (leading to misunderstauding of their motivations and
personalities, and of their reactions to her sacrifice).

[I. Ideal, Ignorance, Imposture

In order to‘clucidate the problem of this divorce
between the bemg and the ideal, it is useful to refer to the
studies of Carl Gustav Jung, who explains the phenomenon
m terms of a rupture between interior and exterior :

There are many people whose conscious attitude is
defective not as regards adaptation to environment but
as regards expression of their own character. These
are people whose conscious attitude and adaptive
performance exceed their capacities as individuals,
that 1s to say, they appear to be better and more
valuable than they really are. Their outward success
1s naturally never paid for out of their individual
resources alone, but very largely out of the
dynamic reserves generated by collective
suggestion. Such people climb above their natural

%
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4 Lorene py Birg,
level thanks to the influence of a collective idea| ‘en
or the lure of some social advantage, o the
support offered by society. They have not grown
inwardly to the level of their outward eminence
for which reason the unconscious in al] thesé
cases has a negatively compensating,

or
reductive, function. (Jung 8 : 257)

The "exterior ambiance" created by.an\ideal Prompts
in the individual an attempted response to what she
preceives as a social imperative, witliqut prompting her to
coasider whether she has it withiither to accomplish th;s
project. The "common ideal*.postulated by religion ang
democracy consists of helping others, a gesture that is
fundamentally foreign to-the psychological makeup of the
characters in question, This character adheres to this ideal,
striving inwardly-10- seem noble enough to accomplish it,
thus establishing.a state of "false consciousness" (Weissman
10). Unconsciously, she endeavors to present the required
amount'of-poodness to the exterior world. To do this, the
"falsely charitable" character constructs a "bridge of
illusion.... disposing so simply and satisfactorily of all those
alleped virtues that are intended to reform and improve
others" (Jung 8 : 272). The most important part of this
game of deceptions is to establish “identity with the
collective psyche"”, which "brings with it a feeling of
universal validity" to the character's acts (Jung 7 : 152). In
this way the character protects herself from any attempts 10
destroy the "bridge" that supports the illusion of her
generosity; she links this illusion to a principle pel‘cﬁi"cd 0
be immutable. This accomplished, she can sustain thc‘
illusion by an array of specific "charitable" acts, full of
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Three Analyses of Salt 5

significance to the character, but empty of even humanity in
the eyes of others.

An example of a "bridge" appears in Mrs. Jellyby's
entire absorption and unceasing activity in the affairs of
public charity. She is linked to such affairs from the very
first description of her, given by Mr. Kenge : "[she] devotes
herself entirely to the public" (32; ch. IV). She is so fervent
and intent in her efforts — for the greater part of the novel,
in favour of a project to convert and colonize Africa —
that she completely fails to notice what is happening around
her; thus her house is dirty, the cogk'is drunk, and the
children are unlooked-after and tmeducated (34, 37, 42;
ch. TV). Mrs. Jellyby's only reaction to an event exterior to
her charity is on the occasion of her daughter Caddy's
marriage, and that nothifig'more than moderate irritation at
the fact that her activities will be disturbed, and that Caddy
will thus cease to-work as her secretary : "if I were not so
happily engaged..; this would distress and disappoint me.
But I havé>so much to think of, in connexion with
Borrioboola-Gha,... that there is my remedy, you see”
(315: ch. XXIII). Mrs. Jellyby's monomania for Africa
protects her self-idealization from intrusions that could
destroy it by revealing the futility of the project and the
absence of any beneficial result.

The Dodsons of St. Ogg's, and especially Jane and
Sophy, are not as enterprising as Mrs. Jellyby, in that they
limit their efforts to attempts to "guide" their family. Jane
Dodson Glegg's mission is Lo correct all those who,
according to her, are not dutiful, humble, frugal, or
reasonable enough. This domestic ideal enters into every
word and gesture of this eldest sister; for example, she
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6 Lorene M Birdep,
refuses systematically to complimcnt_ or ﬁ"COll_I'nge -
retired husband's penchant for gqrdcnmg, [as] if it were
possible for a healthy female mind to even to simulate
respect for a husband's hobby" (?34_; bk L, ch. 12). Any
pastime representing for her a priori frivolity, no womap
who knows her duty could possibly encourage it. Thig
attitude is part of what the narrattfr refers to as "the
responsibilities of a wife as a constituted check on her
husband's pleasures" (134; bk. I, ch. 12); a husband having
apparently some frivolous idea or other in his head at all
times, the wife must perforce safeguard-the family gravity.
Even such an innocuous decision aswhat dress to wear is
dictated by this perceived necessity to teach others in the
family a lesson (230; bk. IIL, ch. 3), let alone the more
important matters such as het;will and testament, which will

be discussed below.

However, Jané's' seriousness cannot be compared
with that of Alice Pemberton when it comes to an 1deal of
domestic perfection. The tour of inspection that she
undertakes as soon as she arrives home, the very fact that
it is a full, official inspection, constitutes a telling indication
of her fidelity to her ideal (West 219). It also constitutes an
example of the obsessive-compulsive syndrome observed
by Freud, a syndrome which can easily be used as a
defense or a mask for the interior/exterior dichotomy
explained by Jung, Here the ideal is clearly expressed as a
standard to attain and maintain. It dictates the choice of
furniture, the attempts to "improve" the housekeeper, and
her efforts to manage her brother's and sister's households
(220, 222, 223). And vet, all the while Alice exerts herself,
she wonders why the people she is doing this for do not
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Three Analyses of Salt 7

think to do these things themselves. Thus she enunciates the
universality that she perceives in her ideal of behavior,
cleanness, and dress.

It is obvious from her attitude, as well as from those
of Mrs. Jellyby and Jane Glegg, that Alice believes not ouly
in her ideal, but that she is attaining it, and by corollary, that
it is possible to attaim it. These are two more aspects of the
pursuit of the ideal. The image Alice retains oflierself —
"It's a very pretty house.' ...'We've done a gréat'deal to it."
(216) — mmplies this same confident attitude, and can be
translated thus : "If it is beautiful, it is.because I had a hand
in it." As she finds herself so indispensable, she has been
waiting for a long time for-.the reward due to such
perfection (217). The efforts to protect the "bridge of
chimeras” thus leads to what J. Hillis Miller characterizes as
"[an] eternally repeated-moment of expectation" (191), the
necessity to prolong the wait for the reward in the vain
hope that one day-the exterior, social perception of her
deeds conforms with her inner perception of them.

Although Miller's analysis applies well to Alice, it is
to Mrs. Jellyby that he is referring. Her unflagging activity,
her "evenness of disposition” (Dickens 38; ch. IV) are
attributable not only to the fixity of her ideal, as has already
been indicated, but also to her assurance in its completion :
"I am more certain of success every day," she announces
(36; ch. IV). This confidence also is evident in her
contempt for Caddy's "desertion”, and her disapproval of
Esther's lack of "charitable" (that is, visible, institutional)
activity (40, 316; chs. IV, XX11I). Moreover, Mrs. Jellyby
offers not only the proof of her confidence, similar to that
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of Alice, but also the "proof" of the success of the project,
and therefore of the "reality" of the ideal : her abundant
correspondence. Mrs. Jellyby's success at saving Africang
.« measured both by her and by her admirers by the numbey
of circulars she mails in a day (39, 175; chs. IV, XIV), Thjs
detail highlights both the fragility of this perception of the
ideal — which relies so heavily on an anonymous mass
mailing — and the force with which Mrs. Jellyby adheres
to the ideal. She clings to the slightest proof in order to
sustain her conviction. This insistence canbe conceived of as
an example of the domination of a "persona®, postulated by Jung -

A certain kind of behavidur is forced on
[professionals] by the world, and professional
people endeavor to{ ‘come up to these
expectations. Only -the danger i1s that they
become identicalywith their personas... Then the
damage is doney henceforth he lives exclusively
against the:background of his own biography...
One could:say, with a little exaggeration, that
the persona is that which in reality one is not,
but which oneself as well as others think one is.
(Jung 9.1:123. As Jung in other passages uses
the term persona synonymously with that of

imago, the terms will be used interchangeably in
this study.)

With her correspondence, Mrs. Jellyby, "profe-
ssionally charitable”, endeavors to appear the very model
of the "perfectly charitable", taking the pose demanded of
her by her admirers (such as Mr. Quale) and her own
Pel'ccpliml of the philanthropic ideal. Thus she exercises
imposture by mailing. This quotation by Jung also explains
why Mrs. Jellyby misrecognizes the profoundly charitable
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Three Analyses of Salt o
character, the gooduess and self-abnegation, of Esther; the

latter's behavior does not conform to the outward behavior
of the charitable persona that Mrs. Jellyby recognizes in her
ideal. Mrs. Jellyby lives a fiction, and searches for this
fictive quality in Esther, which does not exist in her.

In the same way, Mrs. Pardiggle clings to thin
evidence of her effectiveness in realizing her ideal, and
constructs a fiction around herself as well. Learning of the
presence of Esther and Ada at Bleak Housey.and of their
"lamentable” negligence of institutional charitable activity,
Mrs. Pardiggle stops by to take them with her on a "visit"
to a destitute house. In her idealisti¢: self-assurance, she
presents to them the spectacle of herself, highly
unconscious of the hostility of'the poor family towards her,
exercising her "charity" : readings from the Bible, delivering
of unreadable tracts to-illiterate people, and the almost
military order to the family to improve" (102-103; ch.
VI11I). Thus she plays out her role as "benefactress", sure.
of her salutary effect, never once searching for the least
tangible proof of it outside of the gesture itself. In fact, she
has riveted the image of her bounty to her soul so solidly
that she finds it completely normal to engulf her entire family
in her activity, taking her children's pocket money and her
husband's salary in order to make donations in their names
(96, 98; ch. VIII). Thus the illusion of charity creates in
these women an unshakable faith which enables them to
continue the actions that Esther characterizes as being of
"rapacious benevolence” (95; ch. VIII), and which
correspond to the description of "execrable virtue" that
Jung offers (L'Ame et la vie 331).
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so mterpret as the result of the tengjqy,
petween the chara cter's inner s?ate -azldb llf%l‘ exterior
situation, the necessity for t!le character to bar '_Ehe way tq
) revelation of the imposture ﬁ'om.outmde. Drawn
between these two forces, illusion and 1'eaht)./, the Persong
of virtue responds with rigidity i order to Tesist. This effort
reveals itself, for example, in the vocal force and powerfy]
movements of Mrs. Pardiggle. As E.M. Forster expresses
it,"they will knock in tin tacks with a'sledge hammey”
(quoted in Monod 411). This force appears also in Alice,
who declares her principles withonf hesitation, clinging to
them more and more obstinately:the more her husband trieg
to pry her from them; it is'at-the moments in which Alice
can reimpose this rigidity, in the lulls of the argument, that
she can calm herself (246). As will be demonstrated below,
this stubbornnesscleads to her ruin. Since, according to
Jung, "the supetiority of consciousness is desirable only if it
does not suppress and shut out too much life" (16 : 294),
and since Alice is threatening the "suppression” of her
Ero.ther, her si.ster, and her brother-in-law through her

goodﬂdeeds'.', 1t becomes necessary to suppress her (West
261-63). This opposition between Alice and her family

gmrlfs l}er and her attempt to realize her ideal as the
estructive forces of the narrative.

10

imposture 15 p
that one can a

anv sudden

Jcl]yb;’ntg Zn;:)l:i;w?,y Miller links. Mrs. Pardiggle and .Ml.‘S.
mceapacity to ccms’u]'u;01 d-eSthtwe’ at least harmful m.lts
to him, the world of B/' Or rather, '10 reconstruct, accor(.img
"The world Dossace eak !{qgr.ve is already in putrefaction:

¢S an immanent tendency toward
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Three Analyses of Salt .

decomposition, which only the most delicately and
absolutely applied constructive force can counteract. And
it is just this force which is almost totally absent in Bleak
House. The world of the novel is already, when the story
begins, a kind of junk heap of broken things" (191). Since
the process of decomposition is already ended, time no
longer "flows"; the narrative is in temporal stagnation,
represented by Mrs. Jellyby and her insouciance of
schedules (Dickens 37; ch. IV). Thus the dysfunction
between the muer and the outer succeeds.n breaking the
natural "clock", and a dysfunctional being stops time.

The association between the.virtuous persona and the
destruction or dislocation of-lier environment appears
equally in 7The Mill on the Floss. Judith Weissman
discusses the Dodsons as\"agents of degeneration” and an
example of the "pernicious influence of women” (166, 167).
Jane's rigidity in particular evokes a mind, and by extension
a society, dying of inertia. Inability to escape from the
immobility ecreated by the tension between the interior and
the exterior, the refusal of any change that could destroy the
delicate equilibrium between these opposing forces,
immobilize in turn, all that surrounds the persona. This
mechanism can be seen particularly in Jane's efforts to

check the more spontaneous, less controlled actions of
Maggie.

The immoblity of the Dodsons is especially
expressed in their repetitions and their maxims. The
Dodsons have a great capacity to parrot formulas; Jane
especially characterizes any behavior that she disapproves
of as "weakness" (56, 57, 133; bk. I, chs, 7, 12), and
msists regularly on the humbleness of others (65, 230, 236,
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k. 111, ch. 3: bk. VII, ch. 3). She Speakg
family", thinking of nothing but that long.
ostablished unit to the point \"’I‘C";c she CO"‘Sidch her sigte,
liessv's house "[a] strange house" because it bCIOl:igg to her
pusband's family, the Tullivers (56, bk..l, ch. 7)-. Duty" g
also a word that rises frequently to I}CI' lips, especially whep
it concerns duty towards her (.66, 510; bk. L, ch. 7; bk. VI,
ch. 12). a duty also strongly linked to her sense of family
(137, 561; bk. 1, ch. 12 bk. VII, ch. 3). Her talk of
“heritances and what they require in the:way of duty ang
behaviour is endless (58, 61, 141, 1427362; bk. I, chs. 7,
13: bk. V, ch. 2). This terminology defmes the narrow limits
of Jane's vision and judgement. )

12
563: bk, Lch. 7 b
of nothing but "the

As Reva Stump notes{ the limitations of such a "man
of maxims" cannot butunply narrow judgement, as they
exclude the possibility of considering the circumstances of
any situation. Thisieapacity is necessary in order to form
sound judgements, and is present in the "man of vision"
(70). MoreaVér, Stump interprets this narrow-mindedness:
as part of a "retrograde moral movement" provoked by this
same lack of vision; for this study, this condition can be
labeled distorted vision, warped by the self-deception of
virtuous imposture. For Stump as much as for Weissman,
Jane is the figurehead of negative and destructive forces.
The concepts of duty and place that Jane evokes constantly
:.ll]:, 13[;13031(;::15; i"lilStl-'ﬂtiVC :)f this position. As "the voice of
judgement on l]]:e ll)e; 0.15“.‘ ruchs 430), she 1)1'0“(.“11“:1?:
Py (e lbrbﬂla\:u'm of all the others, alwzfys w1.t l'qer
Sophy to cry for the JS{‘]‘[IOW'_I good. Thus she forbids he;‘ i;il}*
considering it an act of : 'l Ofl‘!loseﬁ\?who ek e

squandering (Eliot 61: bk. 1, ch. 7).
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Three Analyses of Salt 03

It is only just, however, to note that Jane is as
demanding of herselfl as she is of others. As has already
been noted, she meditates on "the responsibilities of a wife
as a constituted check on hey husband's pleasures" (134;
bk. I, ch. 12). The word "constituted" evokes the idea of a
pact, a tacit accord, and Jane makes it a point of honor to
keep her word in that pact. By the same token, she expects
the husband to keep in mind that same sense of duty : "it's
the husband's place to stand by the wife", she‘reminds him
pointedly to reprimand a husband who didaot defend her
enough to please her in a quarrel witlrher brother-in-law
(138; bk. 1, ch. 12). Jane extends this rigid concept of duty
to the entire family; thus she ackiiowledges her duty at the
same time that she puts a sisten.in her place; "Mrs. Glegg,
indeed, checked [Sophy]. rather sharply for thinking it
would be necessary to tellher oldest sister what was the right
mode of behaviour in'family matters” (143; bk. I, ch. 12).

Another «aspect of Jane's limited judgement is
indicated by het-"rigid restraints on appetite” (Fuchs 430),
expressed most often in her attitude towards money. Her
prudence attains the absurd, especially in its sartorial
aspects. Every new article of clothing is carefully put away’
until the other is completely worn out : "it was not her way
to wear her old things out before her new ones" (55; bk. I,.
ch. 7.). The narrator highlights the extremism in this
hoarding by describing her mold-stained dress : "it was
probably that it belonged to a stratum of garments just old
enough to have come into use" 57; bk. I, ch. 7). Jane's
rigid insistence on sartorial economy nearly causes the loss
of these garments by rot. Such decomposition constitutes
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of the stifling qualities of thig i
he eldest member of a family wh ¢

14 .
another element

charitable person, 1

its ouiding Ji
of herself as 1ts g1 g ARE ; v
an ideal sustained {hrough inertia or immobility, g,

ideal engenders rigidity (Jung, L'Ame et la vie 277
finally putrescence.

Jane,"the most rid.igly intolerant of (.leviation from
pattern” of the Dodson sisters (Fuchs 43:»0), 18 §1W3YS Teady
to exeicise her prime duty, that of recalling theirs to others,
She is the only one in the family, who accepts to take
Maggie in after her adventure with Stephen Guest, acting
on the idea that one does not refuse help to family unlesg
the family member hag(been proven to be a disgrace:
however, she does so‘indicating how much she will have to
change her habits; and insists that Maggie show the
"appropriate” attitude : "go to her dutiful” (Eliot 563; bk;
VII, ch. 3)=During the Tulliver family crisis, she finds it
more impoitant to sermonize the children than to
sympatliize or to find a solution (235; bk. III, ch. 3). This
arises equally from her long-standing conviction that the
children would be lost without her : "they'd need have
somebody to make them feel their duty" (66; bk. 1, ch. 7)
Without her narrow sense of duty, she is sure there would
be only misfortune for them (45; bk. I, ch. 6). The
chm"a cteristics that Weissman considers fundamental to the
S‘Uc“ﬂ}' that the Dodsons belong to, "ignorance, 53“‘"
:t’i‘:&;‘::};lﬁgﬁnz?g (:1)1 b.e‘lmfging to a place, (lis;rtl-;t“‘:é
with 10 e g o are displayed .cons[autl‘)’ y o
N ance of one who believes she is the 0
salvation for hey family (510-1 [; bk, VI, ch. 12).

lSely
destructi hinks
ght, and the destructive aspects !
ch an

)3 anq
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Three Analyses of Sali 15

"[The] struggle between the energetic human spirit
and a limited and limiting society" that Barbara Hardy
identifies as forming the core of T/e Mill on the Floss (47)
and that Jane Glegg's struggle with Maggie exemplifies
exists in equal form between Mrs. Jellyby and Caddy.
Again, a character rendered rigid by the tension of
imposture blindly dominates a spirit lacking in this tension
and by that fact more lucid. Mrs. Jellyby's inflexible attitude
is more fully expressed than that of Jane, as it-is limited to
a single concept, that of social duty, that of civilizing Afiica.
In her narrowness, she cannot see the disastrous state of
her house and her failure as a parent; any more than she
notices her husband's bankruptcy. (thanks to her) and
Caddy's wedding (45, 314, 315; chs. V, XXIII). Mrs.
Jellyby is the incarnation of Jung's observation : "Through
his identification with the-collective psyche [a person] will
infallibly try to force the'demands of his unconscious upon
others... This disregard for individuality obviously means
the suffocation of the single individual, as a consequence of
which the element of differentiation is obliterated from the
community” (7 : 152). To Mrs. Jellyby, those who surround-
her are without distinguishing features; her eyes are the
prime illustration of this fact : "they had a curious habit of
seeming to look a long way off : As if... they could see
nothing nearer than Africa!" (35; ch. IV). Mrs. Jellyby's
gaze passes through the persons surrounding her, no
individual ever receives a look in which he or she could
detect a recognition of his or her identity or character. Thus
the look illustrates an additional element in the dichotomy
between exterior and interior, between the ideal and the
real, as it only recognizes what it creates : the image of that
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ideal (315; ch. XX111). Mus: Pa}'d1gg:1e's e¥es arg y, en
remarkable, as they are as blind, incapable See?s&
beyond comiittees, occupied with lists and SUmg (96..1;3
ch. VIII). The existence of these two wome i}

i Mgl
reduced to their functions: 5

Identification with one's office or one's tite
very attractive indeed, which is precisely why so
many men are nothing more than the decorum
accorded to them by society. In vain would ope

look for a personality, behind the husk
Underneath all the padding one would fing g
very pitiable little ‘efeature. That is why the
office — or whatever this outer husk may be —

is so attractive: it offers easy compensation for
personal deficiencies. (Jung 7 : 145).

Ms. Pardiggle and Mrs. Jellyby identify with their cauées
to the point of losing their own identities, at the same time
that they are incapable of recognizing the identity of others.

Alice Pemberton does not reduce her functionstoa
single duty; she believes she is-too indispensable in all
things. Her concept of duty may be narrow, but she finds a
way of fitting it to all occasions. Two centres around which
her vigilance gravitates particularly are those of the family
and the servants, In any circumstance concerning them,
Alice shows an intransigence that conforms to her nnef
model. The ardent seriousness with which Alice treats
family questions is announced from the very begi““ing.of
the narrative : "she was never one to take family duties
lightly” (West 210). What she considers family d“tyllz
revealed little by little in her negative judgements on t}le
members of her family. Childless herself, she takes !
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liberty of remonstrating with her sister over the upbringing
of hers (225); in fact, she indicates precisely the
reactionary nature of her theories on the matter : "If you
used shorter words...and looked after your children in an
old-fashioned way, it might be better" (226). Her ideas of
duty and her perception of failure in duty bring her to

meddle constantly and irritatingly in the lives of Madge and
Walter, Leo and Evie (234).

Her perception of the family becomes such an idée
fixe that Alice evokes it at the very moment when her
husband is trying to explain to her that her'perceptions are
the very cause of her harmful actions.towards this family
(255). To cut the argument shert, she flings him an
accusation : "You haven't any family feeling" (234). From
herpoint of view, refracted in fhe prism of her psychic gulf,
this is true. Jimmy possesses none of the family feeling that .
she exalts, and of which she considers herself the prime
example, because tliis concept of family unity exists only on
Alice's "bridge", a bridge invisible to Jimmy. Alice cannot
perceive of this incapacity of Jimmy's without destroying
the bridge, and Jimmy cannot cross it. Thus paradoxically,
Alice makes a just criticism, but it is based on a false .
opposition between her and her husband. Protected by her
certainty in her vision of-things, Alice feels free to extend
the importance of her duty towards civilization itself and all
its functions. When Alice says, "You'd never have any
civilization at all if you didn't have the people who know
best teaching all the others what to do" (234), it is clear that

she places herself at the head of the list of "people who
know best".
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Thus Alice justifics her zeal in correcting ¢,
demeanor of her servants..“She"k“ew Shf.: had an almogy
perfect manner with subordinates”, the nart aton: announges,
and adds, "she really took t.roub'le over training thepr
(217). This "perfect manner” 111-w'1r13b1.y conmfs,ts of Picking
over little details, making fastidious inspections of every
household chore, and scolding severely the least failing
a speck of dust, a misthought menu, the wrong brand of
cocoa, a less than exact placing of the table setting
harmless commentaries on one servant by another (219,
220, 230, 231, 238). Alice's obsessive attention and shary
reprimands cause the resignation-of her servants regularly,
if it is not she who sends them away (221, 222, 232),
What she perceives as her‘zeal in training reveals itself
piece by piece to be simple obstinacy and torture.

18

This torture-beécomes at times a deliberate act, as
Alice tries to cat¢h her servants in the act of negligence. In
the name of ’thinking out devices for ridding [sub-
ordinates} of their little faults" (217), she arrives home
unexpectedly, and rings rather than using her key so as to
time the maid (214, 216). In the presence of such a torturer
few could ever hope to rise above, "freeing themselves
[for] a plotless, simple, and just life" (Ginsburg 183).
Alice's attitude contributes to-the ultimate irony of the

situation; it is by trying to spy on her cook that Alice paves
the way for her downfall (261).

ITL. The Self, the Other, nnd'Misrccognition

hAs has already been indicated, the rift between the
psyc 1? mner self a}ld the social, exterior character creates
a perceptual blindness that takes the form of

C} Scanned with OKEN Scanner



Three Analyses of Salt 19

misunderstandings between the blinded one and those
around her. This circumstance cannot but profoundly
influence their rapport, as J.H.Miller notes: "This self-
division is analogous to the impersonal connection between
people... in telescopic philanthropy" (209). An impersonal
attitude is the salient trait in the relationship between Mrs.
Jellyby and Mrs. Pardiggle and their families; the latter are
only looked on as implements with which to serve the
cause. Jane's and Alice's tendency also to measure the
behaviour of their family through the prism ‘of their own
maxims and immutable principles creates distance between
them and their families, which they hide nnder a pretense of.
devotion to that family. In addition, the leagues that
separate a character's personality from the persoma's
perception of that personality greates even more distance
and a trompe ’oeil effect, an effect of false or skewed
perspective. These - women have been rendered
psychologically myopic by the refraction of the image of the
other through this‘persona. What is most problematic is that
it is only thraugh this ideal image that they find even the
capacity to communicate with another, without the
framework of their projections and their perceptions of
their own devotedness and self-sacrifice (never appreciated
by the other, in their minds), they simply do not know what

to say. This dynamic of incomplete communication is at the
very basis of the three narratives,

Miller definitively declares the importance of the
problem of the incapacity to communicate in his analysis of
Bleak House: "It does not seem that a truly human
existence is possible here.. no relation between people
making possible significant communication" (190). The
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distance and incommunicability fragments socicty and
perpetuates its movements towards ruin, 'I‘l_lo (fontrast
between those who are capable of communicating and
those who are not is incarnated in Esther's commentary on
Caddy's wedding breakfast; "None of them seemed able to
talk about anything but his, or her, own subject, and none
of them seemed able to talk about even that, as part of a
world in which there was anything else" (404; ch. XXX).
Esther, one of the characters who possess-some of the
"constructive force” necessary to resist societal putrefaction
(Miller 191), remarks on one of the forms of putrescence,
incommunication, and highlights thé fact that none of the"
"institutionally charitable" personages present — Mrs.
Jellyby, Mrs. Pardiggle, Mr. ‘Quale or Miss Wisk can find
common ground for conversation. The sort of contact
which engenders true ' conversation is absent: [the]
determining contact_of people with one another is...
immediate and _intimate... not between person and
institution or between person and person via institution
(Miller 207).'Neither, let us add, between person and
person via a bridge of chimeras. Even an approved charity
ap})l'oved by the others does not constitute a secondary
!)l'lc_l ge. Bridges are only formed between the persona and
its ideal; the narrowness of exclusivity is thus added to the
;’:]’ELZE‘:?\:’]J::SSEB;\‘NI]ich bind this ﬁgure. Esther, ll(’l\j\’e\’el‘,
ammels, and shows the capacity to

cominunicate, i inverse parallel to these charitable people
(Jakobson 45),

.131 The Mill on the Floss, it is the narrator who
und.ellmes the barrier that Separates the Dodsons from
society (304-05; bk. 1V, ch. 1). Within the family, no one
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perceives of the limited character of their conversation.

Jane scolds her nephew and niece or her sisters regularly

without anyone noticing the monotony of her tirades (65-

66, 143, 362; bk. I, ch. 7; bk. V, ch. 2). But the reader is
well aware of this limited quality, and Caraes points it out :

"pour Mrs. Tulliver et les soeurs Dodson, chapitrer les
niéces est 'unique et saine facon de leur téloigner un intérét
qui se dit bienveillant, mais n'est ni compréhensif ni
affectueux” (for Mrs. Tulliver and the Dodsen sisters,

lecturing their nieces is the only wholesome‘way to show
interest in them, an interest which claimsto be kindly, but
which is neither understanding nor affectionate) (517).

Thus, the idea of propriety is revealed to be one of the
facets of communication. Even if Jane could find another
way of communicating with the family, she would not dare

to use it for fear that it would be “improper".

Caraes' commentary brings the discussion to another
element of the problem of the charitable persona's
relationship to society. Jane's interest "claims to be kindly";
Jane believes that she has a salutary effect on the family,
and that she is the only one who does. This perception has
already been commented on, but it is necessary here to.
examine this aspect of the persona in more detail, as much
in Jane as in the other ladies in question. For at the core of
their problems of relationships with the others, one finds the
image of the self and the image of the other created by the
internal/external dichotomy and by inappropriate pursuit of
an inapt ideal. In her exalted state, each woman shows her
identification with her image to the point where she is
completely blinded by it; they experience and display
misrecognition of themselves. They proclaim calmly their
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superiority, and are astonished that no others recognize it.

Thus the insistence of Mrs..Pal‘di.gBIBa W_h? thinks she is
paying herself a great compliment 1 describing her energy:
"you have found me out... Found out, I mean, - the
prominent point in my characte%'. 1 am aware that it is go
prominent as to be discovered immediately. I 1_3Y myself
open to detection, I know. Well! I freely'admlt, I am a
woman of business. I love hard work; 1 enjoy hard work,
The excitement does me good. I am so accustomed and
snured to hard work that I don't know what fatigue is" (98-
99: ch. VIII). She continues to enumerate‘the elements of
this supposed superiority describing her astonishment at the
quantity of work she can achieve(in one day, and the
advantage that her energy affords-her in the accomplish-
ment of her work. Through. all this self promotion, her
children fume behind her, communicating through grimaces
and closed fists all the falseness of the situation, and Esther
wonders if Mr. Pardiggle would like to unburden himself to
Mr. Jellyby. Mrs. Pardiggle, full of her persona, never tires
indeed, of displaying her superiority, at going so far as to
send objects/crashing to the floor in her élan. Thus this
tendency to knock things over can be read here as a force
emanating from the interior, from the source of the
imposture, and thus from the necessity to convince or
conquer an opposite opinion, two actions created to -
protect the imago. The contrast between Mrs, Pardiggle's
self-aggrandizement and her real character is summarized
by Jarndyce when he fumes against the "unsatisfactory
company, where benevolence took spasmodic forms" (194;
ch. XV). It is interesting to note that in his analysis of the

character of Mrs, Jellyby and Pardiggle, Miller's language
resembles Jung's closely: ’
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The effect of this mechanical involvement with
the world, an involvement which leaves the inner
self of the person untouched and isolated, is a
further form of alienation, Such characters lose
the sense of their own existence... A wide gap
opens between the selves who are involved in
the world of impersonal institutions, and the
selves they really are, and the latter, lacking all
contact with the world, dissolve and disappear
into a profound inner void. It is a void of which

the characters themselves are not even-aware.
(208).

Here is the exact notion of psychic rift, the identification of
a void or gulf that separates the idealized self from the real
self, a rift that is beyond the perceptions of the person. The
only modification needed to cxeate an identical text with
Jung's is to replace the idea of "dissolution" of the real self
by simple displacement, that real self being necessary for
the construction ofithe bridge of illusion and for the
resulting tension between the two selves. Otherwise, the
analyses of the-critic and the psychoanalyst are the same.

Whereas Mrs. Pardiggle boasts only about her work
and her energy, Jane Glegg finds several points on which
she ‘can claim moral superiority; the "égoisme tétu"
(stubborn selfishness) that Caraes discerns in Bessy
(Caraes 517) exists in her eldest sister as well. However,
“Jane reinforces this superiority by spying on others (Mrs.
Pardiggle does not deign to notice others at all, except for
the occasional denunciation of Mrs. Jellyby), and by
comparing their behaviour, their "weaknesses", to her
"strengths". "Mrs. Glegg had both a front and a back
parlor... so that she could observe the weaknesses of her
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fellow-beings, and reinforce her thankfulness for her own

strength of mind" (Mill 133; b]‘<.‘ I, ch. 12). She counts
among these weaknesscs the visits womr:':nfolk make to
each other during the day and the fgsl?ron for cotton
stockings (134; bk. I, ch. 12). Every difference between
her and others is another reason for Jane to exalt h?r
persona. Nonetheless, the force of this persona appears in
all its force within the family; when all her dire predictions
for the future of Tom and Maggie come true,she remarks
that "it was wonderful to herself how all-her words came
true" (144; bk. I, ch. 13). Adults as well-as children are the
object of her comparison : "I know it's my place, as the
eldest, to set an example in eyery respect, and I do it.
Nobody can say different of mé; if they'll keep to the truth”
(144; bk. 1, ch. 12). The)irony of these attitudes is
reflected most broadly iither meeting with Bob the peddler.

All the while dealingtwith him "with a triumphant sense of
her insurmountablé §agacity", she is "had" by him (354; bk.

V, ch. 2).

Jane's perception is so skewed that she believes she
is the sole survivor of a long tradition : "there would soon
be nothing left of the true Dodson spirit surviving except in
herself' (229; bk. IIl,ch. 3). Nonetheless, the narrator
belies this point of view by illustrating the continuing
existence of the Dodson ideal, an ideal which can be
considered a reduced version of the Jungian common ideal:
"“f’ daughter of that house could be indifferent to the
pt?vilege of having been born a Dodson, rather than a
Gibson or a Watson" (44: bk. I, ch. 6). A list of Dodson

characteristics follows in this passage, and it finishes with

an affirmation of the family persona : "in so far as they were
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'kin', they were of necessity better than those who were 'no
kin™ (45; bk. I, ch. 6). Thus we see a sort of exteriorized
version of the image of Jane, insofar as it finds its origin in
an illusion of superiority proper to her clan. The Dodson
"family norm" forms a parallel to the "institutional norm" of
Mrs. Jellyby's and Pardiggle's public charity, and identifies
this norm as the ideal which provokes the gulf between
interjor and exterior in Jane. Thus another form of
conscious attitude is perceivable, inherited from.the family,
degraded into a set of tics and mummified in its-attempts to
protect the persona. At the same time, Jane dccentuates her
superiority within the frame of this familial superiority, and
thus operates a second interiorization within the first. Jane
is therefore doubly removed from exterior reality, once by

a "personal persona"” and acsecond time by a "familial
persona". ' :

This double distancing accentuates the sentiment of
rift that Jane perceives: "It's little thanks I get for what I do
for folks in this.world" (140; bk. I,ch. 12). It also
reinforces her'stubbornness before any exterior attempt to
destroy her bridge of chimeras. The most substantial
example of this discrepancy is the dispute between her and
Tulliver over Tom's education. The subtle struggle flames
mto open war principally because Jane, who feels she is the
only person in the family worth consulting, is pointedly
ignored by Tulliver. When she explodes with irritation, her
intérior image is confronted with the exterior view of her
represented in Tulliver's reaction.

"Mr, Glegg...you see your own kin going
headlongs to ruin."
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needn't

"If you mean me by that...you
rself to fret about me. I can manage

trouble you ubling other folks"...

my own affairs without tro
"There's folks in this world as know better

than everybody else.”

"Why, I should think that's you, if we're to
trust your own tale..."

"Oh, I say nothing... My advice has, never
been asked, and I don't give it."

"Tt'll be the first time then... It’s the only
thing ybu'_re over-ready at giving:".(77-78; bk. I,
ch. 7)

The argument escalates, inciting the intervention of Mr.
Glegg, who is paid for his ttoubles in a share of his wife's
invective. A dispute started with the member of the family
the most overtly threafening to her persona is then swiftly
extended to the entire family, who should "know better"
than to fail to support her. The message is clear : a
husband, at least, if not her own blood kin, should be able
to “recognize" the value of her persona. Then Jane projects
on others her own misrecognition; she finally flees,
ostensibly to show her disapproval and indignation, but in
reality in order to escape from this confrontation and save
her persona. In this way a policy of "improving"” hides a
d}sturbance; the action of arguing corresponds to a
dlSCha"ge_ of energy from the subconscious, the
Ej‘l';ﬁl‘:gtatmn provokes a psychic earthquake along the fault
ittt Ca - 7i0s This 1p hioy sudl

gs" finish, and never with an indictment of

their own actions, for these people of "excessive ethics"
(Jung, L'dme et Iq vie 289-90),
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This mechanism is even more strongly felt in Alice.

Alice also becomes the object of an assault; rather than
fleeing, she is saved by the antagonist himself, who realizes
that his efforts are futile. But before coming to this
juxtaposition of points of view, the reader goes through a
narrative that blurs the distinctions between them, and
momentarily erases the boundaries between interior and
exterior. The first voice to describe Alice is ostensibly the
parrator's, a voice one initially supposes neuntral in its
outlook. This voice describes—Alice as.generous and
thoughtul. She announces her early departure from her
mother's house "with her invariable consideration", and she
tries not to be hurt by her mother's.relief, "determined to
be broad-minded and generous"(210-11). This descriptive
voice follows Alice during the'ride home with Mr, Acland,
who is presented as an‘admirer; when he describes in
indirect discourse the sert of woman he would like to
find—"he wanted id¢as...broadmindedness...sympathy..."—
the declaration. is) followed by a description of his
interlocutrice(:>"he kept his eyes on Alice as he spoke, and
that was very natural, for she was very nearly a perfect
specimen of her type" (215).

It is at Alice's arrival home that obviously less
objective elements creep into the narrative descriptions.
"She knew she had an almost perfect manner with
subordinates" it explains (217); the "she knew" which starts
the sentence adds this new dimension to the narration.
There is at least a shared opinion between the narrator and
Alice; it is not yet clear whether Alice is conscious of this
second opinion. This uncertainty disappears immediately
afterward; one statement proves to be the pivot between
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an apparently neutral parration and a fully personal indirect
discourse. "I'm the center of quite a little world here", Alice

anmounces to her mew acquaintance (248); from this
moment on her point of view becomes indisputably the
wcenter” of the narration — indeed, reveals that it has been
its source. This personal point of view becomes more and
more evident as the reader progresses in the narrative. The
story is told in indirect, interior discourse, it emanates from
the point of view of Alice's persona. This device results in
the rift being additionally accented, as;well as Alice's
blindness. The reader proceeds from-Alice's interior ideal,
and arrives at the exterior where Jimmy is trying to lead
Alice.

Alice's persona is freg'to operate solely within its
perspective until Jimmy's arrival at home; this "center of the
universe" fills the entiré narration during its inspection of the
house. Every incident is used as a pretext to exalt her
qualities : when she finds a vial of medicine in Jimmy's
jacket pocket, it reminds her that she considers herself "the
only perfectly normal person, who never said she was ill
except when she was ill" (221). After arguments with her
cook and housemaid, she meditates on what seems to her
their bad character, thinking, "I wonder if anyone realizes
just how much it costs me to run this house in self-restraint
and patience” (223). Among the remarks she makes about
Madge's appearance and household, she offers that which
seems to her the most effective : "Look at me!" (224).

Duiing this visit and the following one to her brother's, she

comforts herself for the cold welcome she feels she

'1;eg61ves by thinking of her perceived noble-mindedness :
Nobody can say I am tactless"; "I'm not one of those
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people that bear grudges”; "It's only by chance that T was
born what I was instead of like [Evie]" (227, 229). She and

she alone is the one who can solve her husband's business
problems (241). In all, she finds everything she does for-
her family a great sacrifice on her part (212, 223, 225,
236). _

This attitude of sacrifice is a recurring motif in the
narrative. Alice reminds herself incessantly how
indispensable she is : "she hated to imagine what home
would be without her"; "What would Jisimy do without
her?" (212, 218, 222). Like Jane and M, Pardiggle, Alice
identifies fully with her inner image of perfect goodness,
and sees nothing but benefit for her circle in her gestures.
Just like Jane, she asks the corollary question : why is it no
one else notices such perfection? Every difficulty or
misunderstanding provokes this protective response in
Alice. The lack of gratitutde she perceives in her mother is
in response to this perceived merit as her benefactor (211).
The blow that-this lack of gratitude could give to the’
bridge of illusions is avoided by a rationalization. "Perhaps
[ came too soon, before she was reconciled to giving up all
her pleasures for her babies, and she may have felt a
grudge against me that she has never lived down" (211).
Thus, for each moment of threatening incident, Alice finds a
cause in the subconscious... of the other. Alice constantly
projects her own psychological flaws on others. The
servants are viewed as unpredictable and temperamental,
Madge is unconscious, intolerant and petty, Evie is jealous
(223, 225, 227, 232). When her husband comes home, she
can find only one adjective to describe her afternoon,
"horrid", and concludes, "Why does nobody but me want
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to be happy and live in peace?” (233). In th'ls way Alice
constantly reinforces her fragile imago, reassuring it through
flattering self-congratulations and "pardons" for the

inconsiderations of others.
Given the fragility of Alice's

that she projects her flaws to the p here !
recognize any hurt done except to her; to identify the hurt

of others would risk provoking a confrontation with their
cause, and to designate their source in her-own "bene-:
volent" behaviour. "people have always loved being nasty
to me" (253); thus she explains the conflicts that arise in her
relationships with others as theit afforts to do her harm.

From the very first sentence of the novella, Alice represents

herself through the narrative voice as victim: "She had

received a bitter hurt"(210). The mother who does not

esteem her (212), the horrible sister and sister-in-law

(233), the impolit¢.nephews (225, 228), constitute a group

of malevolent attackers surrounding her. Even her husband,

with whoms.she has the least conflicts, is accused of

wronging her : "I couldn't bear to think you so completely

misunderstood my character!" (235). Even when she notes

the positive quality of their relationship, she situates it in

relation to herself : "yes, you love me" (237). She never

speaks of her love for Jimmy or any other person.

Alice's accusation of misunderstanding constitutes the
most total and explicit projection in the tale. Alice attributes
to Jimmy the fault that she is most guilty of : blinded by the
false perspective created by her persona, she systematically
attributes faults to others, not only in their relationship to
her but in their relationships to others, to their position, to

imago, it is not surprising
oint where she cannot
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their activities, and to their basic social values, Operating
under the principle that "We're none of us perfect” (233),
she attributes tmperfections to everyone but herself In this

way she constructs a fictive world in which to cocoon her
persona '

Just as we tend to assume that the world
is as we see it, we naively suppose that people
are as we Imagine them to be. In this latfer
case, unfortunately, there is no scientific test
that would prove the discrepancy |\ '‘bétween
perception and reality. Although the pessibility of
gross deception is infinitely greatep here than in
our perception of the physicalworld, we still go
on naively projecting our*own psychology into .
our fellow human beings: In this way everyone
creates for himself«al series of more or less
imaginary relationships based essentially on
projection. Antong neurotics there are even
cases where fantasy projectons provide the sole
means of a-human relationship. (Jung 8 : 264).

Thus, every couflict is considered to stem from some fault
in the opponent. The servants are not only unstable, but
insouciant and unprofessional (217, 221), and Godfrey and
Colin are badly brought-up (225, 228, 234). If Madge
must dismiss the gardener, it is obviously because she does
not know how to manage the household budget (218, 223-
24). Alice's mother seems particularly boring and
wearisome at the beginning of the story, depicted through
the falge objectivity of the narration (213-14). Even her
beloved husband is accused of hypochondria (221).
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Of course, such projections are not invariably

negative. It is only from thc.: moment when .thc 13132;1: ship
< into conflict that Alice makes negative projections,
e d very nice, and particularly very
She finds Mr. Acland very ’ - 213-14). H
patient and tolerant towards Mrs. /.xnglesey ( a 5 )(-1 1€
is particularly represented as being very satls. 1e t_o
accompany Alice (216), in the sare way that Jimmy is
represented as very content that Alice take.s care of his
wardrobe (221). As will be explained below; in the: case of
Jimmy reality is far from being m corresponidence with t!les.e
representations: but in the case ofiMr. Acland, it 1s
interesting to point out once more the narrative game of the
beginning of the tale. This young man's reactions are
evoked at the point in the story-when Alice's subjectivity in
the narrative viewpoint is beginning to become clear, and he
leaves soon after. As aresult, his commentaries are left n a
state of ambiguity.for the reader: do expressions such as
"he wanted... broadmindedness”, "can you find people fit to
be your friends?", or "there aren't enough people like you
to go around" (215, 218, 219) indicate positive projections
from Alice, or the beginnings of a recognition that this
woman has a false image of herself? Are these remarks
sarcasms, diplomatic attempts to wake Alice up to her
pompousness, sincere admirative comments from someone
who dges not kn(_)w her enough yet, or imaginary
cpresins it Al b s o he dilogue,
an's agreement? The text never

resolves this dilemma, and the subtle play leav

. es richnesses
of speculation.

- lhe difference in perspective of the Dodsons and
1€l cntourage produces the same sort of misrecognitions;
2
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just as for "The Salt of the Earth", misrecognition forms the
central conflict of 7he Mill on the Floss. The fissures that
appear in the family unity are one piece of evidence : "no
individual Dodson was satisfied with any other individual
Dodson” (45; bk. I, ch. 6). In spite of the common ideal of
their collective persona, each person in the persona carries
a "personal persona” which finds all the other individuals
deficient. For example, Sophy is criticized by Jane in
regard of one of the most pronounced family tics;'that of
locking away their belongings. The paradox in this
commentary is that Jane finds that Sophy Joeks too much;
it is therefore conceivable that a Dodson could be "too
Dodsonish" (512-13; bk. VI, ch. 12). But for the most
part, disapproval is based on a tendeéncy to fall below the
Dodson standard. Susan DodsaiyDeane, who has a greater
fortune and more central .social position through her
marriage than the other sisters, (whereas the Dodson in
general band togethes outside social circles, which is
another way to.protect the family persona), starts to
abandon Dodson habits, "a change which had caused an
occasional coolness...between her and Mrs. Glegg, who
felt that Susan was getting 'like the rest™ (229; bk. III,ch.
3);.elsewhere, Bessy is accused of succumbing to the
Tulliver influence (57; bk. I, ch. 7). Thus a Dodson who
becomes an "other" receives reproaches, as the other is a
person to be mistrusted:

It is the same for the primitive : anything strange
is hostile and evil. This line of division serves a
purpose, which is why the normal person feels
under no obligation to make these projections
conscious, although they are dangerously
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illusory. War psychology has made this
abundantly clear : everything my country does is
good, everything the others do is bad. The centre
of all iniquity is invariably found to lie a few
miles behind the enemy lines. Because the
individual has this same primitive psychology,
every attempt to bring these age-old projections
to consciousness is felt as irritating, Naturally
one would like to have better relations with
one's fellows, but only in the conditiofi-that they
live up to our expectations — in'other words,
that they become willing carriers of our
projections. Yet if we make ‘ourselves conscious
of these projections, it may easily act as an
impediment to our relations with others...(Jung 8
: 271-72).

If it is so scandalous-to fall below the Dodson standard
within the family,chow much more so is it to be totally
foreign to the Dodson ideal? This judgement forms the core
of the novel/“the struggle between Maggie and the
traditional society in which she grows up, most amply
represented by the Dodsons (Hardy 47). Instead of finding
in this girl's imagination and energy a living force, Jane finds
a wanton being, a destructive force — destructive indeed
for her persona, if Maggie ever found a way of realizing her
dreams of intellectual pursuit. This desire to learn marks her
as "other". Bessy sees in her "a mistake of nature", and
Sophy an incorrigible pest (45, 9, 240; bk. 1, chs. 1, 6; bk.
111, ch. 3). Their misunderstanding of Maggie's character is
inherited by Tom, the most Dodsonish of the children:
through him, all of Maggie's actions in adolescence are-
blackened, seen through vhe distorting family persona (228,
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262, 382-83, 545-46; bk. III, chs. 2, 5;bk. V, ch. 5: bk
VII, ch. 1). She is forced to live a "negative life" (Cz:raeé
163-64), imposed on her by the negative projections of hey
aunts, her mother, and finally her brother

T]}i§ sort of disjunction appears considerably less in
the opinions of Mrs. Jellyby and Mrs. Pardiggle;
preoccupied as they are with questions of sermons,
circulars, ligts, and Borrioboola-Gha, they do not take the
time to voice, or even to form, opinions of othiers. The few
they do express are invariably linked to their own
charitable activities. Both these women find Esther, the
most innately good character in Bleak House, egotistical
and inferior because of her lack of charitable activity (40,
99; chs. 1V, VIII). Moreoyer; Mrs. Jellyby considers
Caddy, another kind and. gentle character, a degenerate
deserter and a naive foollacking in compassion because
she chooses to marey (315, 316, 317; ch. XXTIIT). This
illustrates precisely;the situation that Jung describes : "A
man cannot get rid of himself in favor of an artificial
personality without punishment...As to his selfless altruism, .
his children have decided views about that" (7:194).
However, the most ironic example of disjunction is
presented by Mrs. Pardiggle, who considers Mrs. Jellyby
not charitable enough of all things because she does not

enroll her family en masse for her cause.
IV. Consequences and Conclusions

ive i : ¢ a whole
"Just as outwardly we live in a world where a who

continent may be submerged at any moment...S0 111\\:&11:(1[13/
we live in a world where at any moment something sm;m at
may occur, albeit-in the form of an idea, but no less
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dangerous and untrustworthy for that. Failure to adapt to
this inner world is a negligence entailing just as serious
consequences as ignorance and ineptitude in the outer
world" (Jung 7 : 204). In each of the three narratives in this
study, a moment comes when the disjunction between the
perceptions of the self and the other constructed to protect
the persona and perceptions of the society so ruthlessly-
"protected"” or "served" by the character become evident to
the reader if not to the character. At this point, the
destructive qualities of the persona begin to work their
"serious consequences” : all<the "falsely charitable"
persona's efforts result in degeneration. Whether this
contribution to the general* cataclysm is "positive"” —
active, the product of blind determination — or "negative"
— passive, the result of turning one's energies away from
society to the point.where that society crumbles, left empty
of force — . the result is the same: a shattermg, an
"earthquake!>along the fault lines that separate the persona
from reality. The world falls to pieces or finishes its final
decay. )

This decay is the final stage of Bleak House, as
Miller has indicated. The lack of real virtue in the falsely
virtuous Mrs. Jellyby and Mrs, Pardiggle has been
delineated from the beginning of the narrative. John
Jarndyce sums up their disjunction each time he speaks of
the "east wind"”, his euphemism for displeasure,
disappointment, or anger. What brings the wind to the east
most often is the behaviour of the Jellybies and Pardiggles
of the world : "We observed that the wind always changed
when Mrs. Pardiggle became the subject of conversation;
-..Mr. Jarndyce...had remarked that there were two classes
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of charitable people : one, the people who did a little and"
made a great deal of noise; the other, the people who did a
great deal and made no noise at all” (95-96; ch. VIII). The
image of air indicates the emptiness of the persona that
evokes it, and the force of the air the frenzy with which the
illusion is mamtained. The substance of the metaphor is in

the incapacity of those concerned to reconstruct a single
one of the lives they try to save.

Since the mission of these ladies is "global”; touching
on all institutional charities, the cataclysm they provoke is
"global" : everything that has held up.agamst the ruin of
society during the novel finally succumbs-at the novel's end,
burying the tatters that had fallen before. Mr. Jellyby goes
bankrupt, revealing Mrs. Jellyby's incapacity to save her
own family, réducing her éfforts to save the faraway
Africans to ironic futility: Mr. Jellyby is at a point in his
misery where he wishes his children were dead, so as not
to live through such eonditions : "the best thing that could
- happen to them was, their being Tomahawked together"
(396; ch. XXX). Nor does Mrs. Jellyby's friendship for
Jarndyce and Esther incite her-to save Richard from his
fatal obsession with the family lawsuit, if only by offering
him a trip to Borrioboola-Gha. Certainly, Esther's lack of
interest in Africa is equaled by Mrs. Jellyby's lack of
concern for illegitimate orphans; thus she offers no
"vrofessional "aid to Esther, or eventually Lady Dedlock.
Amid the problems and needs that surround her in London,
Mrs. Jellyby keeps her imperturbable eyes steadfastly fixed
on Africa. In this world of degeneration, there can only be
oné result to even this project: Mrs. Jellyby does not even
succeed in saving Africa : "She has been disappointed in
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Borrioboola-Gha, which turned out a I“ailurf:. in conse-
quence of the King of Borrioboola w.antmg to sell
everybody...but she has taken up with the nghtf:; of women
to sit in Parliament" (836; ch. LXVII). As an ultimate irony,
she sends her missionaries, her saviours by proxy, to a fate

of slaves.

As for Mrs. Pardiggle, the hollowness of her ideal is
revealed as soon as she leaves Bleak House : her children
torture Esther, trying to extort money from her and
vehemently protesting their situation : "What-does she make
a sham for, and pretend to give me money, and take it away
again?" Esther confides her reaction to. the reader : "T have
never underwent so much... as from these unnaturally
constrained children” (100-015.ch. VIII). This passage is
followed immediately by that.of the bricklayer's house, and
the hostile reaction oftlie’bricklayer to Mrs. Pardiggle's
arrival. The futility of het efforts is made plain immediately,
as he anticipates-her speech and announces he has no
intention of céasing to drink or to beat his wife, two
changes that.would form part of the "improvement"” that
Mrs. Pardiggle is trying to inspire. The two good deeds that
need to be done are not: the child dies in its mother's arms
(Mrs. Pardiggle never having bothered to so much as
notice it was ill), and the wife continues to be terrified by
her husband, which stops her from keeping Jo in her house
(sending him to Bleak House, to transmit his illness to
Esther), and from telling Esther of lady Dedlock's visit.
When Esther finally finds her mother after having followed
the false trail created with this woman's complicity, Lady
Dedlock is already dead from exposure (103, 774; chs.
VIIL, LX).

CE Scanned with OKEN Scanner



Three Analyses of Salt 39

Tulliver's perception of the disjunction between Jane's
perception of herseif and his of her has already been
mentioned. Here the attitude of St. Ogg's as a whole can
be added : "it was only a wonder that there was no tinge of
vulgarity about [Maggic], considering what the rest of poor
Lucy [Deane's] relations were... It was not agreeable to
think of any connection..,with such people as the Gleggs
and Pullets" (Mill 448; bk. VI, ch. 6). Moreover,
Weissman's description of the degenerative influence of the
Dodsons has already been remarked : the Jevel of illusion
has been situated at that of the family, and’so the disaster is
in the family. Jane participates in Tulliver's ruin as much as-
his endless lawsuits do. It is after'the argument referred to,
and at the end of which Jane abruptly leaves the Tulliver
home (78-80; bk. I, ch. 7), that Tulliver stubbomly decides
to have no more debtsitowards her ; he sells his loan to
someone outside the family in order to reimburse Jane. The
debt involves a meitgage on the mill's furniture (146, 217;
bk. I, ch. 13; bki HI, ch. 1), which thus becomes one more
thing to lose at the time of the ruin and illness of Tulliver.

However, the direct effects of Jane's "help” fall on
Maggie. Jane has announced since the beginning of the
novel, "T've said it over and over again...that childull come
to no good. There isn't a bit of our family in her" (240; bk.
111, ch. 3). She is regularly and solidly seconded by her
sisters, even Bessy, who considers Maggie a judgement of
God against her (26; bk. Lch. 4). This condemnation of
Maggie's "badness” — of her imaginative character —
contributes to her fall : by failing to nurture Maggie's gifts,
Jane has left them uncontrolled, and Maggie's exacerbated
thirst to develop them leads her to her clandestine meetings
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1 Phili ¢ - infatt
+h Philip Wakem and her m ! )
‘"ltr(lmll sché)o]ed by Jane, shuts Lis door to Maggie when she

comes back to the family, a disgrace thatj\/lagg;::. t]rles};]to
redeem by saving Tom in the flood during which they
drown (583-88; bk. VI, ch. 5). J:omie does defend Maggie
when she returns to St. Ogg's, but it is too late; one g.estu_re
of real benevolence cannot erase the effects of an entire life

of false (561-63; bk. VIL, ch. 3).

Finally, the case of Alice presents the only sustained
offort to confront her with the falseness of her ideal. Jung

warns that it is a difficult task:

1ation for Stephen Guest.

Vet if we make ourselves conscious of these
projections, it may easily-act as an impediment
to our relations with-others, for there is then no
bridge of illusion:("The individual is then faced
with the task of putting down to his own account
all the iniquity, devilry, etc. which he has blandly
attributed to others and about which he had been
indignant all his life. The irritating thing about
this procedure is the conviction, on the one hand,
that if everybody acted in this way life would be
so much more endurable, and a violent
resistance, on the other hand, against applying
this principle to oneself. (8:272).

The agent of this confrontation is the person whom Alice
misrecognizes the least, her husband Jimmy. "He always
tries to spare me things, he is always kind" (242). At the
end of the narrative, she starts to find just how much he has
spared her. However, if Jimmy is the only one to struggle
so forcefully against the persona, he is not the first to try.
Madge attempts it as well, during Alice's visit, when she
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cortradicts her opinions on their mother and daughter(225-
26). The cook, more from malice than a wish to cure her.
mistress, blurts an exact description of the persona and the
threat hanging over it."If you was a lady with a nagging
tongue, always finding fault with everything and making
trouble where there's only kindness meant, then I suppose
we might all be wanting to drop poison in your food. But
you aren't like that, are you, mum?"(232). However, the
persona is too strong to succumb to such brief-attacks. At
any rate, a response is ready in the form of‘a'projection:
"What was the reason for this madness that affected one
and all of the servant class?"(232).

Jimmy's assault is more. prologned. It starts
immediately after his return, ‘and by modulated, tactful
references, aimed at dissuading Alice from ridiculing her
mother's story-telling penchant and from meddling in her
nephews' and nieces"upbringing; all these commentaries
are swept away by-Alice under the pretext of her duties to
civilization. When Jimmy ties to make Alice promise to
"leave Madge ‘and Walter, and Leo and Evie alone for a
bit"(235), the persona is staggered, suddenly and
momentarily exposed; Alice defends herself with tears, and
laments being "misunderstood". Jimmy responds by joking
about the situation, and Alice promises, but insouciantly
(236). Dominated as she is by her imago, Alice canuot take
such a request or such a promise seriously. The assault is
interrupted by dinner, which Alice finds successful and
Jimmy ruined. He tries to make his wife lltldle'stfllld that her
dominating character had overwhelmed their dinner guest,
whom he hopes to gain as a client, addiug,"lts odd 110\.\!
people don't come to me, Its almost as if one of us were
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unpopular in the country"(241). This comment is too subtle
to strike the persona: Alice responds by calling the people

of their neighborhood "clods".

While getting ready for bed, Alice starts to create
plans for "saving "Madge again, and Jimmy realizes that her
erstwhile promise is of no consequence to her. He therefore
begins his final direct assault on the false image that
separates him from his wife, and separates his wife from the
world. Jimmy explains to her all the miscon¢eptions she
has of her "benevolence”, and all her wrongidéas about her
family — that Madge is not a bad housekeeper, but has to
make do with a ruined fortune tésulting from a bad
investment, that she is not slovenly, but ill; that Leo suffers
the side-effects of the gassing he received in the First
World War, that little Betty.is'becoming intolerable in her
imitation of Alice; and.finally that all these problems had
been hidden from herprecisely because of her negative,
accusing way of "correcting " these people, which would
lead them into-fatal/depression (244,247,251,252).

These révelations alternate with descriptions of the
outer Alice that attempt to pierce the armor of her idealized
self and confront her with her own imposture.” You couldn't
possibly give up such a good opportunity of ordering
somebody about, of making them feel inferior to you, of
making their destiny seem so that if it worked out well
theyf,ﬂ have you to thank for it, and not themselves"(247).
Instead of the sacrificial saint that Alice regards from within
herself, Jimmy depicts Alice from outside the persona,
more harpy than saint, more damning than redeeming.
Instead of a thoughtful woman, who always finds the best
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gnd:10st seltless vy of helping others, he describes an

assailant, an assassin who always knows whe
what weak spot will feed her imago "you hurt people
You find out everybody's vulnerable p

‘ . oint and you shoot

arrows at it... and from time to time you give them a

twist...nobody likes having salt rubbed into their wounds
2

even if it is the salt of the earth" (249). The "salt" that Alice
offers tastes more like gall to others.

re to strike,

But Alice cannot and will not taste this-bitterness
herself. In the figurative mirror that Jimmy holds up to her
personality she sees only the shortcomings of others, just as
in her actual dresser mirror she sees Guly Jimmy's face.
Starting with Jimmy himself — "what's'the matter with you
tonight, Jimmy?" (248) — Alice deflects all his accusations
on others. She calls Madge disleyal, Evie traitorous, Mrs.
Anglesey an unnatural mother; and all others cruel. "People:
are always so nice to me.at first...but afterwards when I get
to know them somethg hateful happens to them and they
turn around and are cruel to me" (254). Alice notices the
"sudden transformation" of her interlocutors, but cannot link
that transformation to any element of her self. The persona,
concerned, adds to these accusations yet another evocation
of "family duty" (255), thus reinforcing its attempts at self-
protection with an appeal to the perceived universal ideal
that contributed to forming it.

Alice's cataclysm is personal, corresponding to her
personal ideal of perfection ("look at me!"). By being the
only one to suffer the consequences of her own overheated
persona, Alice can be.said to fulfill a prophecy contained
the biblical passage: "if salt has lost its taste... [it] is no
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longer good for anything except to be thrown out and

trodden under foot by men" (Mt. 5:13). Ironically, Alice is
nrodden under foot" — put under ground — by the one

who suffers the least from her "devotion". Equally ironically,

Alice is lost by the very zeal which renders her death

necessary.
At this point Jimmy finds himself before the same

problem he was facing before the beginning of the story, a
moment hinted at in several ways. He must.decide whether
he will watch Madge, Walter, Leo, and Evie die under the
"care" of Alice... or kill Alice to stop herfrom destroying
the others. It is thus at this time that the full image of the
destructive force of Alice is clearly presented. Before
making that decision, Jimmy reéceives a confidence from
Alice; she tells him what the nightmares she has been having
are about. "...something\'comes nearer and nearer to
me...and I know in the end it's going to destroy me
utterly...I could perfectly well stop this awful horror coming
at me. Only for Some reason I can't" (258). Jimmy (and the
reader) imediately identifies in this dream the
subconscious signaling the existence of the persona,
crumbling under the strain of the disjunction between it and
reality, its bridge of illusion slipping, it is calling out for help,
either in reinforcing the imago, or in giving way to reality.
At the same time, Jimmy recognizes Alice's inability to
consciously acknowledge her dual state, and thus to
resolve the dichotomy by a painful reexamination of her
self. He. the'n proceeds to his final, necessary act. To
Alice's obsissive habit’ olidl’l e ﬂgﬁmsﬁ l'tself. Jimmy uses

constantly "training" her servants.
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After the cook brings Alice her nightly glass of hot
chocolate, Jimmy asks, "Why has Cook gone down the

assage to the spare rooms instead of going upst
bedroom?" (261). While Alice slips into the hallway in an
attempt to catch the cook in an act of transgression, Jimmy
pours the liberating poison in the hot chocolate, ,

airs to her

Alice mcorporates the fullest articulation of the false
perspective created by an idealized persona filtering or
refracting the different aspects of human relationships, while
the Dodsons, Mrs. Pardiggle, and Mrs. Jellyby: reveal more
fully the ideal itself, and the principles that\form it. All of
these women 1llustrate the destructive capacity or
constructive incapacity of this. false and fissured
psychological edifice. This problematic of the persona, of
the ideal imposed from the outside, is a phenomenon that
partakes fully of its natural.metaphor; salt does not acquire
savor, it posseses it as an‘integral part of itself. A good that
one strives for must have as impetus an inner sense of this
good, rather than airouter social construct. In this way the
metaphor that Rebecca West took to refer to Alice
Pemberton applies equally to the characters of Eliot's and
Dickens' novels. An ill-assimilated ideal or an ideal
impossible to assimilate in a person ill-adapted to it creates
an imposture whose sterility harms more than elevates. The
"unsaltness” of Alice, Jane, and the ladies of charity 1s at
the basis of their relationships to charity and to the others
in each narrative.
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Iqbal Ahmed

SAMUEL BECKETT AND “LANGUAGE-
ONTOLOGY”: A STUDY OF WAITING FOR
GODOT & ENDGAME*

A book entitled “The Feast of Language” and
purportedly written on the use of\language m Absurd
Theatre dramaturgy, would be considered startling.! The
simple reason would be, that of the aspects touted as the
essentials of Absurd Theatre, the most characteristic, and,
therefore the most significant, is one about a pervasive
language collapse. Language may have been a feast for
the Elizabethans, yet Flaubert downwards and Beckett,
Ionesco and-Pinter included, it is considered only a
cliche-ridden--co-agulate all through, and therefore, the
French and English language could hardly be exceptions.

But a feast indeed it remains, at least in Beckett,
notwithstanding his awareness of the ‘Artuadian limitation’
of this profoundly communicative medium. For, the fact is
that in Beckett, the avant-garde of the day had a living.
classic author to emulate, and this is recognised by John
Kalb in Beckett in performance.? Kalb wrote his book

* The substance of this article was read as a paper at
Rajasthan University, Jaipur at the Seventh Annual
Commonwealth Conference held on March 27-29
1995. ,
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after ?O viewings of different Beckett plays. He also had
mterviews, not only with the author, but aiso with sona]e
famous Beckett actors and actresses Kalb asserts, that
Beckett, particularly the later Beckett, has a df;fmite
logocentric thrust. It shall be shown presently how
lNaiting for Godot and Endgame are also considerable
logocentric exercises in themselves, the talk of a
language-collapse notwithstanding, Infact, thete is'a drama
herent and imnate to language-dynamic or\“ontology”
itself, that is, to the way a living langnage exists; it is
this that is at the hub of Beckett .dtamaturgy.

But why use the word ‘ontology’ at all, for, does
not it have its overtones? Thus, Fuller and McMuirin in
the Glossary to their History of Philosophy define it as
a science or knowledge. of being as such. Would it be
too much to extend-it’to the knowledge of the being of
Language and call it ‘language ontology’? Would it be
stretching it far to extend this, and say, that it could
also be an ‘ontology’ if it is a theory of the nature of
Language. The Random House Dictionary says that
‘ontology’ is the study of the nature of existence of
being in the abstract. Being, in the abstract of Language!

Chambers Dictionary would have it as a.discourse on
being. If we treat being generally, could 1t be ‘a‘bemg
of language too? In all these definitions ‘ontolog}y is that
which treats of the naturc and essence of tl}xllgs. The
effort in this article then will be to arrive a}r an
understanding of the nature of Language as g.augedem?;?
two plays of Samuel Beckett. The exer'cnse is e:ts awa;
for, too many an quthority 1S afloat trying .t? g
with its own understanding of the Language-Pheno .
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The exercise should prompt everyone, infact, even an
undergraduate, 10 give some of his or ]‘161‘ own thought
to what all this fuss about Language is about. Infact,
before accepting intellectual authority, are we not duty-
bound to think on our own? If this is not done, crass-
authority will take the cake and we shall stand swearing,
generation after generation, in the name of a Saussure,
Derrida or Chomsky, as earlier, it was a Kant, Hegel,
Marx, or Freud, that people swore by, ;in matters both
of Thought and Language. Thus; ‘epistemology’ as
defined by a Russell could, on technical grounds be
foolproof as philosophy, but.'does it take away the
power of the ordinary miud to perceive and have each
its own way of looking'at-the world, that is, have his or
her own ‘epistemology’? Similar is the case of Language.
We do not needa> Plato or Aristotle to define to us
what is Langnage, for, even ordinary minds could have
their own perception of the Language Phenomenon,
provided, they give some serious thought to it. Yes, an
ordinary mind with an ordinary life-experience, even banal
and crass, would too, if permitted express some opinion
or the other about the profound medium he or she
communicates in or with. Imagine an Englishman, an
ordinary plain Englishman, behold two wooden
contraptions; now, to identify them he would utter throat-
sounds, ‘table’ and ‘chair’. Next, imagine an Indian, as
plain and ordinary as his or her English counterpart, and
imagine him or her also behold the same wooden
contraptions. The Indian would come up with ditterent
throat-articulations; this time it would be ‘maze’ and
‘kursee’. What would these two experiences tell yet
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another Englishman and Indjan,

along,: that a word is a mere throat-sound, having no
sanctity thlte\’el'; also that, i they mull over the subject
ever SO s‘llghtly, they would conclude that the poor
human beings that we are, we keep trying in various
throat-sounds to grasp and grip at reality; but, that we
go away and out of the world trying, without even
barely touching, what was believed by us to_be, and,
what we felt so committed to call ‘reality’. Do.'we need
a Plato, Aristotle, Saussure, Derrida, Marx or Freud to
confirm this for us? Of course, there is nothing against
either of these scholarly names, but,“frouble starts the
moment one goes too far along with either of them. The
price paid is in the need to gwallow their terminology.
Thus, ‘deconstruction’ is justran attitude to Language;
that, it can be arbitrary; that, it can be contradictory,
that, it can be artistically, critically, as well as,
ideologically manipulatéd. Well then, hold that attitude but
why fuss overythe attitude and much worse, reap
intellectual benefit out. of it. Why seek justification m.
mystifying terminologies like differance, or langue, or
parole, or, trace, or absence, ot syntygmatic and
pragmatic, or, elatedly talk of aporias, or, for that
matter of the death of the author? Incidentally, frace
need not only register absence for it could be thf: trﬂclﬁ:
of a presence also. The term carries both a ncgatuvf: .(a

absence), as well as, a positive ( DI'GSGIlcc)(L:ilun?c'.
Why limit it to an absence only? Why Spf:i’, . 3 bd,
language ‘there’? Why say that ]:mgua-ge gets a‘l w{ﬁictegl
thinorhicitis,> for, after all it is society tl.mt 1ls " and
and never the medium called Languase. It 5, WAL #

who have watched al)
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cliche-ridden. Why then

only, a particular use that gets :
at same cliche-ridden

blame the medium? For, is th
medium, if creatively used, not able to communicate its

collapse? And if a language is able to communicate its
collapse, would it not be a powerful language to be able
to do so? The price that ordinary minds pay by going
afier authorities is that they get trapped, into various
terminologies, out of which, each such mind thinks it a
scared duty not to get extricated. Beyond that sacred
terminology the power of one’s owm ordinary thought is
lost. It gets imprisoned, suffeting an elated solitary
confinement; but to what avail? Does it get us anywhere
on our own, suffer as it.does to make us lose our own
independent effort .at.thought? Or, is it a pleasure
travelling on stilts? A language does get sick. Joyce and
Shaw tried a revival in their own ways. Beckett did not,
but, he had to’ be subtly creative to be able to
communicate its collapse. Kennedy® does say that
Beckett creatively uses language to communicate its
collapse, but Kennedy does not go far enough. As for
Beckett, he had to be a past-master in language to be
able to communicate its collapse. He was aware, and
could use the subtle beat and rhythm of the English
Language to terrible advantage. Now, come to think of
it, an ordinary mind like the one that now writes this
article, for that matter visualizes Language, neither, as all
Grammar, nor, as all Linguistics, nor as all Literature
also! The essential and most fundamental nature of
Language is dramaturgic. That, language ‘speaks us’ may
be characteristically Heideggarean, but, that is hardly the
whole truth. It denies the permanent potential in
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La1-1guage to offer itself to creative exploitat;
entire work of Samuel Beckett, be it as novel 111(;; the
’ f Iy or

drama, 1s abundant exam
use. All current effort at theor s cfeative

s s f st s e
why it suffers, because. it limits i rr |
al\::ays 8 Bts gra ;lel,n;tr 112111]11:15 }:self tembly.. A ]angua.ge
system and structure. But whol i i shqrt, -
: ever got struck by this?
No, not an author ever, who is today very nonic llantly
pronounced dead. Was a William Shakespeare, or, was a
Samuel Beckett ever balked or strangled by a language-
system? It is just a coincidence that both were
dramatists. However, what Ferguson®’ defines in The Idea
of Theatre, as ‘the essential dramatic’ is also an
essential feature of life, @s-well as, of Language, which
as we live our lives) elated or banal, rem;ains a
profoundly communicafive medium. Its essential feature, its
basic reality, its nature and essence, is in the drama that
is inherent in itand innate to it. It is this Language, as a
‘dynamic’ or the Language-dynamic that has been termed
as ‘ontology’ in this article. Codes, systems, and
structures do not give enough thought to ﬂus language-
potential, or, use this potential only to theorize.

It is in this sense also, the sense of a la}lglxage-
igley’s® position on

dynamic or ontology that Austin Qul. B Tiner's
the nature and function of language 1M Haro t mf e
plays will be countered, but, only to the extent ©

caveat that would Quigley have considered'thls,laTgI‘:}:ief:f
dynamic in his readings of Pinter. Now Qlllfglfﬁ; s fevious
point is the position ‘that Pinter-Criticism O e pl:-imari]y-
ten years, that is, 1065-1975, has stagna
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because it took language-function as constricted to a
referential exercise only, when language as language has
pno core-meaning, or even a boundary. Therefore, as
Quigley says, the failure “to make adequate allowance for

the inherent plurality of language - R—— the major blind
spot”. Language can be used for ‘infinite purposes, just
one of which is the referential function’. Language has
‘no final range of application and no final range of
meaning’. Infact , no function is central to Jangnage, for
now we have theories about its multi-functionings. Next,
Quigley refers to an incident in Pinter’s youth, which
may help, he says, understand a-ceitral component in
the language of Pinter’s plays — the element of a latent
threat or menace. For, as a~young Jew, threatened on
the streets, Pinter opted for.a language-assault, delivered
as a short, clipped-phrase, to transform a situation of
aggressive hostility:to one in which the threat was
neutralized. The ‘conyersation once started super-imposes
the context, giving to the initiator a kind of a coercive
power to inhibit and direct response. This, according to
Quigley, is the key to the puzzling dynamics of the
Pinter-dialogue. There is a ‘positive force’ in what is’
said, and ‘a negative side’ too, for what is said by the
initiator of the conversation may shut out the response
options of his companion, an idea Quigley takes from JR
Firth. And therefore, there is a coercive force in
language to promote responses. Of course, there may be
refusal to respond too, but this is left unconsidered in its
detail, for the person encountered may have the stronger
personality and be more clever and refuse to role-play;
and , this raises questions extraneous to the phenomenon
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that is given the nomenclature of I gy
continue Quigley’s reading of Pinter,
of a Pinter play functioning prim
reinforce relationships. Objectiy
compulsion. Rather, it is the need to contro and shift
conversation to the coherence of g desired relationghi
which could even be a desperate desire for a change gi‘
attitude. Again, relationships help develop self-concepts.
Others must act according to one’s ‘self-concept’ which
needs ‘corroboration,” and which is till thew' of ‘uncertain
value’. Defeat may mean a return to.-a private reality
which Pinter thinks is dwarfed bécause external
confirmation is lacking. Therefore,. relationships in Pinter
become major battlegrounds as.the characters strain to
negotiate a mutual realify. The processes and
consequences are centralsto" this linguistic finction. This
effort to negotiate a mutual reality remains the central
focus of the linguistic’ activity in many of Pinter’s plays.
Quigley quotes from ™ Pinter’s 7he Dwarfs, Len’s protest
to Mark; |

You're trying to buy and sell me. You thinlf I'm
a ventriloquist’s dummy. You've got me pinned
to the wall before I open my mouth. You’ve
got a tab on me, You’'re buying me out of
house and home. You’re a calculating bastard.
(Pause). Answer me. Say something. ’(Pause).
Do you understand? (Pause). You don t’ agrﬁe?
(Pause). You disagree. (Pause). You think I'm
mistaken. (Pause). But am 1?7 (Pause).

(The Dwarfs. p.95, Faber & Faber.)

guage. But then, to
we find the language
arily to dictate and
€ truth is not the
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Or.- Quigley quotes again a conversation from Pinter, this
? . .

time from 7he Dumb-1aifer:

-Ben : Go on, g0 and light it.
Gus : Eh? s

Ben @ Go and light 1it.

Gus : Light what?

Ben : The kettle.

Gus : You mean the gas
Ben : Who does?
Gus : You do.

Ben : (his eyes narrowing) What do you mean? I
mean the gas. ,
Gus : Well, that’s what\you mean don’t you?

The gas.
Ben : (powerfully) I say go light he kettle 1
mean go «andlight the kettle.

Gus : How can-you light a kettle?
Ben : It’s alfigure of speech. Light the kettle.

It’s.(a’ figure of speech.

Gus : ‘e never heard it.
Ben :\ Light the kettle ! It’s common usage.
Gus : 1 think you’ve got it wrong.

(The Dumb Waiter, p.135. (Methuen))

Language, as used here, is a medium to negotiate a.
mutual reality, be coercive about it, and evoke a
favourable response. Language has mo core-meaning, no
central referential function. According to Quigley, Pinter
uses no new language; he only puts Language to just
one other use. But then, the particular language-use can
reduce a character to a ventriloquist’s dummy, or, make
another shout that he was just using a figure of speech,
indulging in common' usage. Of course, this can never be
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24
visualized in a Beckett play, for, this pPlaywright has no
ventriloquist’s dumes, and, as to metaphors and fisures
of speech, they just are anathem i

a. is i
metaphors V\"Olﬂq mean mEtaPhyﬁcal—Syzth;;sls azzca;i‘:,
to philosophies, ideologies, thought and illugion when ni
the Beckett ouvre, thought itself is futjle. It is i:l;tense but
it is useless. It leads nowhere. Th ;

€ worst that Man ever
did was to have thought. Lucky’s schizophrenia is all thalt‘
there could of ‘thought’, though, the human predicament

in the play is so desperate that Vladimir snd Estragon
long to opt even for schizophrenia, as'their prolonged
stage-business with Lucky’s hat abundantly manifests.
Earlier, try as he might, Vladminir eould not get even a
pigeon-truth out of his own hat ‘even as Estragon could
not from out of his boot. Ffom head to toe, that is, the
existential predicament was“a manifest Grotesque. It is
because of this that Beckett’s plays are bereft of all
illusion, including thesillusions of Language and Reason,
because, Language had become cliche-ridden, and the
Word’s meanyig had totally rubbed off; and, as for
Reason, the less said the better. But, then the tragedy is
that the desire to express is perpetual, and therefore the
‘talking-I’ must go on and keep up its murmur, although,
there is nothing to express, and nothing in which to
express. It is an [rational Predicament, be it that of the
Universe, or of the human-being, the latter particularly
being an Existential Grotesque. Man is, as it were, Hugh
Kenner’s Cartesean Centaur’, an Existential-Disjunct
because mentality-at-a-swing is entrapped _iIltO the
Corporeality of the Centaur, of which, Winnie in fappy
Days is one profound manifestation. A disjunct 1t 1,
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escartean ‘pineals’ i the brain

that yoke the Mind and Body together. Consequently, the
human being’s torso-corporeality 1 compounded of ad
hoc levers, and, is just a presence thrown ‘there’® on to

the world-stage. It 1s an entrapped impasse; it is cruel,
hard, harsh, and aborted; it is futile and bereft of
mealﬁng. It tantamounts to a Waiting, a generations-old
Waiting, for an Absent-Presence, who never arrives, Of,
an Ending, that is, a Cataclysmic Catastrophe at Its
tether, which is at the verge of “a- grinding halt, but
prolongs, for, there are many dramaturgic permutations,
but, the End never arrives. The human cataclysm itself is
just ‘there’, in various statés of decrepitude, be it as.
Hamm, Nagg, Nell or Clov, oz, be it as Lucky, Estragon
or Vladimir, or as Krapp, or Winnie or Willie, or, even
as Not-I. This Existential Grotesque is a condition that
would contine”and be worse after death, as is the
condition of M, W1 and W2 in Play. A Beckettian
personae, therefore, could hardly ever protest a figure-of-
speech, or, metaphor, or much less, coerce a mutual
reality. Nor, would principles of ‘freedom’,‘choice’ or
‘responsibility’ apply. Under the circumstances, language
too would be plain and simple; direct and ordinary;
‘crass’, and even ‘banal’. But, would that not be judging
Beckett’s language according to standards which do not
apply to it, because as already mentioned earlier, trope
or 'me}ﬁl)hm' to Beckett was manifest anathema, That is,
what is pronounced ‘banal’ or “crass’ is a condition or
state of language that refuses to aspire either to
meltaphor or to 1]101:,1ght, or ideology. Why, therefore, dub
a language banal, if it deliberately excluded itself’ﬁ'om

becayse there are no D

CE Scanned with OKEN Scanner



gecket! and Language-Ontology 59

n-aditiollal ways of f:xpressiou. Rather, is not Beckett’s
55 oF language at '1ts profoundest simple? Yes, simple
but very discomforting, and even terrifying. Is it not ;;
anguage creatively’ used, of which, Lucky’s cliche-ridden

s about the best example. And, what could

Jong speech 1
pe more close to the experience of a devastated
cataclysma outside than Hamm’s anxious enquiries from

within a ramsha ckle-shelter, coaxing Clove to-loek at the
cea, then at the ocean, and next, at ‘the base’ and
fmally at the sun to find if anything sutvives! Each time,
Clove’s reply 18 either ‘all gone’ or ythe same’. Would
ot tropes and figures be themselves crass interference’s
making the immediacy of the experience remote, away,
and at so many removes? Beckett was indeed an author
who had become a classic-in his Jife time.

r, he could not resist even a language-
ed a momentuous rhythm:
wind in the reeds’, and,

‘Dumb... /’Dumb... ‘Dumb? Since when?’ are just two
examples where the rhythm could not be resisted. This,
infact, was Beckett-the artist’s problematic. For, there
was nothing to express and nothing in which to express,
yet, the obligation to €Xpress was a nagging compulsion.
Rather, Beckett, as the master-artist of Language Was
actually aware that Language as a dynamic, had a

dramaturgy inherent and innate [ts range Was
extensive, for, it could communicate SLasts, as well as,

immortality! Remember Wilson Knight singling out
dramat'—“'gic exchanges barely 15-20 lines each from both
AH’O”}) ({”d CIGO})({”'(I {]ll(] [)e"f(}leb‘, as CXﬂlll]ﬂb‘S to

As an author, 4
beat, having once" generat
‘Who? Godot/Pah!/ The

in it.
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dow how Shakespeare used language-dynamic or drama
to communicate the feel of immortality itsell. Of course,
for communicating stasis and failure, Beckett is the best
example. Infact, language ‘ontology’ or dynamic has
subtle dramaturgic features, even in its so-called most
ordinary and banal use. Thus, to begin with, the
phenomenon that is Language cannot be an-all-at-once,
one-time articulation, nor, °as structure’, ‘there’. Also, its
words come i sequence, and, are part of a process, be
they written or spoken. There is conflict too, over-
lapping also, and ambiguity. Language has drama in it;
there is suspense, hint, suggestion, implication, innuendo
and even non-sequitur, It has' thrust in it, and , attack,
parry ;and withdrawal._It has feeling, emotion, passion,
and, is full of ideas. Language is hardly ever neutral
says Burke. To say that it has only a reference cap ability
is to stunt and dwarf its characteristically extensive range
and capacityy and, practice reduction to an extreme.
What is basic to Language is its own dramaturgy, its
share. of sound, repetition, beat, rhythm, movement,
varia-tion, and pauses and silences. Its ritual can cause
guosis, and its ritual can debunk illusions; its ritual can
demean the ritual itself Its pauses and silences may often
h'ave no meaning, and yet, those very pauses and
silences can be screaming resonances. Language has
COU-lltEI]JOint, negation and pungent interrogatives, gach of
which is profoundly remarkable dramaturgic material.
Language has jargon also, and cliche, as well as,
contortion and convolusion. But, only a trope-oriented

lnln.d can call a particular use of language banal, crass,
ordinary or vulgar. Be what ever its instant function, the
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central thrust of Limguage is grounded in ijts inherent
dramamrgic-dynalmc, an.d then too, not on any one
gunction or one dramaturgic use, Language needs only to
be provided a context. Iuitact, the human predicament, by
its sheer corporeal n?amfestation, whether absent or
present, keeips the environment sensitized to 2 perpetual
dgramaturgic context. For special purposes, an
extraordinary situation may be created ‘there’ on stage.
through pantomime for example, as in Endgame or
Krapp'’s Last Tape, whereafter, sheer language-
dramaturgy could takeover, and add with each’ language-
exertion, concretions on stage, of(such abstract
phenomena as Waiting, Ending, or Time, or, an After-
life. In the process, Language gets ‘creatively manipulated,
as Beckett manifestly does, to situate on the proscenium,
the frightening thought of a_\language-collapse. Each one
of these instances will be.dramaturgic compulsions innate
to the language-dynamic or language- ‘ontology’ itself.
Call its impact situational or context-coloured, but
Language cannot ever be bereft of its dramaturgy. It can
forgo metaphor, or, figure of speech, but it cannot forgo
s own drama. There is drama where Language exists,
ad where it does not, there is drama of a spoken
sllence. Drama partakes of the nature of human existence
self, be it as grotesque or otherwise on earth, or, as
Bef’keﬁ visualizes in Paly, in after-life. Wrench away the
[?b-'m of reference, even put Language mnto a S.llspt?“d?d
1o if you please, but, it is in the dramaturgic nature

ama of a
" ]a"guage-l)heuomenon to keep the drama ¢

talking_y> . x4 he master of the
g-I’ per ‘ a-ticking. And, the ;
perpetually a-ticking (o activate

la ’ . o Baa
"8Uage-medium that Beckett is, he just has

Beck
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which shomn of ornamentation, is at its
‘egsential dramatic’ and touches terrifying intensity. In
ices, the more banal and work-a-day the
becomes its efficiency to over-

whelm. making even the laugh it generates SO much more
discomforting, for, what is destabilised is the comfortable
complacency of illusions through this generated drama of
Language. Quite plainly, it suits this playwzight’s purpose

sbundantly, because Beckett has to concfetize on to the

proscenium grotesque stage-images, ‘and thereafter, let

language-dramaturgy itself take over~Of course, we may
trace in Beckett manifestations of vaudeville, music-hall,
circus, and commedie dellarte, yet, these conventions
could hardly ever have been his single interests. They
suited Beckett alrighty but this much and no more.
Beckett’s commitment. was to his theme of the Existential
Grotesque, be it.‘at>ordmary conversation levels, or at the
work-a-day banall Incidentally, Vladimir and Pozzo can
often becomé poetic and, there is a Vladimir-Estragon
exchange that definitely is lyrical. This was simply
because a maddening language-dramaturgy could help
concretize, on stage, abstraction like Waiting, Ending,
Time, and questionable Happiness, ‘as well as, an After-
life at devastating levels. Even Shakespeare did this,

dramatizing ‘honesty’ and ‘thought’—

this drama,

these circumstal
language, the greater

Oth. : Is he honest?
lago : Honest, my lord!
Oth. : Honest, ay, honest
Othello Act 111, Sc IIL
Or, yet again:
Oth. : What dost thou think?
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Jago Think my lord]
oth. : Think my lord]

| Othello Act I, S¢ I
Or take the line from Ju/iys Caesay- |

Caesar! (...)

Beware the Ides of March

Julius Ceaser, Act T Sc.II

Now, it could be anybody’s guess justwhere
imaginative actor or director would want 1o Eegin thaali
line from Julius Caesar. Will it be from the word
‘Caesar’, or will it be from ‘Caesar the Ides’, or will he
choose to begin, like the hesitating-sooth saye:r and shout
‘the Ides of March Caesar’ first, ‘and then follow it with
‘Beware’, repeating ‘Beware Caesar again, to anxiously
climax the entire exercise-by shouting out full-throatedly
the whole line |

Beware Caesar ) the Ides of March.

After all, was it not a poor soothsayer, very low down
in social hierarchy, desperately trying to warn the
powerful and distant Caesar, passing through the market-

place, against a possible assassination attempt on him
later.

Now, observe what Beckett does to the throat-
sound called ‘]]appy’;

Vladimir : You must be happy too deep down if

you knew it.
Estragon : Happy about what?
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Vladimir To be back with me again,
Estragon Would you say so?
Vladimir : Say you're even if it’s not true.
Estragon @ What am [ to say?

Vladimir : Say I am happy?
Estragon : I am happy.

Viadimir : So am L
Estragon : So am L
Vladimir : We are happy.
Estragon : We are happy.
Silence.

Act II.

Also, the thythm generated by. the repetitions and ritual
articulations of ‘happy’ and ¢So am I’, and, “We are
happy’ cannot stop at the stage-direction ‘Silence’, and
therefore, later picks wp again making the word ‘happy’
lose its meaning completely, and, what is terrifying, take
on the colour of a futile Waiting. Thus, after the stage-
direction “Silenice” the thythm generated helps shape, as it
continues,-the play’s theme— |

What do we do now that we are

happy?
Viladimir : Wait for Godot

Estragon

Act. 1L

What Beckett does is to first install, on a sparse almost-
empty-stage, as a presentational ‘there’, through tableau
or pantomime or otherwise, a human predicament as
sheer torso-corporeality, entrapped and inflicted. The
stage thus supplied to his satisfaction, he lets language-
dramaturgy take command. The language exercise further.
instils the physical theme with concretizations of Waiting,
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g, or, Time, gathering human existence ;

oF(fhf Irrational alld, the A.bsurd, red“;zeg ].?ttniﬂiild;
arposeless and 1xieam1lg]e.ss impasse. Thus, despite talk
of 2 lﬂnguage-collaps_e, 1t is Beckett’s language, and. the
dl.ainaturgy mherent m 1t§ dy]‘Jamic, that ultimately sl;apes
(he theme. The following is an example, also given
carlier, of how Beckett generates a language-thythm, and
writes, as its beat and rhythm go along. In this example.
he repeated use of ‘Dumb’ is tell-tale. After tlie 'fourth
pumb’, Beckett could not help but ¢omplete the
" eperated thythm writing ‘Since when?” in order to round
off the thythmic-movement he had “already gathercd
Vladimir asks Pozzo to make Lugky sing—

Pozzo : Who?

Viadimir : Lucky

Pozzo : To sing? _
Viadimir : Yes,Jor to think or to recite.
Pozzo . Buatrhe’s dumb.

Vladimir - ¢ Dumb!

Pozzo  :' Dumb! He can’t even groan.
Vladimir : Dumb! Since when?

Act 1L

Beckett’s technique is to put a small verbal-exchange
which could even be just a wee-bit of whatever he
wants spoken on his dramaturgic anvil, or, into his
dramaturgic sieve, and thereafter, leave the rest to the
activated drama within language to do what Beckett
wants done. Thus, observe the thought of a ‘vision’

destroyed through the generated dramaturgy inherent in

language itself, the challenge of which is set up through

Pungent interrogatives, What?, Who?, or Why?—
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Vet another activated language-thythm debunk
thought of Godot. In this exchange \‘..he/who?/

I
qbﬂl Ah”‘?d

Vladimir : You must have had a vision,
Estragon @ (twisting his head) What?
Viadimir : (louder) You must have had , i
Estragon : No need to shout. Sion
Silence
Act, 11

S the
Godoy

Pah!’ is a thythm that has to end:at' ‘The wind iy, oy
reeds’—

Estragon : You gave. a fright.

Vladimir ;: I thought-it was he.
Estragon : Who? /

Viadimir : Godot.

Estragon : . Pah! The wind in the reeds.

Act. 1II.

Again, observe yet another activaied language-rhythm
devastatethe idea of Time, as well as, Thought—

Estragon You’re sure it was this evening.
Vladimir What?

Estragon That we were to wait.

Vladimir : He said Saturday. (Pause) I think.
Estaragon : You think

Act. L.

Similarly, Redemption, Grace, Saviour, Heaven, Hell aud
the Evangelists are all given a slight dramaturgic langllﬂa"?
3P])l'?isal, and, literally erased of and out of thelt
meaning, The jfo]lowing is one more example:

e ol 0
Viadimir One out of the four, of the three

. 3ﬁd
do not mention any thieves at all
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the third ¢
abused hnim.wlys that ‘both of them
Estragon Who?
Vladimir What?
stragon What’s all thi
Eladiignir The Saviour, " 8bout?. Abused who?
Estragon Why? |
Vladimir Because he couldn’t save them
Estragon From hell. '
Vladimir Imbecile! From death.
Estragon I thought you said hell.
Vladimir Well what of it.

Act L.

Or, observe how the activated drama of a language-
thythm destroys the-already contextualized ‘man-in-god
image’, once man, once god,cand at another time god-.
man or man-god. Also, ebserve the uncertainty a
particular language-dramaturgy creates about both man
and god, or, was the uncertainty about Godot:

Vladimir <. “Poor Pozzo.

Estragon I know it was him. .
Vladimir Who? |
Estragon Godot.

Vladimir But it ain’t Godot.
Estragon It’s not Godot.
Vladimir It’s not Godot.
Estragon Then who is it
Vladimir It’s Pozzo.

Act L

. i ; 1" of
Yet again, observe how the innocuous And so ou‘ ’
e day after tomorrow

‘intil he comes’, or, ‘And then tl
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acquire sting, and destroy hope and n'leaning, as well as,
any complacencies about them. The sting these mnocuous
statements acquire is because of thf’: created context of
Waiting for an absent-presence which has consistently
failed ever to appear; observe also how Ianguagel

acquires tint and colour:

Estragon He should be here.

Vladimir He didn’t say for sure he’d come.
Estragon And if he doesn’t come.

Vladimir Well come back tomorrow.
Estragon And then the. day after tomorrow.
Vladimir Possibly.

Estragon And so.ofl:

Vladimir The point’ is—

Estragon Until “\he comes.

Vladimir You're merciless.

Act 1.

The drama inherent in the language-dynamic is again there
in Godot’s \décision-making, or, for that matter, all or
any decision-making, or, any issue, thought, idea, or
effort, and, if it is a perpetually ‘waited for Godot’ then
worse. The entire piece is made a dramaturgic exercise;

observe particularly how the rthythm concludes in the
beat-full ritual I think it is/I think so too’. :-

Vladimir I’'m curious to hear about what he
had to offer.
Estragon That we’ll take it or leave it.
Estragon What exactly did we ask him for?
‘I\E/Iadimir Were you not there.
stragon : ‘ i
Vladiiir Can’t have been listening,

Oh-nothing very definite.
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Estragon : A kind of prayer,
Vladimir  : Precisely,
Estragon @ A vague supplication.
Vladimir : Exactly,
Estragon :  And what did he reply?
Vladimir : That he’d see.
Estragon : That he couldn’t promise anything,
Vladimir  :  That he’d think it over.
Estragon : In the quiet of his home.
Viadimir  :  Consult his family.
Estragon : His friends.
Vladimir : His agents.
Estragon : His correspondents,
Vladimir : His books. |
Estragon : His bank account.
Vladimir : Before taking'a decision.
Estragon : It’s the normal thing.
Vladimir  : Is it<not?
Estragon : I think it is.
Vladimir : J think so too.

Act L

Lucky’s speech is a phenomenal dramaturgic exercise,
- and, shouted though it is, and, replete too with apparent
cliches, it acquires, through the creative use of these very
cliches, that is, by their deliberate repetitions, appropriate
positioning, and rhythm and beat, a dramaturgic power
that devastates the concepts of God, Heaven and Hell,
Scholarship and Research, Nutrition, Physical Exercise
and Sport. Though Lucky’s speech sounds a
schizophrenic’s word-salad, yet, there is a method
Beckett puts into its ‘schizophrenia’, so that, its final
effect is comic as well as tragic. The speech tapers-off
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into a predicament that becomes the crux of any effort at
thought by Beckett’s Existential Grotesque. This, that is,
the Existential Grotesque is, according to Beckett, the
perpetually aborted human-predicament ‘inspite of the
tennis the labours left unfinished... grave still.. abode of
stones... in a word... I resume... alas... alas...
abandoned... unfinished... the skull, the skull the skull...
in Cinemara... mspite of the tennis... the skull alas the
stone Cunard... tennis... the stones... so calmi.. Cunard..

unfinished.....”

And thus it is that ‘man wastes and pines/wastes
and pines’. This is Beckett appropriating the language-
dynamic, as a process, to créatively extract meaning out
of rubbed-off cliches. The cliches, thereafter stand
rejuvenated, alive and- stinging, and help demolish an
entire culture, erasing it of all its sanctity and even
reason. This apart,-Beckett’s language has lyricism too,
the Iyricism that™is in the whisper of the dead voices in
conversation, or, in the Pozzo or Vladimir epiphanies.
However, in each case it is the drama innate to
language, of which Beckett is absolute master. His plays
are indeed logocentric, and the apparent language collapse
is only creatively generated. Also, even the generated
co]Japse: of language situates on the proscenium, the over-
?vhe!mmg and intense drama of a meaningless and
u'l'atlf)nal human condition. All said and done, to any
enquiry ‘“What is the theme, master?” Beckett’s answer

would have been ‘Language! And, the drama which is its
intrinsic feature.’ |

This brings us to Endgame; let us touch upon it
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very briefly. This play, Vis-a-vis Waitr’ng
sligl'll])’ varies thfz theme and adjusts technique, and once
again the Absurd takes on stage a dramaturgic shape

Now, it was the ‘shape of the thought’ which l})aci
slways inspired the Beckettian urge as author Thought, in
iwaiting for Godot . takes a circular shape, while, in
Endgame it is .linear. It is to Beckett’s credit that a
slight variation in theme, and equally slight variation in
technique makes Lndgame appear a fresh, and infact,
original dramatic experience of the Absurd; which is
equally if not more tragic and terrifying thatt Waiting for
Godot. In Endgame, the two new thrusts are as tableau
and pantomime, both of which are._exploited well to
institute the Non-end on stage;‘as a presentational
‘there’. This having been done, the drama of the
language-dynamic again takes over. But then, in Endgane
we do not find as much~work-a-day banal conversation,
or, cross-talk, or slap-stick, as we do in the earlier play.
However, the themeis once more Language, but this
time it is the drama inherent in long-speech-deliveries and
not in short one-utterance exchanges. Instead, in
Endgame, extended speech constructions are
destructured, in various ways, but primarily through
innumerable Pause-punctuations. It shows the master of
lnguage found at a different language-play al togethel'-‘ -
shape and construction, Endgame is utterly dlﬂferent ﬁO}Il
Waiting for Godot. Thus, there are 10 Sllences_‘lg
Endgame. Moreover, each long-speech is (-)ften 1'6(!1111‘;1
'o be delivered, part by part, even bit bY b’lt’and
“onstantly changing voice-tones, $ay, part as Nm’mf;r o

the next a5 5 Narrative delivery: first as Naggs ’

Jor Godot,
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hen as narration; next as the voice of an Englishman,
then S dlle s

and after that the tailor’s. l-.lmnm_, 100-.-‘11"5 his CXFCIIded
speeches de-structured in this way. F(:l cxz.mfplc, in one
speech he changes tone 10 speak as ‘the rational being’
does. This Hamm-delivery spreads over two and a half
pages and has 6 directions for tone to be Normal, and,
7‘}01' it to be Narrative, and it has as many ?S 39
Pauses. Quite plainly, the language-theme exercise in
Endgame is entirely different from the ]angl.lage‘-thfeme
exercise in Waiting for Godot. Once agam, 1t 1s a
master of language at work, enjoying if not its feast,
then, at least the sheer creative manipulation of its
dramaturgy which this playwright knew could latch
profoundity on to a simple. interrogative—

Have you looked?

This is because, given a cataclysmic outside, and, the
temporary ramshackle-shelter from which that outside-
catastrophe™is peered at, observe how ominous this
simple exchange becomes-

Hamm : (Gesture towards the window light) Have
you looked?
Clov : Yes.
Hamm :  Welll
Clov : Zero,
Hamm : It needs to rain,
Clove : It won’t rain. (Pause)
(p.13)

_Woulq not trope be an interference and jar upon the
mtensity of this simple exchange between Hamm and
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clov. for; their experience is overw
mediate; and, only lhc.: barest minimum o
dyﬂlﬂnic or the drama inherent in languag
(his condition on stage. Why call jt 4 ]ﬂﬂguage break
down then? Had Beckett not become j classic in (h{
life-time? Was he not logocentric? Wagp’t his dram:
ore presentational than representational, or 4 blend o‘f
both as Jonathan Kalb argues very effectively.® Kayp
Jso says that Beckett has two themes: the physical
deme and the language theme. To this it may. be added
diat each Beckett play has its own characteristic physical
and language theme. That is, in each<it'is a different
existential grotesque and also, that)each play treats
creatively the ways of the Language-Phenomenon in a
way very specific to that particular play.

he]ming -

f the language-
€ would sityate

Beckett exploits language creatively, and, though his
complaint about ‘the obligation to express, with there
bemg nothing to express’ is persistent, yet, it is always a
master of the drama inherent in, and, mnate fo Langunage
who is forever at work. Beckett is acutely conscious of
this. The subtle dramaturgic nuances intrinsic to Language
‘ontology’ itself, are, what a master-manipulator of
language has, at his or her command. Therefore,
instituting each time a different concretization of the
Absurd Non-end on stage, he manipulates language
‘On[O]Ogy: or, ‘dynamic’ to very characteristic.creatwe
"6 Beckett’s language-drama is the dramatuigic shape
of an antjses dilemma in the exploitation of a f“ed“:“t
‘«fv'hich the artist cannot escape and keep himself awa)

: g 5 ‘ott the
'om, Fhis is all the more, because, Becket
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it has a censitivity 1o .his nwd‘ium Iemarkably
attuned o 1S basic dl‘{mmuflg’l‘b f]llallly,ll Beckett i
qware that sheer corporeality or Siecl ]“"f“t“ ity, or, botp
oked to and inflicted upon cach ot 1c:, and, supplieg
each time with a difierent. varicty of the Iml.g““gc'thcme’,
cven 8l its «ark barest, i ﬂl)tllldmlt. material for dramg
of the keencst and profmmde_st qua!lty. In each Beckett
play, the Languagc-themel itself 1s then.ope. of the
playwright’s primary themes. ' In each play 1t is just one
of the ways language could be made'to exert a different
kind of dramaturgic pressure for its theme of the
Absurd. For, Language-ontology is brimful of ‘the
essential dramatic’, and, is éach time exploited with fresh
creativity to overwhelmthe proscenium with tensity.
Therefore, scholarly: enthusiasm about ‘a Heideggerian
language-collapse’ shortsightedly reduces Beckett, even in
2 critical assessinent, to a mere footnote to existentialism,
because the. slant is pronouncedly pro-Heidegger or pro-
Kierkegdard or Sartre, and says very little about Beckett
the playwright. The net result is that Beckett becomes the
greater mystery, little having been said on Beckett the
artist. All this can hardly ever help understand this
dramatist of the Absurd, hunted as he becomes for
existential philosophy. This hardly ever serves the cause
Uf'lncraturc. It sadly remains only theory ot only
l’l“.l”‘f’u.l”')’- IOWfil'ds literature there is a sll)f—(xtl"tlllll
l?“‘““f‘f““' or philosophical compulsion takes the front
:izl'm:}};cs{]:'ltlc(;':::'y work i's named and labelled a 'l;‘::t
G et $ 0pcnf:d. I'he author is prmmunccd ‘l‘ .

caning of all kinds’ suffers convulsion, Names &
dropped as excellent authori * earlier, oriti®®

rity, If earlier,

language-art
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pronouﬂcefl absolute judgements ang the binary
OPPositiOIl, I know/And you don’t’ ruled the roost. the
rexts were at least opened. Today, the same binaly’ still
remains at play, ?ut, now theory passes for literature
The ‘process of signification’ does come under powerfui
scrutiny, but, that it must signify to ‘someone’ o
‘somebody” is emphatically and effectively put under
wraps. If the interest still remains ‘human’ it satisfies only
the robot-intellect!
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KEATS’ ODE 10 4 NIGHTINGALE'

A STUDY IN KEATSIAN AgsTy ETICS

| It 1s a flaw
In happiness to see beyond our boumne--

It forces us in summer skies to moum:
It spoils the singing of the nightingale. ’
Keats, To J.H. Reynolds (1818), 11.28%-85

A Poet 1s a nightingale, who sits in darkness and sings
to cheer its own solitude with sweet sounds: his
auditors are as men entranced. by the melody of an
unseen musician, who feel‘that they are moved and
softened, yet know not‘whence or why.

Shelley, A Defence of Poetry’

Ode to a Nightingale (1819) is commonly placed
highest among Keats' odes. Not only isit considered to be subtler
and finer than his other odes but to be much more than what the
sensuous experience and hixurious indulgence recorded m it suggest.
Critic after critic such as Middleton Murry, Arthur Symons, and
A.C. Bradley have strongly supported, each in his own way, its
claim to the status of a supreme order as the work of the
consummate artist. Flowever, it is FR. Leavis who, in whatisina
sense a response to those critics, most brilliantly demonstrates t!w
beauty and richness of the ode as a unified whole n terms ofits
artistic qualities, Tt is a performance in literary criticism which,
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78 o
s invented, had corie very close to Ny,

il I.)Cibzrc 1Iht only Leavis disagrees with Mumyseli cidation, iy
C.n“msm | g ::A'c’spmre, of the "deep and natu ral movement ¢
Keak o :1" underlying his pocims, for, he agrees with Symong
the poets Sm.-was 1ot troubled about his soul, or any othe,
et I?C?Stizal questions, t0 which he showsa ha])'py .indiﬂ"e]. ence,
2:?;}]’1;1}, aplacid mlconsci'OUS“eSS»" Le a‘:‘zﬂsﬁ d151nlsj5?s Mlm}.ﬁs
equation of Keats’ odes w1'th thc.a works 0 ahe%);:l;{z S maturity
< “extravagantly out; ” giving 1n§; reasons \'Jvhy e they Slj’f:fe].
as they do when 1€a sured against certain standards goveming

t. on the one hand, and “promise and

the actual achievemen : ) =
3 Complementing Symons admiration

otentiality,” on the other. |
5] ot Keats “practised [abead of time] the theory of art for art’s

sake, ” Leavis shows that Keats is a better artist than appreciation
ofhis as an able practitioner of that theory suggests. In reference
to what Bradley says of the Ode foa Nightingale in comparison

with 7o a Skylark, Leavis comments:

Now, if intellectual structure is.what Shelley
characteristically exhibits, the Ode to a Nightingale
may frecly-be allowed to lack it. But the superiornty
of the' Ode over To a Skylark, which beside it appears
a nullity, is not merely a superiority of details... The
rich local concreteness is the local manifestation of
an inclusive sureness of grasp in the whole. What the
detail exhibits is not merely an extraordinary rightness
and delicacy of touch; a sureness of touch that is the
working of a fine organization. The Ode, that is, has
the stl:ucture of a fine and complex organism; whereas
TO aSkyiarkis a mere poetical outpouring, its ecstatic
intensity” being a substitute for realization in the parts

and for a realized whole t ; i b
related. o which the parts migh

otermwa
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appreciation of
the Ode, 1ot me |
Apoetleading (o hig

e bOVe isthe main argument of Legyjg Critical
e Ode Before I tum to a detailed discussion of
ke a prieflook at Keats' development g¢

oreatness.
L Keats is commonly acknowledgcd
qnd most form-conscious of all the English Ro mantic poets, [
odes, marked by a classical sense of econ omy and decorum a::
Jrecord of a state of intense imaginative and aesthetic feel,in
They achieve their effect through fine structural conistra stg;
gnaesthetic and kinesthetic imagery, carefuil choijee of words’
assonance and alliteration, and a delicate balangé between thé
body and the soul. They suggest that the Romantic spontan eity of
feelings and Romantic longing for spiritual transcendence be
expressed with a certain discipline andeconomy of form. Like
Wordsworth in Preface to the Lyrical Ballads, Coleridge in
Biographia Literaria and Shelleyin’A Defence of Poetry, Keats -
attempts to formulate his ars poefica in his letters and carries his
aesthetic theories into practice as he develops as a poet.” His
ideas of "the authenticity ofthe imagination, life of sensations rather
than of thoughts, negative capability,truth, beauty, intensity, and
loading every rift of the subject with ore," demonstrate not only
his conception of life and art but also his commitment to the
principle of pure aesthetic pleasure. It is perhaps from
Considerations along these lines that Cleanth Bro oks opens his
tssay on "Ode on a Grecian Umn" by saying that "There is much in
e poetry of Keats which suggests that he would have approved

zfArchibald MacLeish's dictum, A poent should not mean/Buit
E_"h

as the mosgt aesthetic

| character of

, . " * - (
The impersonal, non-moral, and disintereste e

. a1 5 1 21 " ;Ussc
"Magination, which he thought Shakespeare poss
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- : ds to achiecve a concentygr;
o (hrifty use of WO ¢ : Ntration o

and intensity as the mark of excellence iy
ardsthe definition of his aesthetic cory’
Combining both {he expressive and the objective modes Oﬂiteraw

his later poetry, especially the odes, surprises us by ", fine

art, : ) A .
, 1 "a ]uxuflaﬂt content. HOW@’VC[‘) it 3150

xcess" and fills us wil " '
exCess Jl-wrought um" (Donne's 7/e Canonizatioy,

e
resentsitselfasa“we :
I(:r 2 "storied um" (Gray's Elegy), like the poet's own Gregigy

Unn. a finished product in itself, remarkable for its Imguistic beayty
ond structuralunity. The result is a unique aesthetic accomplishment
giving the work the status of a self-sufficient and self-sustained
entity, defined by its own internal laws of contextual coherence

and linguistic pattemms.

Like the other major-Romantic poets, Keats is highly
distinctive in his attitude to and treatment of nature. For
Wordsworth, nature isapowerful agent imparting profound moral
and spiritual lessons, and chastening and consoling in moments of
suffering; for Byton, it reflects individual force and freedomand
moods of €0, despair, bitterness and cynicism; for Shelley, i
becomes aiinspiring power propagating revolutionary gospels of
liberty and equality as opposed to tyranny and oppression; for
Kea.ts, it excites human thirst for sensuous experience, reflecting
the mner world of human beings and accentuating their joys and
pams. The Wordsworthian didacticism, the Coleridged
naturalizing of the supernatural, the Byr;mic search for at
i;”l’ngSib]e perfection in what he thinks to be a ruined world, and
o nature, 5‘Xpl‘esse:] i‘" ;1“ K'enls sensEmus_am.:l aesthetic (le\i(:w“t
with s aestheoteqs . [(‘)1;:(31-816 and pictorial images. (%f’llsi(-uew
rich and magical ta "um?/ s ]11.5 oS 0(!09, each u.n ] th-e

Pestry,” derive their aesthetic effects o™

cnonnousl)’,
o in poetry,

meanin :
isviews tow

are someofh
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ninlaid beauties of image and phrase and 1h
every technicalmeans of poetic skill to gain in
sense impressions through passionate and 1
e source of his poetic inspiration.

ythm"* He employs

tensity and to enhance
neditative response to

The aestheti.c beauty, v.vhich liesin its expressiveness and
exaltation, reflecting man's inner world in the external form,
heightens the thematic contrast between the real and the ideal, the
temporal and the eternal. It intensifies the poet's joyful, somantic
longing for the world of art and nature ashe strugglestoitranscend
theinevitability of that of time and flux. Hisimaginative participation
in the ideal becomes poignant because of his acute awareness of
the fleeting nature of not just the joys in life, but also of that
imaginative participation itself, that is,hisconscious knowledge
that his imaginative attainment of thefanciful is possible onlyin a
dream which can be sustained for-a moment only and must be
followed by a return to the actual world of death and disease.

Thus, Madeline inThe Eve of St. Anges discovers the
limitations of romance as she awakens from her dreamnot only to
see that her romantié wish has come true but also to re-enter the
state of human condition of "eternal woe." Reality disl-)els t_he
vision of the knight in La Belle Dame Sans Merc, leaving him
‘haggard" and "woe-begone." The poet discovers the limitations
of art in Ode on a Grecian Urn. The urn may turh the
Mpermanence of the warm exciting life into permanence s.mld may
Witially seem to be an imperishable source 0fj0; inspirng f‘:‘
“Xquisite awareness of its immortalizing power the poet.

i ¢ than a
Nevenhe]eSS, eventually it is proved to be nothing more thatt:

nerience
Mere cold o " - than flesl _and-blood experience,
sha ter than flesh-¢ R ,

1 { .
oWever briefand unhappy that may be. tation itself—
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the imagination —to the ideal and natural world l'cpre.sentcd by
the nightingale: "The fancy cannot cheat so well/As shc-ls fam‘c} to
do, deceiving elf." Both in general movement and in sp ecific
parallels, the half-conscious, dreamy, sensuous reverie of the
Keatsian persona in a pastoral setting, followed by a return to
ordinary consciousness, anticipates that of the Mallarmean faunin
relation to his two nymphs. Both Ode fo a Nightingale and 4
Faun's Afternoon: Eclogue (1876) provide lofty discourses on
the nature of art, contrasted vividly with themundane; both are
enigmatic, pastoral, and symbolic (Syfubolist?), exploring the
conflicting claims of the imagined-and the real, twilight areas of
consciousness, and the possibility of making permanent an exquisite
experience.’

The usual movement-of the poetic treatment of this typical
Romantic theme is that the poet takes a Romantic flight from the
real world into the'world of fantasy and then returns to actuality.
Watson is right ju saying that "The pattern of a going-out and
return is corhithon in Romantic poetry," which he applies especially
to Keats, whom he considers to be "the most self-conscious of
young poets."" The return isnot without a gain in the sense that
the poet ultimately discovers that as a human being it is futile to try
to escape from what is inescapable or into what is impossible —
the fact of human condition and its limitations, including human
physicality and human mortality. This is what Abrams calls the
Romantic plot of the circular or spiral quest cast in a symbolic
mode.” Taking the form ofa pilgrimage, the journey in search of
transcendence gradually leads the pilgrim back toward his point

of origin in earthly reality. The spiritual journey back home may
be defined as

‘the painful education through ever expanding

C} Scanned with OKEN Scanner



Ode 10 @ Nightingale

knowledge of the conscious subject as it strives
without distinctly knowing what it is that it wants until

it acl1ie\fe§ . e Wil.l its way back to a higher mode
of the 011gmgl unity with itself from which, byits primal
act of consciousness, it has inescapably divided itself
off... So represented, the protagonist is the collective
mind or consciousness of men, and the story is that
of its painful pilgrimage through difficulties, sufferings,
and recurrent disasters in quest of a goal which,

unwittingly, 1s the place it had left behind wheriit first
set out and which, when achieved, turns éutto be
even better than it had been at the beginning, 2

The "painful pilgrimage" that Abrams refers to contains the
elements of the Keatsian opposition‘or ambivalence between
idealism and skepticism. Both theVightingale and the Grecian
Urn odes express the poet'sidivided self as they grow out of
creative tension between pull and counter-pull. "From first to
last," says Bush, "Keats'important poems are related to, or grow
directly out of .. inner.conflicts."* With regard to thosetwo odes
where conflict is of central importance, Bush remarks, "Keats
feels not so much the joy of the imaginative experience as the
painful antithesis between transient sensation and enduring art."
The Nightingale and the Grecian Urn odesare justly ci:lebrz}ted
for their characteristic representation of the complexity of the
wresolved tensions in the poet's mind. What is more Interestins
' that the poet seems to be contented with hisinm'gnmm:j: discovery
ofthe unresolyable ambiguity of his own experience: ‘
gin with that sense of

Ode to iohti does in fact be W
a Nightingale < awaro of its

“mbiguity of experience even before thc‘ P‘“’_[_' 150 plesure
Patadoxical nature. The oxymoronic blending of ntenso}

.6 T oleasure conveysa
N numpjiy, g pain, that is, the sense of painful pleasure
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peculiar state of mind divorced from everyday reality and prepares
the poet for a visionary flight. The movement is one of subtle shift
from a sense of diminished lifc (drowsy,numb, dull, sunk) to that
of full life (happy, green, light-winged, full-throated ease). The
impulse to journey into the higher realm ofthe nightingale becomes
stronger in the second stanza as the poet Jongs for various
intoxicants, cool as well as warm, as the means for the intended
flight. The complex synaestheticimagery, involving the senses of
sight, smell, taste, and hearing all together, suggests that the journey
into the dim forest is to be made not by the anniliilation of these
senses but through their intense gratification:~The reference to the
mythological Hippocrene is particularly significant, for, asthe
fountain of the never-dying Musesyit contrasts with the earlier
reference to the mythological Léthe as the river of forgetfulness
and becomes a symbol of the poetic aspirations for permanence
and immortality.

The third stanzatakes the Ode’s dialectic pattern further by
directly putting-itin the larger context of the reality of human
condition —the temporal world of sorrows and sufferings. The
contrast between reality and transcendence, advance and
withdrawal, is brought to focus by what Leavis calls the "prosaic
matter-of-fact" tone of this "completely disintoxicated and
disenchanted" stanza. Fogle considersthe stanza as being "low-
pitch,... by itselfunremarkable but functioning as an integral part
of the poetic whole."" The enumeration of human ills resembles
the note ofhuman suffering in the third stanza of'the Grecian Urn
Ode, with both world of nature represented by the singing bird
and t'he world of art depicted on the urn leading the poet through
a series of well-structured stanzas to the same painful awareness
ofhuman reality. Thisis foreshadowed by "the a gonies, the strife/
Ofhuman hearts" (Sleep and Poenry, 11.124-25).% The dualities
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petween the poet's opposed instincts ofjoy and

ﬂ“.out:’.h a pattemn of progression and re i)
i evident soe Sleep and Poetry

pain are developed

Ol —a pattern that
and / Stood Tip-Toe,

Cont emp!ation of the miseries ofthe world constitutes a
gumiliar Romantic theme. .Tlle Romantic poets had a deep insight
nto the tragic aspects oflife and their poetry is full of melanch oly
qotes. Although Byron, as Abrams points out, does not fit into
the commonly understo od Romantic frame of mind for hig cynical,
satiric, or mocking tone, sometimes even the Byrouie despair at
the condition of being bound to "this degraded fort” {CHP.3.699),
1a fleshly chain" (CHP.3.685) or " dulllife in this our state/Of mortal
bondage" (CHP.4.41-42) finds expression in elegiac reflections
about human life, very similar to those of Keats'."” However,
Keats presentation of the condition@fhuman suffering is different
form the lyric cries of pain in hisfellow Romantics, especially Shelley,
for he does not directly speak out his own plight from whiclnl he
consciously attempts to disengage himself. He seemsto ac]m?ve
his catharsis by means of his "negative capability” Gf: observing
from a distance the general human lot. Commenting on s
"controlled detachment," Paul de Man says:

Suffering plays a very important role in [Keats'] le;i(,
but it is always the suffering of others, symp athetl;:_a eﬁ
but objectively perceived and so eaglly genera 121.5
into historical and universal pain that it I‘arelyl apcrpe:ﬂer
inits subjective immediacy...his i"tense.and j to:,e to
genuine concern for others serves, in a Seﬂsk{e is
shelter him from the self-knowledge he drcndls: own
a man distracted from the awarcnos{‘stﬁz c;:ath of
mortality by the constant Specmcl? . ting in their
others. He can go very far in p?mml:,anczﬂ that it
agony...the suffering referred to 1s 0 &°
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designates a universal human predicament.

Despite his capability to maintain an objective distance
Keats' participation in the agony of others becomes deeper by hjs
awareness of his own suffering, which in turn becomes objectifieq
through that of others. The result is that he can devote himself
wholeheartedly to an experience of a pure, intense joy, no matter
how briefthat may be.

That is what takes place at the opening ofthe Nightingale
Ode when the poet feels himself absorbed in the happiness of the
bird to the extent of being self-forgetful and numb. It is the same
sensuous and aesthetic experience that the poet returnsto afier a
survey of the suffering humanecommunity when he takes a visionary
flight mto the imagined ideal world of nature in the fourth stanza.
Ifthe pessimistic meditation on the human predicament delays his
imaginative flight,jtis a necessary momentary delay that helpsto
build momentumequired to launch the flight and determine its
nature. Echomg the "charioteer" and the "Bacchus" ima ges from
S leep and Poetry (1.127 & 1.334 respectively), Keats says that
1;3_ is Llglomg to use the medium ofpoetry, that is, imagination, not
o;li)yiitfl;a;zaql t_he enchanted dark green."” The outpourita
gic realm of starry sky and moon-lit landscap®

indicates that the fourth and the fifih stanzas mark the climax ©f
th.: poem. Keats keen perception, pen ‘
things, provides hin with intimatj
lranscendence, The joy
the first and secong stan
touse a phrase of Ke:

<

etrating to the essenc® of
ons of immortality 21"“‘
and happiness felt in an abstract way “:
Zas secemto be "repeated in a finer tone
its', i the marvellously pictorial fifth stanzd:
I cannot see W
Nor wh
But, in embal

hat flowers are at my feet,

at soft incense hangs upon the boughs,
med darkness, guess each sweet
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Wherewith the seasonable month endows

The grass, the thicket, and the fruit-tree wild;
White hawthom and the pastoral eglantine:
Fast-fading violets cover'd up in leaves:

And mid-May's eldest child,
The coming musk-rose, full of dewy wine,

The murmurous haunt of flies on summer eaves.

Asthe poet points "not to dissolution and unconsciousness but to
positive satisfactions, concretely realized in imagination,” there
occurs & "rich evocation of enchantment and delighted senses,”

with "the touch of the consummate artist...; inthe very piling up of
luxuries a sure delicacy presides."?

In the stanza quoted above-the music of the language
created by the "s" sound and the rich texture ofthe synaesthetic
imagery suggest that the poetislost in a spontaneous luxuriance
offeeling. In its soft, overflowing lyricism and vivid description,
the stanza is astonislingly similar to Oberon's speech in
Midsummer Ni ghis"Dream.”* Both Shakespeare and Keats
know their flower$ and know how to describe them. According
to Helen Vendler, it is Shakespeare and not the living Nature, who
s Keats' source for the above lines.> The plausibility of such a
d.a'lln isnot to be doubted since Keats, by his own admission in
1.118 letters ag well as in his early poetry, allowed himselfto be
"luenced by his Efizabethan predecessors, including Spenser a}ld
Shakesl)eal‘E, in an attempt to avoid the eighteenth century Popiau
Style. Making hig way through his "burden of the past” (W.).Bate)
and “anxiety ofinfluence” (Harold Bloom), he was, however, able
' ransform that influence into something inimitably his owi. In
SDoetie techniques, sonnet-like stanzas, and fresh images he

“Monstrates himselfto be so original that his lines seemto have
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aesthetic impulse to the beauty and Variety

of the immediate external nature andnot to t.hc world of"lite].my
art. Even when be turns to art, :'IS.hO dqcs n th.c Grecian Urn
Ode. he isable to turn it into somctllnng uniquely his own, so much
so that the readersarc swayed to /s mood and not to the physical

entity of the urn itself

Wien Philip Sidney in 47 4 polggy Jor Poetry (or The
Defence of Poesy) defends poetry by sayl.ng that t.he poet createg
another nature by endowing the earth with avariety of pleasant
associations, he certainly anticipates Keats'flower stanza, which
makes, in Sidney's phrase, "to o-much-loved earth more lovely,"?
Art, however, reproduces the unpleasant as well, as Keats' third
stanza does. Sidney's defence ofpoetry is, therefore, partial just
as his definition of poetry as something that teaches through delight,
combining both the Homeric function of pleasure and Hesiodic
finction of nstruction, isnot wholly acceptable, for the element of
didacticism is conspictious by its absence in Keats. Inthe realm
of art everythingis transmuted into the aesthetically beautiful: tragic
and comic, a Shylock as well as a Portia, a Desdemona as well s
an lago, aWona Lisa as well as a Guernica. Like Macbeth's last
moment conception of lifc as "a walking shadow" or as "a tale told
by anidiot," that of Keats' as "The weariness, the fever, and the
fret” oras "a bumning forehead, and a parching tongue" is clothed
in a light that is never there in mere reality and that gives a certain

order and pattern to human suffer; in A
an suffering. As Shelley says 1l -
Defence of Poetry: g. As Shelley say

been ingpired by hisown

Et? f}lz; tvl:::slal-I things to |0v§1iness; it exalts the beauty
ot sc:]IS most beaL1t1f11l, and it adds beauty to
horror, or .103': deformed; it marries exultation and

, grief and pleasure, eternity and change; it
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subdues to union, under its light yoke, all irreconc:

— ncilable
The question is one of aesthetic experience of the he
ﬂ‘ﬂﬂsf‘e“‘ed to the world (‘)f art. To an artistically re
Keats sensuously desc.nbed flowers or the ever-young lover
sculptured on the G1‘ef:1311 um provide more aesthetic plea su:Z
han the real life figures just as the "mfinite varicty” of Shakespeare's
Cleopatra Or the "serpentining beauty" of Browning's Lucrezia
(Andrea del Sarto) seems to be more captivating than'that of a
real womanl.

auty OFI'E:a]ity
flective mind,

The aesthetically entranced Keats, unmistakably soundin g
[ awrentian, wishes to pass away ashe imagines himselfto be in
the home of the nightingale, listening to lier song in the moonlit
vembalmed darkness."” Death is felf to.be not just a release from
the earthly confinements and moital pains but also a means to
perpetuate the moment of ecstasy. Hints of death-wish have been
given by the state of numbness, forgetfulness, and ofbeing faded
away "into the forest dim®in the first two stanzas. That state of
stasis and the sense-of painfill mortality summoned up in the third
stanza are very different from the poet's wish for death in the fifth
stanza which comes out of his sense of a higher mode of existence:

Now more than ever seems it rich to die,

To cease upon the midnight with no pain,
While thou art pouring forth thy soul abroad

In such an ecstasy!”
e epitome of the

y 1 2 L] L] " Ll
Accmdmg to Leavis, the phrase eich to die” 1S tl ofthe
since early in his

Ode. Thisis a death Keats has been longing for SCC e ©
Poetic career. In Sleep and Poetry, he eXpresses his wish uT le
a deatly/ Ofluxury" in the midst of the intoxicating carthly pleasures.
His mood of "easeful Death” and that of Shelleys ¢ the openiia
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a, singin g"are similar:
d thus to sink and die,

eath indeed! — Constantia, tumn!

of "To Constanti
Thus to be lost an

perchance werc d
Shelley's poem comes very close to Keats' m SeV_eral o
(echniques, including vo cabulary, phf"aseology, au-d alliteration A
Shelley is listening to Con stantla's‘ fast ascending number." ¢
feelsthe wenchantment” of her "strain" to the extent of flying from
the worldly limitations into the limitless skies:

And on my shoulders wings are wWoven,
To follow its sublime careet,

Beyond the mighty moons that.wane
Upon the verge of Nature's utmost sphere,

Till the world's shadowy-walls are past and disappear.

Like Keats' nightingale®, Con stantia's MUSIC Proves Overpowerng
for Shelley:

As moming dew that in the sunbeam dies,
1 am-dissolved in these consuming ecstasies.

The list of similarities in diction and imaginative movement g0¢s
on.

It is Shelley's 7o a Skylark, however, that naturally comes
to one's mind to draw a comparison with. Boththe nightillgﬁle
and the skylark elicit similar yet different responses from the two
poets. Asthenightingale "singest of summer in full-throated ease,
S0 H.ISO l]Ee skylark pours its "full heart/In profuse gtrains 0 4
til(l))lll(z:iil::l:f art." Both of thembelong to an ideal region be_\-'ﬂﬂl‘h[’
joyance" is co:c:e'- AT }“ghti"gﬂle, the skylark's "keet cleat
"langour" or "::Izilil:?u Sb,?'.‘fs "ignorance ofpain,” an ﬂbsencei'?
more etherial anci ‘dil:;ml?:; > -l i Skylarlf s, haweve, 1%101? " ‘re

’ er than the nightingale, which is M0
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ode . ,
[ more distinct, and more vivid. While both are symbolic of
rals

A1iNg spirit of ima giuati(.m, freedom, and lyric poetry, the
the 50.‘1\' ol ceived in a social and intellectual vein, and the
ckylat acsthetic and sensuous vein. The skylark is
nig ored 10 teach and share with the poet its lyrical gifts so that he
Ij“l]’mak o the world listen to his political idealisms; the nightingale
::; ored for s seeming to be a pure principle of expressive joy
and beauty
he represent

without ‘human verbal ideational content" and without
ational function of the visual arts. The lively.song of
e nightingale, "quneiess and timeless," to use Vendler'sterms, is
sonrepresentational, nonconceptual, and nonphilosophical. In both
cases, it is the listener himself who gives spiritual and philosophical
meaning in his own way to his nonhuman subject ashe arrests the
"spontaneous overflow of [his] powerful feelings" in words.

Keats attempt to do so is made;as the line "Though the
dull brain perplexes and retards*:suggests, by holding his self-
consclousness in conscious suppression and not by what Coleridge
called "willing suspension. " Flis reasoning faculty, hitherto held in
abeyance, however, asserts itself in a moment and makes him
realize that in the silence'of death he would simply become a "sod,”
separated from his source of joy. The realization, paradoxical in
lature, is that he can be "too happy" at the happiness of the
lightingale so long as he remains in his mortal state; to overleap
The mortal bounds is to pass into nothingness. The skepticism
".‘h@l'.eflt i the situation — tendency to escape the earthbound
:J(l]:tdl:(-)lf and the sense of futility on the discovery of: the ]imit.\s‘ 0 F
ﬁllprccbizf-bc- enhances the quality 0 f the poet's acsth(c).t 1;
Moves 1qn and experience of the bu‘dfs song. I|l'1us th—c[ lft“‘
iy olutwa_rds and upwards," in Leavis' \-vorfls, 'tﬂ\.\’ffl_( S s
et g 5 Yasit moves downwards towards extinotion; [lfJ. s, I
Xtremely subtle and varied interplay of motions, directed
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1 1 28
now positively, now negal ively."

The understanding of the lact and nature of human mortality
leads Keats to reflect with confidence on the immortality of the
nightingale endowed with a life ofunmixed joy :

Thou wast not born for death, immortal Bird!

His earlier desire to dic and then not to die as he speaks of his

becoming a sod with "ears in vain" "swells into a strong revulsion

against death” in the above line. He "entertains at one and the
same time the desire to escape into easeful death...and the
complementary desire for a full life..."? Hejis thinking, however,

not of the particular nightingale singing at the instant but ofits
song; in other words, he is thinking not of the "song-bird" but of
the "bird-song," which, througlithe natural species of the bird,

had been beautiful for centuries and would continue to be so long

after the passing away.of the poet's generation. For him, as his
Endymion opens, "Athing of beauty is a joy for ever," not subject
to the flux of its worshippers. So is the nightingale, which symbolises
"the principle of beauty in all things":

No hungry generations tread thee down;
The voice | hear this passing night was heard
In ancient days by emperor and clown :

The notions of temporality and timelessness put together in this
stanza, which, as Gittings points out, hauntingly echoes
Wordsworth's The Solitary Reaper, are brought together in
harmonious relationship and do not seemto be in conflict.* Watson
considers the stanza in its movement from the poor ofthe past to
the ancient royalty to the mythical Ruth to "Charm'd magic
casements” beyond time as "a marvellous example of the travelling
imagination," showing what he thinks the influence of Claude's
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rhe Enchanted Castle.”" Throughout tle poem Kegtc'
imagination "revealsitelf" according to C oleridge's deﬁnitiz]atsf
jmagination in Biographia Literaria, “in tje balance1 or
reconcilement of opposite or discordant qualities." o

Similarly, Keats' l'f)mantic longing for a transcendent home
is balanf:ed b?; the mythical and nostalgic Ruth's human craving
for reunion with her loved ones. The sense ofherideally omely ties
rooted in the common earth nicely contrasts with the remoteness
of the "faery lands forlom" and results in the combined effect of
making the poet pamfully aware ofthe increasig distance between
him and the nightingale, the source ofhis inspirafion. With such an
awareness of the mstant and the primordiatthe upward flight of
imagination cannot be sustained any longer) The meditative trance
with which the poem begins and which reaches its peak in the
fourth and fifth stanzas starts declining with the poet's death-wish
in the sixth which closes with the reflection that after death he
would at best have his ears."in vain" and "become a sod" to the
"high requiem" of the nightingale. The decline continues through
theimages of "hungry generations” and "the sad heart of Ruth...sick
for home" in the seventh stanza and becomes complete with the
perfect transition between this penultimate stanza and the last as
the word"forlorn" closes the former and opens the latter to toll the
poet back to his "sole self." His slow withdrawal fiom the world
of fancy and the bird's slow retreat from the vicinity of the poet's
physical Iocation, widening the ever-existing gap between the two,
are marked by the slow rhythm of the verses towards the close of
the poem, Ifthose verses "Past the near meadows.. .11.1 ﬂ.le next
valley-glades" —in which Fogle thinks "objective de?'cnptiou audf
subjective emotion are fused"? — records the °p roieﬁ ?o
Withdrawal" in terms of physical locale and landscape, LhoEar
closing lines,
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\Vas it a vision OF waking dream -
Fled is that music : —Do [ wake or sleep’
: ind whose spark e |
do so in terms of the poet's OWI m - . .

down the line of denouement ].j]_(e -"alfadg]-g c0al," to boryg,,
Shelleysitnage. Thelement ofx i Lgmtyand skepticisy
implic'it throughout the poem and explicit at the end undercuts g,
cuccess of his momentary transcendence but completes p;
sesthetic experience at the level of human perception.

Return to reality with a mature understanding ofit is als,
accompanied with a knowledge ofthe limitatim} of t'he power of
imagination which, the poet discovers, can deceive him only for 3
brief moment. The imagiation is identified with the nightingale
ond that identification is made comyplete when imagination desers
the poet at the same time thenightngale does. Once heisbackto
his normal consciousness, the poet questions the reality ofthe
whole experience and finds himselfin a state of doubt, self-division,
half-knowledge. This state of tentative attitudes is actually a
common and réalhuman state, "half-way between the haggard
and woe-begone knight of La Belle Dame Sans Merci and the
fulfilled female figure playing her part in the natural processin 1o
Autumn."* Keats' experience —aesthetic escape into and retum
from the world of the nightingale —broadens his sane and

sympathetic understanding ofthe realities oflife, time, and spa ce.”

‘AfCCOMing to Yeats, Blake's pictures and Keats' 0des 1€
symbf)hc in the sense that in them colors, sounds, and forms
?f?::lf)}l::z]to goke ;'al} infinite emotion” and "a perfected e 1110{1'011:
tothe selfges (?;Jlg Limagery of the Nightingale Ode is appealing

ieanng, smell, and sight, and usually to more than

ONE SENSe at a time T g
Ufproducjna l‘lmc. Ihis synaesthetic ima ge-making hasthe effect
g 4 greater mtensity of the ima ginative expenence
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recorded i the poem. Keats is always careful to en}

sense impressim'ls, reinforced by melodious asson
lliteration. The simultaneous repetition of vowel and
sounds, of compound words and epithets, along
mversions, 18 intended to contribute to the desired
Yeats also distinguishes between Blake and Keats by saying that
while Blake celebrates the energy of "etemal delight" and makes
pis poetry out ofhis pass_ionate identification with everything he
sees, Keats gives us a poignant sense of separation fromwhat he
presents in the form of romantic longing for "othemess” Keats' is
an aesthetic experience of the tensions between identification and
detachment or, n Burkean terms, self-preseivation and self:
propagation, the beautiful and the sublime.

1ance the
ance and
Consonant
with superb
poetic effect.

It is interesting to note that the Keatsian conflicts between
idealism and skepticism are strikingly similar to the Yeatsian ones
i Sailing to Byzantium and The Wild Swans at Coole. Yeats
also wishes to escape fromthe actualities of the biological world
of birth, decay, and deathinto the permanent world of art where
he would assume the. shape of a golden bird. He only half-
consciously suppresses his knowledge that he would then simply
become a cold "sod" or mere artifact but still singing of the pulsating,
throbbing process and flux of the world of the living. Like Keats'
nightingale, the fullness of life ofthe "wild swans" makes him aware
of hig growing old age and with it possible poetic decline. The‘
symbolization of the faculty of imagination by the abundance of
ife embodied in the swans implies that their disappearance h"“_'f
the sight of the poet is going to signal a loss of his creative PQ'“‘"“'T:
Justlike the nightingale's fading away signals the break of Keats
Spell of Imagination,

oo eoprelative” for his
Keatg' nightingale is the "objective correlative
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06 fings. AS [:]cio defines the term, (he Objegt

emotions and fee Illﬁh-lm (hrough which the poet "“clprm

nature acts 4 8 ""f" i ,.|;|-csSi(“'S about theprocess oflif, fiay X
abjectify his 51111chl::“ccs Ofthe "three voices of poctry " d(-‘l:ﬁlf h
with {1 Ei" cunscgl:;), thp; cametitle as the meditative, the drama;?d
y Eliot .ﬂwcﬁc 31(0315- poem combines the first two with thcj
and the dldfl‘:1 10 t','thc last. The meditative content, howevey, givei
fmal c.\'d:;f;?uatic in the form of a symbolic debate as the o,
m.mg‘;cs ;hl' oughaprocess of "advance and withdrawal " gjyz, g
l:::liilp ression of a living sp eech anfl a need f‘or discourse, There
:< a sense of thetorical urgency and IN{Eey m the f(_ll‘m of lyric |
_ You" address.’” The "1" of the poem is a.poetlc persona, 5
poetic mask, not the poet's own self, which is thus no_t directly
swvolved in the debate between the listener and the object of his

listening. As de Man says

by

One never gains.an intimate sense of Keats's own
selfhood refotely comparable to that conveyed by
other Remantic poets. The "I[" of the nightingale ode,
for-instance, is always seen in the movement that
takes it away from its own center. The emotions that
accompany the discovery of the authentic self, feelings
of guilt and dread as well as sudden moments of
transparent clarity, are lacking in Keats....He moves
away from the burden of self-knowledge into a world
created by the combined powers of the sympathetic
'Magination, poetry and history, a world that is ethically
'mpeccable but from which the self is excluded.™

m‘ :l'lilll: ?t(:l 211: Is(ell-‘-klnow]edge" that de Man refersto is aotuﬂll.}j
knowledge of llu:ia'lS “Gsthe%lc experience. He is troubled E]}, ['1[13,
members, ingly; i mortality and that ofhis immediate (" ),

»euding his own, as we see when we take his biogra!?
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e wishestg distance
aesthetic Sensuousness

ato account. Tt is this knowledge from which, h
and dissolve himselfin the "othemess" of

a5 he proceeds from the center to the circumference, Whep {]

process s reverse('i, that is, when he is back to the cénter at t];llz
end of the poem with a maturer understanding ofit, he questions
the idealist and aestheticist tendencies ofhis desire. Yet (and this
is precisely the point T'wish to make) his aestheticist impulse is
more gratified than not in his descent from the ideal to the real.
That is why he seems contented with the unreasonable ambiguity
of his experience. Since the green nature in whick hie finds the
joyful sensation that he seeks is also real, it can b&said that Keats
isaestheticizing the real as well, not just the ideal after ideal — this
ideaisimplicitin Vender's analysis. Thisis as much an escape —

an unintended irony perhaps — as his desire for reaching the state
of the bird's song or that of the figures on the Grecian urn.*

Keats'nightingale is an agsthetically perceived object in much
the same way as Robert Frost's tuft of flowers in his poem by the
same title. Unlike Keats, Frost, however, never leaves the earth,
always letting his practical sense prevail over the Romantic
tendency to give in'to fancy. Although Frost is a Romantic in his
characteristic ways, he does not yield to the temptation of the
music of the thrush — Come /n — nor does he linger to
contemplate the sensuously inviting landscape nearby— Stopping
by Woods on a Snowy Evening, — preferring to attend to the
distant obligations and responsibilities. While Keats discovers the
limitations of his imaginative quest after having plunged into an
"idealized, trance-like condition” and ultimately becomes better
equipped to confront both the real and the ideal with a fm'-rencl‘ung
vision, Frost seems to be armed with a foreknowledge of the

dangers of imaginative dallying and therefore is refinined from 'ﬁfll
Participation in the romantic flight. The result 1s a characteristic
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- 4qcticism Whose literary quality lies in jtg iron
«— something that Frost shares wit}, Keate
S,

d sensuous passion for the beauty ¢
: e 0
alism and didacticism. After hay,

pointed out his passion for \-&111 :llt .Keal'? :::;111233 ; s "the Mighty
abstract idea of Beauty m a nng.s, . 11191(1 Tightly
observes that vin one of the tWo £l ?HF 1H0d<:-"S b}.’ Wh.lch Poetry
nterprets, in the faculty of naturalistic Iterpt etation, in what e
call natural magic, [Keats] ranks with Sh-akespeare,"w Despite
his certain degree of indebtedness to _the hte-ra.ry tradition ofthe
past,” Keats establishes an Emersontan “original relation" with
nature, independent ofhis knowledge ofhistory and human society,
just ashe creates his own stanza=form out of the tradition of two
sonnet forms. > As Emerson sdys, "Nature will not be Buddhist;
dhe resents generalizing, and insults the philosopher in every
moment with a million-of fresh particulars."* Keats experiences
many emotions in.¢ontact with "fiesh particulars” ofnature in the
form ofits sights and sounds. He belongs to that school of Idealist
Aestheticians who hold that spiritual element is introduced to the
phenomena of naturenot by God but by man's own consciousness.
Beauty, in their view, is merely a particular condition of the human
mind. And Keats as a poet shows a remarkable acumen for such
conditions in which he captures the beauty and variety of natural
sights and sounds with a sense of the immediate as well as the
primitive in aesthetically satisfying form and style.

Keats' acsthctic an

nature precludcs any Mol

NOTES AND REFERENCES

L. izé‘The Norton Anthology of English Literattre, sixth
1 Sltlon (1.993?’ vol. 2, p, 758. Shelley wrote his Defenct :ﬂ
21, which is also the year of Keats' death and Shelley®
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Adonais, an clegy on that death. Periy; .
from the Defence were intended as a t:}rll:; tﬂ.::fi( above lines
Nightingale Ode was first published in July 181(933_'£5,Awhose
of the Fine Aris, just as the Defence itself as 5 \::E ]ﬂncﬂs
written as a response to Thomas Love Peacock's iro(r}lii:acsl
satirical essay, The Four Ages of Poetry, As their le’ctn
indicate, both Keats and Shelley were in touch with e: ;;
other at the time, writing about their recent poetical
compositions.

5 Defined, simply, as a close reading of the text, New Criticism
leaves out elements of biography and literary history, which
are albeit important in interpreting a literarywork. Instead, it
focuses on the linguistic, rhetorical, andother internal aspects
(irony, ambiguity, paradox) of a work' of art to show that it
stands on its own, independent of everything else and unified
by its own laws and pattems.

3. FR.Leavis, "Keats," Scrutiry IV.4 (March 1936). Reprinted
in Revaluation (October 1936). Also see English Critical
Texts, ed. D.J. Enright & Emst De Chickera, (OUP: London
1962), p. 312 Henceforth, ECT.

4. ECT,p.315.

5. Hisearly poetry, with its problems and procedures, luxuriating
in the external beauties of nature and documenting his
developing views of poetic art, myth, and reality is, like
Wordsworth's "Tintern Abbey" and The Prelude, a record
of the Keatsian parallels of the stages of poetic growth.

6. The Well Wrought Urn : Studies in the Structure of Poetry
(Harcourt, Brace and Co: New York 1947), p. 151.
aesthetic and poetic
"Keats' Negative
in The Romantic

For excellent critical analyses of Keats’
ideas, see W.J. Bate's 1963 essay
Capability and the Imagination”
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Imagination, ed. John Spencer Hill. (Macmillan, 19-;--;.), his
1057 essay "Keats's Style : Evolutlon' Toward Quah:les of
Permanent Value" and Dougas Bush's ¥957 essay "Keats
and his Ideas," both in b_?nghsh Romantic Poefs, ed. M{
Abrams (Oxford Unversity Press: New York 1960).

8 Douglas Bush, "Keats and His Id_eas,'f English Romaniic
i Poets, ed. M.H. Abrams (Oxford University Press: New

York 1960) pp. 333, 334.

0 For English translations in prose of Mallarme's poem, see
The Penguin Book of French Verse, Yol. 3 (The Nineteenth
Century), ed. Anthony Hartley (Baltimore, Maryland, 1967),
p. 190, and French Poetry fropi:Baudelarie to the Present,
ed. Elaine Marks, the Laurel Language Library Series (Dell
Publishing: New York 1962), p. 89.

10. J.R. Watson, English‘Poetry of the Romantic Period 1789-

1830 (Longman: Iondon and New York 1992) p. 365 and p.
34 respectively.

11.  Meyer Howard Abrams, Natural Supernaturalism :

Tradition-and Revolution in Romantic Literature (Norton:
New York 1971).

12. Abrams, p. 190.

13. DOuQaS Bush, Mythology and the Romantic Tradition in
English Poetry (Harvard University Press: Massachussetts
1937), p. 82.

14,

21§edc;ubt;;nd conflicts (?f these two odes are reconciled in
ingepar:bintdm;fhd% in which the poet asserts the
which there){l: Joy and pain, followed by To Autumn, 0
resignation fc ﬂi sense of calm acceptance of and serene

© natural, cyclical process, and which is

regardEd to btﬁ artist' ) . ;
the Grecian Urn odtecsa“y superior to the Nightingale and
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16.

it

18,
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Richard H. Fogle, " A Note on Oge /1,

aNNi ' "
Romantic Poefs, p. 381, ightingale,

English

Keats was an admirer of Wordsworth. In th

, e : . at
the Nightingale Ode's third stanza, panicnj:?fe’ 'l:er.l.] aps
weariness, the fever, and the fret," may haye been T ;18 he
by the Solitary’s sufferings in 7%e ntluenced

Excursion (1814);
which was among Keats' favourite readirggs axchln%iiral
] . ¥
Abbey ("the weary weight/.. the fretful stir/ (e fever o’;'

the world") in particular, Robert Gittings quotes the followin
lines from The Excursion as resembling Keats' Jings - &

While man grows old and dwindleg and degays;
And countless generations of mankind ’
Depart and leave no vestige where they trod...
(John Keats, Penguin, 1985, p. 464)

This stanza, along with the third stanza of the Grecian Urn
Ode, anticipates "Love's sad satiety" in Shelley's 7o Skylark.

We wither from our youtly;' we gasp away—

Sick-sick; unfound the boon—unslaked the thirst
Though to the last; 1 verge of our decay,

Some phantom lures, such as we sought at first

Love, Fame, Ambition, Avarice—'tis the same,

Each idle —and all ill —and none the worst—

For all are meteors with a different name,

And Death the sable smoke where vanishes the flame.
Childe Harold, Canto IV, 11.

Our life is a false nature — 'this not in

The harmony of things ............

Disease, death, bondage— all the woes we S€c,

And worse, the woes we see not —which throb through
The immedicable soul, with heart-aches ever new.
Childe Harold, Canto 1V, 11.

Introduction to the Selected Poetry of Keas (The Signet
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Classic Poetry Series, 1966), p. xxiv.

19, Watson (English Poetry of the Romantic Period . g
oberves the influence of Titian's Bacchus and 4 ""ﬂ(%ne 2)
Keats' expressions in Sleep and Poetry and 0y, roﬂn
Nightingale ("Away! away! for T will fly to thee,/N;

charioted by Bacchus and his pards...").
20. Leavis, ECT,p.317.

21. 1 know a bank where the wild theme blows,
Where oxlips and the nodding violet @rows,
Quite over-canopied with luscious-woodbine,
With sweet musk-roses, and with' eglantine.
There sleeps Titania, sometinie of the night,
Lull'd in these flowers with dances and delight.
A Midsummer Night's Pream, 11.1.249-254

22.  The Odes of Jolin Keats (Harvard University Press, 1983),
p. 84. Gittings, on the other hand, traces Keats's source to
Dryden's The Flower and the Leaf, which is a modernization
of a medieval poem and which, Gittings claims, was one of
Keats' favourite poems. See John Keats, p. 463.

23.  The Norton Anthology, Vol. 1, p. 483. See also ECT, p. 8.

24, The Norton Anthology, Vol. 1, p. 763.

25.  D.H. Lawrence, who, like Keats, died of tuberculosis at the

age of forty-four in the south of France whose vitality s
evoked in Keats' poem, invoked his end, just beforehis death,

using deep-rooted elemental images of sensuousness like
those of Keats': -

Give me the moon at my feet
Put my feet upon the crescent, like a Lord!
O let my ankles be bathed in moonlight, that I may £°

Sure and moon-shod, cool and bright-footed
Towards my goal,
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Like the flower stanza above, the source of this expression

of death-wish may be traced to Shakespeare, After their

ceunion at Cyprus following a severe storm at sea, Othello is
nappy and thankful to Desdemona who has brought tranquillity
to his tempestous life : |

O my soul's joy!
If after every tempest come such calms,

Ifit were now to die, .,
"Twere now to be most happy, for I fear
My soul hath her content so absolute

That not another comfort like to.this
Succeeds 1n unknown fate.
Othello, 11.1.187-195.

In both cases, Othello and Keats, it is the excess of happiness
that culminates in the thought'of death. Ironically, we know,
what a painful and protracted death was in store for both of
them! Another Shakespearean moment that we may recall
n this connectioniswhen Antony, following the assassination
of Julius Caesar, also wishes to die a particularly meaningful
death : Théreas no hour so fit/As Caesar's death hour....'Live
a thousand years,'] shall not find myself so apt to die/

No place will please me to.../As here by Caesar...
Julius Caesar, 111.1.154fF,

Thenightingale is a small brown bird, which has been popular,
free or caged, for its song in the West as far back as the
Roman Empire. It has had a number of roles in Westem
culture -- from a wood spirit to a symbol and messenger of
love to a harbinger of spring. At one time and then it was
used in “love potions and in nostrums for improving the
voice.” Richard Mabey, one of Britain's famous nature
writers, reports that in 1924 there was a live outside broac‘icast
of “a duet between a nightingale and Beatrice Harrison,
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t at the time, which the BBC transmitte

s leading cellis ol \ :
11‘3 -21:1 her woodland garden. Richard Mabey, "May, Mong,
olf Nightingales," Reader's Digest, May 1997, p. 7.

78, Leavis, ETC,p. 315.
20,  Leavis, ETC,p. 318.

30. John Keals, P- 464.

31 English Poetry of the Romantic Period, p. 365.

32.  Fogle, p. 383.

In A Defence of Poetry, Shelley writes :“the mind in creation
is as a fading coal which some invisible influence, like an
inconstant wind, awakens to transitory brightness..." See The

Norton Anthology, p. 761.
34 Wolf Hirst, John Keats (Twayne: Boston 1981).

35.  Quitein contrast, Byron's understanding of the imperfections
of the human lot seldom leads him in the direction of Keats'.
It gives rise, instead, to the Byronic moods of cynicism,
desperation; exasperation, and bitterness. In the words of
Abrams, Byron stands single, among the English Romantics,
in his "ironic counter-voice" and "a satirical perspective."
However, at times he too comes very close to Keats in his
aesthetically conceived transcendental dream of achieving
"ideal beauty" (CHP, Canto III, 1. 740) in the creations of
the poet's mind :

[Ls o™ s ' =
Tis to create, and in creating live
A being more intense, that we endow

With form our fancy, gaining as we give
The life we image. ...,

CHP, Canto 11, 11.46-49

’]]E“he Bgings of the Mind are not of clay :
ssentially immortal, they create
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And multiply in us a brighter ray

And more beloved existence,
CHP, Canto 1V, 11.37-40

W.B. Yeats, "The Symbolism of Poetry "

For an interpretation of the "I-You" form ; .
W.R. Johnson, The Idea of Lyric : Lylxl:: 11‘\1/11;{;:9 l::: e/;;y "
and Modern Poetry (University of California Press 1;;;2’;’
pp. 1-23. Watson (cited above) discusses elabora’tel the
function and mechanism of "thou" in Keats’ Oda (En);h‘sh
Poetry of the Romantic Period, p. 364). \

de Man, p. xxiv.

It should be mentioned here that.the pattern of Keats'
aestheticism that I present here-changes in his last poems.
There is in the Hyperion poems a clear indication that he
knows that he ought to be.Wwriting another kind of poetry, a
poetry that will not be‘a. mere fevering of himself but will
begin with a knowledge of the pain and suffering of human
hearts and will be a ‘consolation to readers. And to prepare
for that, as he‘says in his letters, he needs knowledge and
philosophyr=="a step away from mere aestheticism.

Essays in Criticism, Second Series, ed. S.R. Littlewood
(Macmillan, 1960) p. 71. Arold continues to say that for the
faculty of "moral interpretation,” in which Shakespeare
equally excels, "Keats was not ripe". Amold, however, 1s
quick to say that in short literary works suchas Keats' poems,
in which "he is perfect,” "The matured power of moral

interpretation and the high architectonics...are not required.
Seep. 72.

| have mentioned above some of the possible sources an-d
analogues of the poem. The nightingale itself as a sméjejti;li
old in literature. Apart from the anonymous Middle 11.:,1 :

lyric, "The Owl and the Nightingale," it had been used by
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Milton. Wordsworth, and Coleridge. Tt is long since it had
been pointed out that "the conception of the happy nightingale,
a conception unknown to the old poetry, came perhaps from
[Coleridge’s] The Nightingale.” (See Dorothy Hewlett, 4
Life of John Keats, London : Hutchinson, 1937, Third revised
edition, 1970, p. 317). Gittings mentions the same connection
between Coleridge's and Keats' nightingales (John Keats,
p. 463). Coleridge's The Nightingale is @seminal conversation
poem by Coleridge in the launching of the Romantic
Movement, containing the simple.but haunting line, "In Nature
there is nothing melancholy," written perhaps in response to
Milton's melancholy bird-in I Penseroso, and taken to be

defining Romanticism against Neoclassicism.

42, Gittings thinks that it is a Shakespearean quatrain followed
by a Miltonic sestet (John Keats, p. 454). Watson thinks
that it is avvariation of the Shakespearean and the Petrarchan
patterns combined (English Poetry of the Romantic Period,
p. 362). Watson gives a detailed picture of Keats' adaptation

of the form.

43. Ralph Waldo Emerson, "Nominalist and Realist,” £ssays and
Journals, ed. Lewis Mumford (Nelson Doubleday, 19683),
p.357.

Department of English
International Islamic University
Selangor, Malaysia
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M M Adnan Raza
HOPKINS' CONCEPT OF MORTAL BEAUTY

Gerard Manley Hopkins deals with a similar theme in
three poems: Morning, Midday and Evening Sacrifice
(1879), The Leaden Echo and The Golden Echo\(1882)
and 7o what serves Mortal Beauty ( 1885). They may be
treated as a trilogy on Hopkins' concept of hdortal beauty.

While reading The Morning, Midday and Evening
Sacrifice, the reader is struck by{the fact that Hopkins
deals with the transitory beauty of man from a theological
point of view. "Morning", "Midday" and "Evening" (the last
of which gives way to night signifying death in Hopkins"
Spelt from Sibyl's Leaves) are obviously metaphors of a
process of transition'in man's physical beauty. As for the
poet's insistence istanza 1 on consigning human beauty to
God before it dies away, the poem seems to be no more
than a piece of poetic sermonizing. Hopkins tries to
reinforce its effect on the linguistic level by using spch
expressions as "dappled die-away cheek”, "wimpled lip",
"gold-wisp" and "airy-grey/ Eye".

As a Jesuit priest and poet, Hopkins firmly behevet:d
that man is endowed with the divine attribute of be'aftlty t§
be dispensed with in the form of a voluntary saCTiice
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God. A similar notion of sacrifice seems to permeate
through his "terrible” sonnets where he struggles to attain
divine grace by giving his self back to God because it
originated from Him.

The first stanza of The Sacrifice demonstrates, to a
considerable extent, the sharpness of Hopkins' powers of
perception. The image of the "wimpled-lip" signifies the
bow-like curve in the upper lip which reminds one of
Cupid's bow. The image evokes, outhe one hand, carnal
overtones with regard to physical beauty and highlights, on
the other, the idea of its transience. The word "wimpled"
has a close association witl-the transitory character of the
ripples on the surface.0f a river. It is also reminiscent of
"wimpling wing" iw-The Windhover and "the wimpled-
water-dimpled"in" The Golden Echo. This mode of
perception expldins the significance of the remark T.S. Eliot
made about Dante: in his verse "the intellect is at the tip of
the senses."' It applies to Hopkins as well inasmuch as he
tries to comprehend the curved beauty of the upper lip and,
by extension, its transience (suggested by "wimpled")
through the agency of the visual sense. Similar is the case
with the image of the "gold-wisp" which most probably
suggests the spiralling locks of golden hair, Moreover,
Hopkins has integrated the image with the theme inasmuch
as the spiralling of golden hair in the wind creates the
V?I'ISIIllililude of the "fuming" of physical beauty. It is
difficult to clarify the real significance of "airy-grey/ Eye"
except that the image suggests a certain kind of correlative

between the grey of the eyes and the one in the atmosphere
produced by risin g winds.
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A hortative undertone characterizes the following
ines of the poem:

This, all this beauty blooming,
This, all this freshness fuming,
Give God while worth consuming,

In the foregoing lines, Hopkins tries to give the idea
of beauty a divine orientation. Believing that. beauty is
orieinally the attribute of the Godhead, he urgesius to give
 back to Him in its "blooming" form so\that it may be
perfected through a reunion with its origin. The meaning
further crystallizes itself with referénce to Hopkins'
penchant for the etymology of English words. The verb
consume, the gerundial form ofwhich has been used in the
first stanza, has its root in Latin consuniére. It can be split
into con- and sumere~ which signify, the idea of
completeness and the act of taking respectively
(Chambers Twentieth’Century Dictionary). If one takes
into account the étymological division of the verbal form of

‘consuming” (st. 1, 1.7), it suggests the idea of attaining
completeness or perfection.

"ihbulglilt'trhe Siéond." stanza, the poet deals with the
orm of deanld thew" of m'anhood which pass thm}lgh a
the worg ..,Vre opment prescribed by nature. The meaning of
absence of a(;Wel . Whml,l 1S 5_11311’?13! f)bscul'e because of t‘he
Semantjc Sul)y grammatical link in line 2, seems to receive
eateq 54 al })0“ from the rh}fme "power", It may be
Whig}, a map ne‘taph-m- of 1)11_y51cal strength and stature
Saing Dhysicaglams till youth in the same way as a tower

strength and height in the course of its
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vertical st ructuring. Hopkins Iikc‘_Nisc tri(fs t(). highlighy the
:dea of physical strength and sta]lurc’xfl line 3 of 7,
shepherd's brow: "/\"gcls,, rﬂl]’ e LS towers, frop,
w The use of "Tower 15 also reminiscent (¢
ytion of Satan in Paradise Lost | 581-97.
/in shape and gesture proudly eminens)

heaven — .-
Milton's descr]
"He above the rest
Stood like a tower."

Hopkins focuses on — Of 'rat‘her mscapes — the
youthful human figure in all its totality in‘the following Jines -
"Head, heart, hand, heel and shotlder/ That beat ang
breathe in power". One is reminded here of Hopkins'
Harry Ploughman in which he deals with a similar totality
of physical strength. The foregoing lines of The Sacrifice
suggest, through a kinaesthetic mode, the meaning with
which Hopkins wants to' stuff the word "thew". He urges us
to apply the dywamism of our minds and bodies to the
service of Chirist whose glorification is the Alpha and
Omega of Hopkins' poetry. Youth —the "pride of prime's
enjoyment” —is, according to the poet, not a "toy" to play
with in a puerile manner but a "tool" to be used in "Christ's
employment”. Throughout his poetic career, Hopkins was
fully alive to the functional value of this tool which he never
wanted to dwindle. He expresses a keen desire for 1its
furtherance in the following lines of Spring:

.. Have, get, before it cloy,
Before it cloud, Christ, lord, and sour with sinning,

Lr;nocent mi. nd and Mayday in girl and boy, ‘
ost, O maid's child, thy choice and worthy the winning:

k ates
The second stanza of The Sacrifice demonstrat®
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come of the finest examples of Hopking' yse of alliterat
ion,

" sonance and consonantal chiming; "thought ang hey

sHead, heart, hand3 heel, and shoulder”, "heq¢ and b L
i power” and “pride of prime's enjoyment". Ty, lir*.:s:the
i examples ‘shows the influence of the Welolf
pynghanedd on hls.verse. His use of alliteratio in ths'

«anza not only furnishes instances of the repetition of thls
:itial consonant sounds but also of the unfolding of :
aifying principle which governs the human body. It invests

his language with a sense of kinaesthesis which s so
conspicuous there.

A highly evocative language is usedin the first four
lines of the last stanza where Hopkins talks about the
maturity of mental powers in old age:

The vault and scope and schooling
And mastery in the mind

In silk-ash kept from¢cooling,

And ripest under rind —

The word "vault” is associated with the ideas of
storage and safe-keeping. It also has a plausible
association with the bony framework of the human head
housing the brain. Hopkins compares the "scope” (range of
action and observation), "schooling” and "mastery” of an

old man to a treasure stored in the repository of his mind.

The neologism "silk-ash" may be treated as a‘metap!ﬁ'sll.cal
“onceit for the soft, grey hair on the head inside whml‘h-l eli
the store-house of the training and maturity Of_the old w, lf
the Poet urges us to employ (while they are still hot) f?: }:;‘
therance o fihe cause of Christ. He likens the maturity
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age to a fruit "ipest under rind". 1t substantiates the idea of

divine consumption in line 7 of stanza 1.

The beauty, vigour and maturity of youth, manhog
and age. which correspond to "Morning", "Midday" anq
"E\‘elall;g" respectively in the title of the poem, make up,
according to Hopkins, the sum total of our "offering" tq
God. The idea that the wisdom and intellectual powers of
man are doomed to destruction in the tpmporal world is
expressed in the following lines of the last stanza:

What death half lifts the latchiof,
What hell hopes soon thé.spatch of,
Your offering, with despatch, of!

The Sacrificey. which is highly canorous in sound
effects, basically treats of the idea that God bestows His
gifts, intellectual and physical, on people belonging to each
age group.. The gifts should be "transferred back to the
donor" sthrough an act of sacrifice and worship, for the
sake of their transformation into a "spiritual equivalent”.
Man's failure to do so is a negation of the Pauline injunction

to "present your bodies a living sacrifice, holy, pleasing unto
God."

The theme of the evanescence of the physical beauty
of man is given a slightly different kind of treatment in
I-lo;_)kins's The Leaden Echo and the Golden Echo. The
basic problem tackled in The Leaden Echo is "How to
L\'eep....f Back beauty, ... from vanishing away?" The

waving off of these most mowrnful ... stealing messengers
of grey" has been the common concern of humanity for
ages. Hopkins, in this part of the poem, is in quest of some
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ch or catgly or
beauty's decay

"how OT brooch or braid or brace, lace lat
ey — different possible ways to arrest
«ith the passage of time.

The language of the poem, which shows a restle
offort to stabilize beauty, is animated by the stregg pattels;,
of common speech which characterizes sprung rhythm, The
jocution patterns illustrate the significance of Hopkins'
definition of poetry: "Poetry is in fact speech employed to
carry the inscape of speech for the inscape's saks and
therefore the inscape must be dwelt on." :

Sturge Moore tried to improve Hopkins by rewriting
the first two lines of The Leaden Echoin his Style and
Beauty in Literature®:

How to keep beauty? Is ther¢-any way?

Is there nowhere any means to have it stay?
Will no bow or broochor braid,

Brace or lace

Latch or catch

Or key to lock the door lend aid

Before beauty vanishes away?

A comparison of Moore's rewriting of the l.ines with
those of Hopkins' highlights the fact that Hopkins chose
every word with utmost care. The element of "1’)}1)’5“?21
Constraint", implied in Hopkins' lines by the word Bafk
's deplorably missing in Moore's version. J‘ames F\’Il l&l
"emarks: "So great was the care that Hopkins bcstluuost
o every word he wrote that this rewriting seems & -
SaCl‘ﬂege. "s
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In the first line of The Golden Echo, "brooch" anq
"braid" echo the consonantal br sound while "latch" ang
neatch” simultaneously furnish examples of internal thyme
and assonance. The patterns arising from the interplay of
consonant and vowel sounds seem to mimic, on the phonic
level, the variety of physical beauty which Hopkins strives
to "keep/ Back ... from vanishing away." Moreover, the
words from "bow" to "key" in the line have,\on the level of
associations, much in common with the-acts of fastening
and clasping things.

A repetitive locution pattern'is noticeable in line 5 of
The Leaden Echo: "No there's none, there's none, O no
there's none". It is herg.that the speaker reaches the
conclusion that physical.beauty cannot be kept from decay
and all human effortsTo keep at bay/ Age and age's evils"
inevitably end in/despair. Beauty has to undergo various
transitions in the temporal world: "hoar hair,/ Ruck and
wrinkle, drooping, dying, death's worst, winding sheets,
tombs and ‘worms and tumbling to decay". The last four
lines of this part of the poem are in rising rhythm
accentuating the strain of despair which is echoed and re-
ec?hoed through a careful juxtaposition of locution patterns.
Since both parts of the poem are characterized by a variety

of verbal fireworks, Hopkins wrote to Richard W. Dixon:
I never did anything more musical. "

) "ln The Golden Echo, the speaker ultimately finds a
key t.? the perpetuation of physical beauty, although it
works "not within the seein g of the sun". In other words,

the arei of the operation of this key is beyond the influence
of the "sun" which exercises a "singeing" and "tiugeillg"

C} Scanned with OKEN Scanner



e yins' Concept of Mortal Beauty

eﬂ‘eét on human beauty. Tl}e "flower" and "flee
(line 11) attain an everla stm.g "loveliness of youth" throuel,
e agency of the Resurrection if they are proffereq in onis
lifetime to God Who, according to Hopkins, is "beaut ‘g
celf and beauty's giver." Beauty, which is not given back);o
God and thus becomes a source of humap pride, is
designated by the poet as "beauty-in—the-ghost". Hopl;'ms

(akes an integrated view of human beauty when he insists
on its reunion with God:

IS

ce of beauty"

Come then, your ways and airs and looks; tocks,

maiden gear, gallantry and gaiety<and grace,

Winning ways, airs innocent, maiden:manners,
sweet looks, loose locks, lovelocks,
gaygear, going gallant, gitlgrace —

The poet alludes to Luke 21:18 and Matthew 10:30
in lines 20-21 of The Golden Echo: "See; not a hair 1s,
not an eyelash, not theleast lash lost; every hair/ Is, hair of
the head; numbered."In these lines, Hopkins highlights the
biblical truth that-God is an unerring reckoner of the
particular measure of physical beauty which He bestows on
every human being in the temporal world.

As explained by Hopkins in a letter to Robert
Bridges’, lines 22-25 of the poem dwell on the idea ofa
seed that we sow carelessly in the soil and then forget 1t.“lt.
Sprouts, the seedling grows into a tree and begins to g‘;‘{"
fruit in large quantity. Beauty that we |)l'0ﬂt’:l _to o
through an act of sacrifice and worship and then 1018.*"'?“0“5
our temporal life analogically grows in an ‘eflo:uThe
Measure through the agency of the Resurrectioft
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Christian doctrine of the Resurrectif)n is characterized, in
the poem, by a magical fecundity in regard to those on
whom God bestows His grace. St. Thomas Aquinas dwells
on this aspect of the Resurrection in his Swmma

Theologica.

Hopkins believes that beauty, which we "forfeit” as a
sacrifice to God, is kept by Him "with fonder a care, / ...
than we could have kept it". The query "Where kept? Do
but tell us where kept, where" signifies a "difficult and
urgent" state of the speaker's mind-xThe use of "Yonder",
with four subsequent repetitions, resolves the query with a
sense of emphasis on Heaven.

In several lines of the poem, Hopkins' "way of using
the body and movement of the [English] language" are
reminiscent of Shakespeare:

-snet-by-morning-matched face.
ok k

-..s0 care-coiled, care-killed, so fagged, so fashed,
so cogged, so cumbered.

ER. Leavis, therefore, comments: "We camnot doubt that
he [Hopkins] knew his Shakespeare well, but if he
proﬁted, he was able to do so because of his own direct
mterest in the English language as a living thing. The bent of

hfs BCNIUS was so strong that we are forced to believe that
his experimenting would have t

even if there had been no S
arise out of a similar exploit
potentialities of the language "

aken much the same lines
akespeare. The 'similarities
ation of the resources and
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To what serves Mortal Beauty is more or less a
poetic scholium on the following passage from the

"principle and Foundation" in St. Ignatius Loyola's
Spirr'rual Exercises:

Man 1s created to praise, reverence and serve
God our Lord and by this means to save his
soul. All other things on the face of the earth
are created for man to help him fulfil the end
for which he is created. From this it follows
that man is to use these things to the extent
that they will help him to attaut his end.
Likewise, he must rid himself of them in so far
as they prevent him from attaifiing it.”

Hopkins deals with two_ aspects of mortal beauty in
the beginning of this peem: the negative which is
"dangerous; does set dane-/ ing blood" and the positive
which "keeps warm/Men's wits to the things that are; |
what good means'.. The first aspect is coupled with a camal
implication of which man must beware beo.ause it pre‘?'euts
him from attaining the wend for which he 18 created." The
second. which has moral overtones, is related to St.
Ignatiu's' passage (quoted above) implyin'g th'flt we Sllf‘:}ll‘(t
look at beauty as one of "All other t]n:llgs fvlnch are
created for man to help him fulfil the end o.flus Cl'cllfltil}.
The basic question Hopkins tries to answer 1n th?.pl(?t‘,m’ 1<;
of an ethical nature, though he Eiocs not .allog::\t/}u}l (13:1:1!:,5
the contemplation of what ]*f.ca'ts,I n lhfa Ode Off e é:lxlfrci S: iE.u;
calls "beauty that must s FO-I Cejllt'l'uiest’v\fecu their
theologians have tried to find a via mcl( 1‘1" )el s
fascination for the objects of the p.lys.'lfﬂ SR S

ai]cmf 1(; of God's grandeur and the biblical injunction:
reflector
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; ither the things that are in the
B ¢ the world, net ‘ |
LO';:IC ;li?any man love the wortld, the love of the Fathey N
ot iﬁm mo Hopkins' basic outlook on mortal beauty seems ¢4
{10‘(1?;10 cl;wcc to that of St. Augustine of Hippo who wrote:
ye quite Clos

We have wandered far from God; and if we
wish to return to our Father's home, we must

make use of this world rather than enj oying it,
that ... by means of what is material or
temporal we may attain to what is spiritual and

eternal .!!

~ The end of the creation of man-was, according to the
poet, fulfilled by Father Gregory (later Pope Gregory the
Great) who, having glanced at the beauty of the young
English prisoners of war in the Roman Forum about 587
A.D., ejaculated: "Not-Angles, but angels". The word
"angels" evokes assoCiations with the concepts of physical
chastity and God'sanoral good. Gregory's act of looking at
the beauty of the English prisoners, which reflected a
fraction ofiGod's beauty, induced him to send Augustine
(later Archbishop of Canterbury) to Christianize England.
Hopkins affirms in Mortal Beauty that if the physical
beauty of the prisoners had not been glanced at by
Gregory, he would not have "gleaned" the greater beauty of

God and decided to send Augustine to preach the Word in
England:

Those lovely lads once, wet-fresh | windfalls
of war's storm,

How then should Gregory, a father | have gleaned
else from swarm-

ed Rome? But God to 5 nation | dealt that day's
dear chance.
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1J01ns itg followers
loveliegt — men's
CXpounded in pig
Semina] influence
of man ang gives
es the self of map

Christianity, as the poet believes, ¢
o love "love's worthiest .../ World's
celves” (1. 10). Self, as Duns Scotyg
(eory of haecceifas which exercised 5
on Hopkins, "flashes off frame and face"
pim his individuation. Christ's self animat
in the same way 1'-15 the human featureg reflect Chris's
beauty in Hopkins' prose and poetry. St. Paul says to the
Galatians: "I live, now not I; but Christ lives in me" (2:20)
Christ, according to Christian doctrine, is the God-man
who was crucified many centuries ago, bt he survives in
his members at all times. Hopkins beholds Christ in the
"limbs" and "eyes" of human beings.(4s kingfishers catch
fire) nasmuch as they are, according to St. Paul, members
of his Mystical Body. Hopkinsin the beginning of Mortal
Beauty, finds himself beset.with a sense of dichotomy on
account of two conflicting aspects of beauty which have
already been referredsto. In line 12, he returns to this
problem in a state ofmental urgency: "What do then? how
meet beauty?" The problem is resolved when he urges his
readers to give beauty a "Home" in their hearts as "heaven's
sweet gift” and "let that alone". The physical beauty of man,
the archetype of which Hopkins finds in Christ, is a means,
in the poem, of attaining "God's better beauty" in the f91111
of His grace so that the human self may achieve p_cf'fecm“'
Hopkins further clarifies the idea in his spiritual writings:

I
. ; ‘e s part
For grace is any action, activity, on God's p

: . _ : he
by which, in creating or after crc.c.a’un;ql:d 2
carries the creature to or towards th? e(‘hrist
its being ... It is as if a man said: That is C

' ist, onl
playing at me and me playing at Christ, only
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. that it 15 N0 play but t.rut:l; That is Christ being
rm" and me being Christ. ™
ifice, The Echoes and M.orm/ Beauty a4
Thc.Sadm by '1 (hematic uniformity with cerii,
clmrafstcl-lzc | zm ent. The underlying idea in these poem,
yariations of trea descended to bestow a fractig,

that God con , o
seems t0 be ings. Here lies the significance of

: nan bet
0lmbiblical doctrine that man was created in God's image,
the

The divine attribute of beauty in human beings be.came
subject to mortality (as a consequence of thse F all) in the
temporal world. The poet's nsistence Oh gIving bc?auty
pack to God through an act of Sacl:lﬁce alld.WOI'.S]np’ is
inspired by "God's promise” to)immortalize it. The
transformation, as already stated, will be effected through
{he Resurrection. It is, therefore, of no avail to "freeze" our
physical beauty and be unduly attached to it because it

leads ultimately to "despair”.

Hopkins'.éatly poems, which are characterized by
extreme sensitivity to the beauty of the physical world,
show a marked influence of Keats. One such peomi is 4
Vision of the Mermaids (1862) in which Hopkins proves
his amazing capacity for the projection of "beauty that must
die" through sharply defined sense-impressions. Although
Hopkins' The Habit of Perfection, written at Oxford in
1866, basically celebrates asceticism, it is no less
characterized by an acute awareness of sensation. Hopkins
thought it necessary, after joining the Society of Jesus in
186'8, to evolve a definite attitude to mortal beauty in order
to justify his credentials as a Jesuit poet. One may
conjecture that one probable reason behind his burning the
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ﬁnishcd copie{‘ of his p(l)'ems on M
- cident he.dcmtgnates as "the slaughter of th
as that his attlt}ldC 'to bea.uty, which he 1,
(hen, it erfCl:ed with his J QS}llt scrupulosity, The germ of
Spirituﬂ“mtm“ of beauty is found in Hopking o
1465 when he wrote On the Origin of Beguy,
pialogue at Oxford fO}‘ his tutor Walter Pater, After
formulating the aesthetic premise that "beauty ... is a
relation, and the app.rehension of it a comparison"
character, representing a particular viewpoint
platonic dialogue, makes a significant statement:

ay 11,

€ il]]] ocentg"”
ad formeq

, One
in the

I am either convinced or I really, do not know
what to say to the contrargy but I am sure
there is in the higher forms of beauty — at

least 1 seem to feel .~-something mystical,
something I don't kftow how to call it. 13

While reading the Dialogue, one feels that Hopkins'
- sympathies are behind the foregoing proposition. His
attitude to beauty as "something mystical ... something
beyond" or as an attribute of the Godhead, reflected in the
physical world, subsequently crystallized itself in such
poems as The Wreck of the Deutschland (1875-76) and
The Windhover (1877). His theory of inscape further
clarifies his mode of aesthetic perception. The "ideal,
consummate moments" of inscape diffuse a gnosis of the
Godhead in his 1877 nature sonnets.

Hopkins had the good fortune of being one of ﬂff
Pupils of Walter Pater at Oxford. He does not share 1111}&.:1\
With Pater's theory of aestheticism. Pater was an ﬂg““:“‘l“j
and his views on beauty did not take into account any
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"oternal absolutes". Hopkins' relationship with him, cann
however. be underestimated .hecause it was he e,
apprised Hopkins, during his Oi\zford days, of thl::
fundamental relationship of beauty with art and life. Pateyg
dictum. "Not the fruit of experience, but experience itself
is the end". applies to Hopkins with a difference, Hopkin;
was keenly interested in the projection of experience i his
poetry. But experience was meaningless for him unjegg it
bore "fruit"; the instress of God m the"world's splendoyy
and wonder". Hopkins agrees with\fhe emphasis of the
Aesthetic Movement on “stylistic subtlety”, "high artifice"
and crowding "one's life with the maximum of exquisit},
sensations”. His most exquisite sensations are those of the
immanence of God and-Christ in the physical universe. He
tried to give a new ouientation to the motto of Aestheticism:
"Art for art's:(sake". Hopkins' mature poems are
undoubtedly pare art but for God and Christ's sake.
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Renate Sarmd

INITIATION AND QUEST—
RK. NARAYAN’S WAITING FOR
| THE MAHATMA

The great theme of Indo-English litf:rature in the
years before and after 1947 was the ‘independence
movement. Some of the Indo-English novels about the
heroic strugglé of a people and:their fateful encounter
with forces beyond the control of individuals are Kamala
Markandaya's Nectar in.acSieve (1953), R.K. Narayan's
Waiting for the Mahatma (1955) , Khushwant Singh's
Train to Pakistan'(1956), Bhabani Bhattacharya's
A Goddess Named Gold (1960) and Manohar
Malgonkar's A .Bend in the Ganges (1964).

R.K\Narayan's Waiting for the Mahatma'begins
with Gandhiji's visit to South India shortly before the
‘Quit India' movement of 1942 and ends with the
Mahatma's assassination at the prayer meeting in the
grounds of Birla House, New Delhi, on 30 January
19482 Gandhiji's death is the climax of the novel - the
end of the waiting for the Mahatma - condensed in the

tv»:o short final pParagraphs with staccato, matter-of-fact
statements, devoid of pathos

.
o Waiting for the Mahatma, as all other novels by
ayan and most of hig stories, is set in Malgudi. Th¢
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or's imaginary town flourishes on the banks of

cayu, ODe of the seven sacred rivers of Hindu
gy.’ Situated near the foothills of vast primeval

.ngle, the Mempi Forest Range, Malgudi is connected
i]J)’ train, bus and bullock-cart to T1'ichinopoly and the

cest of the country and was, from the beginning,
conceived by the author as his 'miniature,version' of
India.* An important aspect of Narayan's oevre is the
topography of this small South Indian town which
permeates the five parts of the present novel dlso. Part
One, occupying one third of the slim book.* describes
details of Gandhiji's visit to Malgudi and the startling
changes brought about by the Mahatma's presence in
a tradition-bound, placidly content society.

au

Sa
ﬂl)’th 0 IO

Facets of the independencé-movement, particularly
Mahatma Gandhi's call for civil disobedience, are included
in other Malgudi novels also, from Swami and Friends®
onwards. The special characteristic of Waiting for the
Mahatma is the wealth of mention of historical events:
World War 1 and” World War II, the Satyagraha
movement of the early 1920s, the march to Dandi
Beach, the Mahatma's preaching ahimsa, the conflict
between non-violence and terrorism as a means to end
British rule, the 'Quit India' campaign, the activities of
the Indian National Army and Subhas Chandra Bose,
ﬂfe Mahatma's firm refusal to approve the proposed
division of India into Hindustan and Pakistan, Hindu-

Uslim riots in East Bengal and other parts of the
“ountry, anq Independence Day 15 August 1947,

ash .All these events figure in Waiting for the. Ma{:atr{za,
"ef background narration, as flash-back to illuminating

P s T 1 -__\"'-1#"'
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details and as part of the structure of the novel, Jik,
the protagonist's terrorist activities in the central py 4
Three and, towards the end of the novel, his trajy
journey from South to Northl, acToss the strive-tory
country.” In this connection, it is of interest to recal]
what Narayan observed about the art of the novelist
shortly before the publication of Waiting for the
Mahatma:

Between the era of British rule.and the
present we might note a middle period when
subject matter became inescapably political.
All of India's energies were directed to the
freeing of the country~from foreign rule.
Under this urgent. ‘pressure the mood of
comedy, the senéitivity to atmosphere, the
probing of psychological factors, the crisis in
the individual' soul and its resolution, and
abové all\. the detached observation, which
constitute the stuff of fiction, were forced
into..the background. It seemed to be more

a time for polemics and tract writing than for
story telling.

Since the attainment of Indian
independence in 1947 this preoccupation is
gone, and the writer can now gather his
material out of the great new events that are
shaping before his eyes. Every writer now
hOIJt?S to express through his novels and
stories the way of life of the group of people
with whose psychology and background he 1s
most familiar, and he hopes that this picture

will not only appeal to his own circle but also
to a larger audience outside.?
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Thus, the subject matter of this novel was ‘inescapably
political’, but as always in Narayan's fiction there is
comedy, sensitivity to atmosphere, probing of psychological
factors and detached observation. For Narayan, the
independence movement and other historical events are
the backdrop for the coming of age of his protagonist,
young Sriram who stands for the many thousands whom
Mahatma Gandhi met and talked to on his tours through
the hamlets and villages, the towns and cities of India.

The novel preceding Waiting for the. Mahatma
had ended with the theme of the continuity\of life: when
faced with financial ruin, chaos and humiliation, Margaya,
the old “financial wizard’ had assured His son that a new
beginning was possible by retutning to their roots.
Speaking with the authority-and assertiveness of his
early days, the father had once again shown his true
self, had been the onewho shows the way.” Waiting
for the Mahatma takes up the motif of the quest for
the right path, blending the initiation into life of a whole
generation with 'the transitions in the life of a nation.
The author's aim to show the influence of Mahatma
Gandhi on Indian society is brought into focus in the
fate of Sriram and Bharati: orphans both, the Mahatma
is father to them, their guide on the path of ahimsa as
the means to gain freedom and economic independence
of the country.” It is not the heroic aspect of the
freedom struggle as a life devoted to a higher cause that
is portrayed in Narayan's novel. Rather, it is the
incongruity between the dream of freedom and harsh
realities, between non-violence and terrorism as the way
to reach the goal. Moreover, with Sriram the author
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created one of those people in whom the heroigy, of
the age of transition is reduced to the average iy the
sense of the mediocre.

The protagonist had been 'a tiny speck' in the
crowd when Gandhiji spoke to the people of Malgud;
on the banks of Sarayu about his vast army of 'nop.
violent soldiers marching out to cut the chains that bing
Mother India'."* Nothing in Sriram's uneventful, aimlegg
existence had prepared him for the-upheaval in his life
under the impact of the Mahatma's charismatic
personality. Belonging to an-eld, well-to-do orthodox
Brahmin family, Sriram had never become aware of the
tragic side of his fate te have been orphaned at birth:
his grandmother and the family's spacious old house in
Kabir Street" had be¢eén home and all the world to him.
In Malgudi's idyllic timelessness, the ties to the past
meant security.and assurance of the continuity of life.

The security and comfort of a quiet life are taken
for granted by Narayan's protagonists. Never feeling
the necessity nor the inclination to do something with
his life, Sriram is an introvert dreamer until he falls in
love at first sight with Bharati, the Sevak Sangh
volunteer collecting money for the Mahatma's fund.
There is much slap-stick witticism in the scenes around
the young fool being completely swept off his feet, for
all his dash and impetuosity thunderstruck by the fact
that a girl took notice of him. Their first meeting it t.ht‘-
crowd at the Market Fountain, Sriram's sudden destr®

to join the freedom struggle and his following the girl
into the hut of the Mahatma are light-hearted comedy:
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As in other novels by Narayan, in Waiting for the
Mahatma the human comedy is linked with the Malgudi
theme. Humorous details create atmosphere and evoke
the image of places and times; detached ironical statements
reveal the chasm between appearance and reality.

Malgudi's Reception Committee, assisted by the
District Collector and the District Superintendént of
Police, had considered carefully all aspects)of the
arrangements to be made in connection with the visit
of the eminent guest - Mr. Gandhi and-not Mahatma
to the Collector, ‘the custodian of British prestige’. The
Municipal Chairman had vowed tohave built his palatial
house, Neel Bagh in the aristocratic Lawley Extension
for the sole purpose of the Mahatma's visit, his speech
had been applauded and ‘he spent weeks effecting
suitable alterations in the house - substituting khaddar
hangings for gaudy chintz, portraits of national leaders
for pictures like George V's wedding. He also 'discreetly
managed' to put up a picture of Krishna in discourse
with Arjuna, to secure khaddar clothes for his family,
complete with white Gandhi caps for himself and his son,
and to display a few spinning wheels in the mansion:
‘No film decorator sought to create atmosphere with
greater deliberation'. However, the Chairman was to
realize with dismay that 'Mahatmaji's presence had the
effect of knocking down the walls of a house, and
converting it into a public place’. Dazedly, he watched
the reception turn into a children's party, ending abruptly
with the Mahatma's decision to take an unwashed,
ragged urchin home," and to Malgudi's consternation
the Mahatma chooses to stay with the untouchables in
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their dismal cluster of huts on thf: banks of Sﬁl‘ayu,
beyond Nallappa’s Grove: i.e. outside the town limitg:

When they got over their initial surprise,
the authorities did everything to transform the
place. All the stench mysteriously vanished;
all the garbage and offal that lay about, and
flesh and hide put out to sun-dry on,the roofs,
disappeared. All that night municipal and
other employees kept working;. with the aid
of petrol lamps: light there was such a rarity
that the children kept dancing all night around
the lamps. Gandhiji noticed the hectic activity,
but out of a sensé.of charity refrained from
commenting on it;”Only when it was all over
did he say,“Now one can believe that the

true cleansers of the city live here.’"

For the sake of Bharati, the young Brahmin Sriram
went and $tayed in this camp in the hovels of Malgudi’s
sweepers. He walked with her across the heat- scorched
countryside on Gandhiji’s tour through the famine affected
villages near Malgudi. At the end of the tour, the
Mahatma let Bharati stay behind in Malgudi as Sriram’s
guru: the disciple, whose name ‘Daughter of India’ had
been given by Bapuji himself, was asked to guide the
YW Congress volunteer in his quest for a meaningful
life as a true follower of Mahatma Gandhi. Srird™
worked hard at mastering the art of spinning, the ancient
craft which was a daily task of vital importance in

Gandhiji’s vision of independent India, as the first St
toward self-development:

Finally he did emerge a victor’ nearly twelve
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weeks after’ Mahatmaji had left. Sriram had

stationed himself fdr his noviciate at one of

the spinning centres, about fifty miles from

Malgudi. ‘_Bhal;ati was perfectly at home there

and provedilierself to be a task-mistress of . '
no mean order; she did not let go her grip
on Sriram until he had spun enough yarn free
from entanglement for a dhoti and short shirt.
(...) Sriram suddenly felt that he was-the
mhabitant of a magic world where you ¢reated
all the things you needed with your own ®
hands. (...) He sat down and wrote to the
Mahatma, ‘Burnt my old clothes today. Spun
40 count.Bharati satisfied.”Mahatmaji imme-

diately wrote back to . him! ‘Very pleased.
Keep 1t up. God blessZyou.’'"

In the structure of Watrayan’s novel, Bharati stands
for the future, for free India as envisioned by the
Mahatma. Sriram’s-efthodox grandmother represents the
traditional Indian“value system which draws strength
from ancient myths. In Waiting for the Mahatma there
is no meeting between India’s future and the past, but
there are links between them: Bharati and Sriram meet
for the first time because the grandmother sent Sriram
to fetch jaggery and jasmine for the puja to be
celebrated on the Tamil New Year’s Day in spring; the
Mahatma and Bharati remind Sriram of his duty to il.\:k
for his grandmother’s blessings before leaving home n
order to become a freedom fighter;'” having obeyed the
Mahatma’s call to court arrest, Bharati had been lodged
in a make-shift women’s jail in Malgudi’s Old Slnvflghter
House, yet she hears about the grandmother’s illness
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d a message to Sriram - meanwhile

manages to sel . .
and g t underground - asking him to

a member of the terroris
visit his old home. |

As a follower of Gandhiji, Sriram had Cl_losen "
life of austerity and solitude in t'he d.es?-rtedv ruin of an
ancient temple on a slope of the Mempi Hills, overlooking

Sarayu valley:
This place seemed to have been destined for
him, built thousands and thousands”of years
ago by someone who must have anticipated
that Sriram would have a use for an abandoned
building. (...) There were stately pillars in a
central hall, with bricks showing; there were
walls without a ceilinigy but from which exotic
creepers streamed dewn; one of the stubborn,
undisturbed pieces of sculpture was a Bull-
and-Peacock' “over the large portal, which
had very (large knobbed wooden doors that
couldnot ‘be moved at all on their immense
hinges.: This was no great disadvantage for
Sriram since no one came this way, and even
if they did, he did not have anything to lock

up.'%,

_ Through Bharati’s visits Sriram had kept in touch
with th.e independence movement during the ‘Quit India’
campaign. Assailed by doubts in the Mahatma’s ability
to IeaFl the country to freedom, Sriram had refused to
give Inn.lself up to the police, together with Bharati. Their
separation turned into alienation when Sriram fell under

the spell of one Jagadish and drifted into the terrorist
movement.
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griram’s quiet, idyllic life in “the most comfortable
cuin a man could possess’® had been disrupted by a
dark stranger, 2 photographer from Malgudi who professed
to be a national worker with ‘a formula for paralysing
Britain in India’.?' Unaware that the terrorist in the
disguise of khadi was the tempter? out to usurp the
cemains of the temple for the powers of darkness,
§riram had not detected the fallacy of the stranger’s
claim ‘1 used to know Bharati also. We care all doing
more or less the same work.’?

In custody under the Defense of India-Rules in
Malgudi’s Central Jail, Sriram will'repent having left the
path shown by the MahatmaOn his release, walking
into Malgudi ‘as in a dream’; Sriram looked for concrete
signs of freedom:

The trees were\@s usual, the road was not
in the least.improved, and policemen still rode
on the footboard of highway buses. He felt
tired and hungry. (...)

It was dusk when he got into the Market
Road. Nobody seemed to notice him. Here
and there he saw buildings hung with the Tri-
colour flags, the charka in the middle. He
saw that there was less traffic than formerly.
Shops were lit and crowded as ever. He felt
a pang of disappointment. (...) He sat on 2
bench of a small park that had been formed
at the traffic junction of New Extension and
the Market Road. (...) He felt hurt at fi.rst
that the pedestrians went by without noticing
him and the traffic without pausing to say,
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" soon realized the

“Hallo, hcrolf bB'Utc :z't alone after all the

blessedness of being

vears of being hunted and looked for

;3\rery\'\fh!3:1'(3.24 )

Without Bharati, Sriram feels hon:}ele§s in free
India. even in Malgudi where straugers_hve in the old
house. Kabir Street No. 14, ever since his grandmother
left years ago, waiting for her death in Benares, on the
banks of the sacred Ganges.? Sriram is<§o, disoriented
that he turns to the antagonist for news about Bharati.
The poignancy of this is heightened by Narayan’s irony:
the former accomplice in crime is easy to find; the
instigator to vandalism flourished in the terrorist
underground and rose to.the surface in the garb of the
chronicler of the independence movement: ‘As a pho-
tographer, 1 am proud-of this. Future generations can
never blame me for being neglectful. I have done my
best. Here is a_complete history of our struggle and the
final Independetice Day Celebration’.? Implicit in this
situation thdt the dreamer Sriram needs the help of the
seli?sh' opportunist to find his bearings in independent
India is the fact that Gandhiji’s vision of freedom is
zzggi‘fs;?t 1(]113113/ 1?ex‘ils.' At the end of the‘ novel, t]%e
the image of i]lalgel-Of violence and hatred is shown in
the assassin hase t;IGOWd at‘the. lil‘aye:' meet'ing, wh-cre
Bharati’® pefore fil'illogml‘.)lj);tll’mlty » Drushing agains

atal shots,

'Naray;_m chf)se to write
eve_l.mlg f)fhfe‘ With the tit]e of the novel, the metaphot
of time is taken up ang GHrriEd T msie vt to
the end, where the - Ay pariatois

’ Motif' of the pendulum - the

about Gandhiji in the

[}
i
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Mahatma‘s 1300ket.-watch, swinging on its chain in the
pand of his ‘consmcnce-keeper”'“ - shows the relentless
yassage of time and the premonition of a tired, old man
(hat his end is near. Admidst the signs that time is
precious. after long years of waiting, Bharati and Sriram
receive a father’s blessings to marry.

The final fFarewell at the time of the eviening prayers
wed in the scene depicting the end
of Gandhiji’s visit to Malgudi. With poetic insight,
Narayan here pays tribute to twentieth century India’s
Great Soul by showing that Mahatma Gandhi’s ultimate
legacy is his anwavering faitlyin the future and absolute

(st in the innate strength of his people:

~ Gandhiji’s tour{(was drawing to an end. He
was to board:\a 4rain at Koppal, 2 tiny station
at the foot\of the Mempi Hills.(...) The crowd
dispersed and the stationmaster waved his
flag. Gandhiji told Sriram: ‘Write to me often.
1l also promise you @ fairly regular
correspondence. In the future you know where
lies your work. Become 2 master-spinner
soon. Don’t be despondent.’

‘Yes, master.” said Sriram. the parting
affected him too much. Bharati merely said
in a clear voice: ‘Namaste, Bapu.’ Bapu
smiled and put out his hand and patted her
choulder. ‘You will of course keep up Your
programme and write to me often.’

‘Yes, of course, Bapu.’ |
‘Be prepared for any sacrifice.
‘Yes, Bapu,’ she said carnestly.

had been foreshado
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‘Let nothing worry you.’

‘Yes, Bapu’.

The sky became redder and darlf:er, and
the seven down moved away, taking the
Mahatma to Trichy, and then to Madras,
Bombay, Delhi and out into the universe.
Night fell on the small station, and the little
stationmaster proceeded to light his gas lamps

and signals.?
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Lq-::-i— : 7::1'2'!‘-'- in Indo-Anghan Fiction' in: 7y,
Lv .:-:‘ 1969, pp. 24-40.
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" 0 be withdrawn from circulation”, KR
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Kzbir Street and Kabir Lane are used interchangeably
in the present/novel, whereas these names refer to two
iifferent ‘1oads in The Man-Eater of Malgudi.

cf. Waiting for the Mahatma, pp. 24-25, pp. 28-33.
Ioid., pp. 33-34, see also pp. 23-24.
Ibid., pp. 65-66.

See also the following account of the life of young

volunteers of the "1942 Movement” with details that
remind of Narayan's protagonist:

(....) for six months the youth might have wandered
aboqt the country, sleeping anywhere, eating almost
noth“ln'g, seldom or never writing to his parents, doing
the “Jimmy Higgins" work of the "National movement".
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He would distribute handbills, serve as an usher at
meetings, do a little agitation himself. There was a vast
amount of trivial detail, such as running errands,
operating multigraphing machines, going to the printer
to collect handbills, which such boys and young men
did. The bolder ones, or those who fell in with the
bolder. might be drawn into the terrorist section of the
Civil Disobedience Movement. They would be set to
cutting telephone wires, destroying a section of railway
track or a railway signal box, or burning a post office.
At the end of six months or a year, the police would
catch up with them. Then they would.be\sent to prison,
where, being classified in a high grade; they would be
allowed to read books. in: Edward Shils, The Intel-
tectual between Tradition and."Modernity: The In-
dian Situation (Mouton &Co. : the Hague 1961-
Comparative Studies in Society and History, Supple-
ment-I), pp. 99. '

Shiva, the destroyer, and his son Kumara.
Waiting for ‘the -Mahatma, p. 63.

Toid., p. 63. |

Ibid., p. 96.

Narayan had dealt with the theme of the antagonist
as the tempter in The Financial Expert; see Renate
Sarma, '"The River and the Land Beyond - Symbolism
in R.K. Narayan's Novels', pp. 92-93.

Waiting for the Mahatma, p. 96.
Ibid., pp. 149-150.

Ibid., pp. 138-139.

Ibid., pp. 154,
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Narain Prasad Shukla

THE QUEST FOR THE IDEAL:
JANE AUSTEN'S MORAL CONCERN IN
MANSFIELD PARK

Mansfield Park, in many way$. the most
uncharacteristic, difficult and pessimistic of Austen's
novels, is also the work which first expresses the
apprehension connected with the moral issues of modemn
age. According to Lionel Trilling, Jane Aunsten was the
earliest explicator of .what Hegel termed “the
secularization of spiritwality" in modern life, and the first
writer to represent "the specifically modern personality
and the culture idwhich it had its being."* In her fourth
novel, Mansfield Park, especially in her depiction of
Mary Crawford, Austen isolates an essential tendency
of that "specifically modern personality” and reveals both
an essential tendency of that “specifically modem
personality” and the moral danger that this tendency
poses to the individual. The idea of "personality”, which
began to take on its current meaning early in the 19th
century, was, as Richard Senpett has documented, almost
completely dependent on its manifestation in appearance:
"One is what one appears; therefore, people with
different appearances are different persons."?

(} Scanned with OKEN Scanner



142 Narain Prasad Skukiq

So basic to the 19th century concept of self, th,
emphasis on personality and the signs meant to proclaim
it provide important insights into the self-conscious
sometimes obsessive interest in appearance that markg
the characters of the novel. Austen understood that
imposed and interposed between the essence of 3
personality and the appearance and manners meant to
testify to its uniqueness, were objective, standaxdized
cultural forms that determine those appearances. Mary
Crawford is in bondage to the idea-df person she thinks
she ought to, or would like to be;-but this circumstance
more saliently represents her bondage to the idea of what
society instructs her to believe she should be. Her
imagination exists in an umchanging, flat landscape in
which everything and ‘everyone is as static and rectified
as the fantasy woman who dominates its centre.

Mary's distorted imagination and the limited vision
it fosters nullifies the possibility of her living a fully
“spiritual’ Mife, spiritual in the secular sense Trilling
suggested. One can, of course, discern in Austen's work
a system that governs right moral conduct; her moral
system, however, does not depend on a traditional
Christian definition of "spirituality”. Rather her idea of
spirituality, crucial for understanding her work, suggests
that she sees spirituality as the animating and vital
essence of existence, the foundation of which is a
relatively free and uncorrupted psyche. The greatest
danger posed before that freedom is the imagination that

might enslave it, much as the imagination itself has been
enslaved.

(% Scanned with OKEN Scanner



Mansfield Park 143

In her fiction, Austen confronted the new social
reality which Trilling described as predominantly

the ever more powerful existence of the public,
that human entity which is defined by its urban
habitat, its multitudinousness, and its ready
accessibility to opinion. The individual, who lives
in this new circumstance, is subject to the constant
influence, the literal in-flowing, of the mental
processes of others, which, in the degree that.they
stimulate or enlarge his consciousness, make it less
his own. He finds it ever more difficult to know
what his own self is and what. being true to it
consists 1n.?

However independent. an individual wishes or
supposes himself to be, he is”nonetheless subject to the
ubiquitous influence of.a ¢ollective imagination, even in
his most intimate cenjectures about himself. Such a
collective imagination proves potent; in Marx and Engel's
words; "it creates-a world after its own image."¢

Some degree of independence from the mental
processes of others affords the single hope for some kind
of spiritual existence, for it allows one to see things as
they are. One's ability to "see" becomes a moral
yardstick in all four novels; the perception of obscured
realities serves as the difficult but necessary first step
in the moral education chronicled in each of the works.
Henry and Mary Crawford come to the calm and
ordered world of Mansfield Park from London.
Occupying the manor house are Sir Thomas and Lady
Bertram, their two sons, Tom and Edward, and their two
daughters, Maria and Julia. Living with them is Fanny,
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(he eldest daughter of Lady BCI'tl'fllll'S sister, The novel'g
events mainly document the various 1‘clati0nshipg thalt
emerge among the young people. Henry mefm.d flirt
with both Maria and Julia, and both welcome angq return
his attentions. Mary considers Tom, with interest, but
finds herself unexpectedly drawn to Edmund, destingg
for the clergy. Edmund, in turn, falls in love with the
sophisticated and worldly Mary. Henxy decides to flix
with Fanny, whose coolness challenges;him but, instead,
finds himself deeply in love withher and proposing
marriage. To the surprise and.chagrin of her relations
and of the Crawfords, Fanny rejects him. She has
secretly loved his cousin Edmund for years. Henry's
sudden elopement with-the married Maria precipitates
the novel's climax.\The dangers to the way of life at
Mansfield Park ~ represented by the Crawfords' world
view and the susceptibility of all the Bertram children
to the Crawfords — are only narrowly escaped. The
novel's ¢himax and conclusions fully reveal the nature of
its major characters, weaken the harmful influences of
the eldest son, eliminate the two "false" daughters, unite
Edmund and Fanny, and most important, elevate Fanny
to the major position at Mansfield Park which she alone
has earned by her steadfastness, courage and integrit
More than anything else, however, Mansfield Park 15
actually about the confrontation between Mary Crawford
and Fanny Price. The intensity of the opposition betwee"
their world views provides the novel with much of 1S
drama, and Austen with the occasion for her most
profound meditation on the possibility and natur® of the
spiritual life that survives in secular society.
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What Trilling describes as "the woman she thinks
she ought to be" influences most of what Mary says and
does. The imaginary woman does not emerge from an
ardent, overly responsible adolescent imagination seeking
self defmition. Rather, she evinces a complete acceptance
of cultural models, a total immersion in the collective
representations of a rather corrupt society that has
transformed and mystified those representations into
what Roland Barthes calls "universal nature."® In his
Preface, Barthes states that he hopes "fo"account in
detail for * the mystification which transforms petit-
bourgeois culture into a universal‘nature”. Edmund
Bertram leaves Mary not when“he realizes her worst
traits, which he sees fairly early; but when he recognizes
that she will never change because her rigid and narrow
sense of reality — which views the worldly and amoral
city she knows as_a_microcosm of the world — will
protect her from theé wider spheres where improvement
would be judged necessary. Mary believes her desires
and activities.to be natural and universal, part of the
universal nature that accepts Henry and Maria's adultery
as "folly". Her mind belongs completely to the society
that has found it, and that society is the most corrupted
urban environment Austen can envision.

Mary's reliance on generalizations does not signify
an intellectual so much as a spiritual laziness. She accepts
the cynical maxims of her society as useful categories
with which to classify people and experience; her
sophisticated axioms comprise a world view of sorts, one
that allows her to suspend more considered thought and
judgment, She asks Edmund if his cousin Fanny is "out"
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mpts 10 answer by 1'e1"ating Something of
| position. Mary, hearing that Fanny does
not dine out, abruptly .cnds lﬂhe (fonversation: "ONh, they
that point is clear. Miss Price is not out."® For My;
the most trivial or the most profound aspects of life ¢4y
be translated into social conventions and expectationg
Her education in the house of her debauched Admira]
uncle and among her fashionably cynical friends influence
not only her manner and tastes — she.elaims she has
no eye for nature because it was siot part of her
"education"” —but direct her most private thoughts as
well. Her feelings for Edmund may be the single,
unexpected emotion of her life; and it confounds her. She
had expected to "fall in-love" with his elder brother.
Instead she falls in loye ' with Edmund only to feel the
chagrin of an attachmient to a clergy man, and to hope
for something better. Fanny's rejection of Henry's
proposal stuns Mary who, quite sincerely, cannot fathom
Sﬁmeﬂﬂe rejecting "the glory of fixing one who has been
Ze(:,;r:«: zg j&;?:lziy"'s.The opiui(lms, asp?rations, and
possess it entirely S?lminnate SR TRORSE DETERE W0
and suciety fn wl;iche as been 1'enf1ered by the culture
5o o she has been immersed incapable
of originality or true j q : p, s
indentndence gl in e!)e.n‘dence. This lacl.\ of
fully active mora] lif e Possibility of a fully conscwll&_
SR e. Although Austen v he daughte!
3[ 4 parson, she peyer g 1 was the da 2 5
morality” {¢ traditiona] colfﬁl.led her (leﬁmtt‘on 0
Mansfield Pary mo]‘ad]-’ C,h“Sle terms. Certainly It
ways in whicl i;]d Ity is closely connected to the

viduale "
Perceiving their rel :_d“"ls- see themselves, their way of
aUonships to others and to the wotld

or not. He atte
Fanny's unusua
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around them, and their ability to temper independent
judgement with a keen awareness of what lies outside
themselves.

It is difficult to imagine Fanny Price supplying the
novel with the imagination or moral independence the
Crawfords lack, but that is, in fact, what she does.
Trilling insists that by rejecting the Crawfords and
elevating Fanny, Mansfield Park praises stasis instead
of freedom.” The intention of the novel, hawever, is to
reject "vitality" — like Mary Crawford's = that makes
moral and imaginative paralysis, and’ to show that
paralysis as part of, and fully reflective of the society
in which it appears as vitality. The crucial house party
at Sotherton, during which almost everyone in the novel
reveals an essential aspect-of his nature, affords Austen
the opportunity to more filly expound on the ambiguities
of Mary's "vitality” and Fanny's stillness.

Trilling believes that Mansfield Park "does not
confirm our &haracteristic modern intuition that the
enlightened and generous mind can discern right and
wrong and good and bad only under the aspect of
process and development, of futurity and the interplay
and resolution of contradictions .... the only moment of
judgement it acknowledges is now: it is in the exigent
present that things are what they really are." Actually,
Mansfield Park not only confirms but insists that the
enlightened and generous mind determine right and
wrong with consideration to time and process. The novel,
however, attempts an audacious reversal; it seeks to
locate that kind of generous mind Trilling describes in
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Fanny Price, who impresses us as Passive al.ld physically
slill.’and to present its ant_lthcms —a {11111d fixed by
narrow social consideré'itlons' and 111_cap.ab1e (?f
recognizing wider spheres, mc.sludul.g those in time — ip
the Crawfords, and in their agile movements and
intellectual liveliness no less.

The Crawfords seem to have a worldly
generalization to cover every new possibility of
experience. Fanny, who appears so rigid and flexible,
must nonetheless perceive the unhabitual and different.
She more fully understands the Crawfords than either of
them finally understands her. The*Crawfords insist always
on seeing her in their cwn terms, oblivious of her even
as they pay her attention. Hewever much her perceptions
of judgements isolate yor pain her, Fanny never
relinquishes her powsers of perception or loses her
freedom of judgement. Travelling with a "great dislike"
for "anything sesembling a permanence of abode or a
Hmitati‘on of society", the Crawfords ironically transform
every place into the same place, another replica of their
Logdon habitat. "Mansfield Park will cure you", promises
their sister, but they come closer to destroying Mansfield
Park than being changed by it. Fanny, of all the
ch-aracte.rs in the novel, must appear in new environments
YFJ;JL{J 1],1'4:: fewest defences, the most vulnerable to change.
an; ﬁ'li;Tl?e::;d]?;].yw‘rmld]Of Mansﬁ?ld Park intimidates
shabby disorganizetllenhs S e s
csteem and even de )eogle. EVelltl}a!ly she came 1O
her past and ])1'escu1]l e o QLR UERIEE

; tome as she does on her cousin
Edmund, who wins her witly 1 i
ith kind words and actions.
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Whion: 9% eigh.t?eh she returns to her chaotic paternal
home, her initial response to her house an(i famil .is
distas.te and a desire to escape. But Fanny st:ys
questions, even agonizes over her judgements, finds
faults with her conclusions, makes excuses for her
parents, and most important, seeks exceptions to that
first response. She differentiates between her brothers,
makes a friend of her oldest sister, and becomes of use
to the household. Perhaps, because she is'so vulnerable,
Fanny, whom her cousin Edmund desctibes as intolerant
to anything new, is most sensitivé to change, and in
certain ways, the most adaptable. She silences her worst
premonitions about the Crawfords and forces herself
to accept their friendship,”At her ball, she wears
Edmund's chain carrying the cross her brother William
gave her — the presents that represent the most precious
part of her life. —sghe fully recognizes the forces that
compel her to.wear what she likes least in conjunction
with what she'loves most.

to marry Henry Crawford, Fanny risks
would most gladly give up —
acquaintance with the Crawfords — but what 1s most
dear to her as well, Fanny cannot finally betray herself
through insincerity. Unlike Mary, w]zo could charm fe\fm?l'
person at Fanny's ball by telling him what he wfu.lte
to hear, Fanny angers Gir Thomas and Lady l?f?lllrﬂ;llz
Mrs. Norris, even Edmund; she is accused of disloya ft')
to her imm;diatc family who would, ol: coursis hc“tebl::
from her advantageous marriage. But l'zluu;y (‘;:H:::noes
anything other than herself, However muc .1 the s
of Mansfield Park have prevailed upot R RIS

By refusing
losing not only what she
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and judgement, they remain completely her own faculties,
and she risks losing Mansfield Park and everyone there
that she loves before she agrees to compromise them.
She has urged the Crawfords, her own Plymouth home
and family, and even Mansfield Park and its inmates, but
her judgement remains independent of all of them. Unlike
Mary, who never finally has the courage or mental ability
necessary to examine or question the judgements of her
brother, her friends or the society that has.educated her,
and risks losing — even Edmund, who:more than anyone
or anything, has formed her heart-and mind.

"I could not act for anything if you were to give
me the world", Fanny tells h¢r companions. She cannot
be anything but herself) and there is no respite from
that self —not because she is rigid and others flexible,
she single-minded and simple and they wide-ranging and
complicated, but; on the contrary, because her judgement
and understatiding remain independent and active. If
there 1s an 'escape' from the burden of consciousness,
it does not lie in the safe, acceptable opinions of others.
She finds relief only in a closer observation of the reality

that seems to escape the others, a reality often made
palatable to them in representations:

All that was solemn and soothing, and lovely
appeared in ‘the brilliancy of an unclouded
night, and the contrast of the deep shade of
the woods. Fanny spoke her feelings. "Here's
harmony!" said she. "Here's repose! Here's
what may leave all painting and all music

behinf:i, and what poetry only can attempt to
describe. Here's what may tranquilize every
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care, and lift the heart to
look out on such a night as this, [ feel a5 if
there could be neither wickedness NOr Ssorrow
in the world, and certainly would be less of
both if the SUblill'}ity of Nature wWere more
attended to, and people were carried more out
of themselves by contemplatin
scene."!?

tapture! When |

g such*a

To be carried outside one's self, to-fifid relief for
that self outside the controls or interests of identity or
ego in the vastness and wonder of\the natural world
constitutes a brave and solitary dct in Mansfield Park.
Even as Fanny speaks her thoughts aloud to Edmund,
he is drawn back to the gay group singing around the
piano. Fanny remains incapable of defining or projecting
an authoritative version of "Fanny". Incapable of
asserting an identity, Fanny, neither beautiful, nor well-
born, talented,. witfy, extraordinarily intelligent or
articulate, becomes vulnerable to the i11te1p1'etatio_ns of
others; everyone attempts to explain to her, to fill in the
missing social blank she presents. Nonetheless, fiee from
many of the exigencies of a well defined public 1.dentlt)’
imposing its demands on her, Fanny deals with tl%i
exigencies of reality as no one else at MmlSﬁﬂfld P‘*“‘l
does —not Sir Thomas or his sons, too well p‘ofe.ucf
and defined by their secure Mansfield Pal'k-Gmmc.k:tm:ii
"0t Maria and Julie stunted by Sc.lnsmll?lh;itjual
i."dUIance, not Mrs. Norris ““"ed_ WI[hl itnbulu;tm‘iul
mages of herself, or Lady Bertram wrappee oS EHS
comforts and undisturbed Dby mental Pre
altogether.
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sion of Mansfield Park seems almogy

loar in delivering its rewards, Pamc]a-fashion: to the
Ve ‘.’al:t and virtuous heroine. But Fanny's fairy-tale
mltillflph at the end of MarrSﬁ eld P ar:’c Sh'O“]d not distract
us from the complexity of Austen's treatment of her.
Conceivably, we do not like Fanny initially any more than
the Bertrams do because we al"e not meant to. In the
vexigent present", Trilling describes as the ol}ly moment
of judgement in Mansfield Park, no_one likes Fanny
Price and everyone enjoys the Crawfords. Considered
in the moment of’judgement, she falls-short in everything
that might inspire admiration~But the moment of
judgement cannot, Austen insists, remain in the present
— it must yield to the-evidence that only time and
process can supply. More than any other character in
Mansfield Park, Famiy recognizes and responds to
change — in her.contemplation of time and memory, in
her delight in the small, seasonal changes of nature for
which "her perceptions and pleasures were of the
keenest sott."!" Not surprisingly, more than any other
character in the novel, she changes. As the others
become more fixed in their clearly outlined identities,
Fanny, unfettered by any overwhelming and crippling
consciousness of herself or her appearance before
others, can observe, judge, and act. Her mental freedom
leaves her open to possibility and experience. If things
happen to her at the end of Mansfield Park, it s

plamally because she ig capable of genuinely e;.q)m.iencing
them.

The conclu

Nonetheless, we e

. ad Mansfield Park at Austen's
burdening her novel

with so schematic an equation —~
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endowing the passive, acquiescing Fanny with active
imagination and independent morality, and the far more
interesting and personable Mary with automatic, even
dull obedience to the moral and imaginative
representations of her society. In her respect for a
traditional, modest life governed by order and quiet and
reverence for nature, Fanny appears as an eighteenth
century counterpart to Mary's restless, egocentric urban
and hyper-conscious, nineteenth century.'self. The
message of Mansfteld Park seems a stern; 1ecact10nary
warning: a life of good sense and goed breeding, of
values that discourage preoccupation with the self by
insisting on cheerful, useful activity, will ultimately
provide its possessor with the.mental and spiritual agility
modern, urban life will rob him of. The major interest
of Mansfield Park, however, does not reside in a
nostalgic impulse embodied in the heroine; Fanny Price
is as much part ofpthe modern world as is Mary
Crawford. She ig.its marginal figure but her peculiar
character and history result from the same forces that
have shaped Mary Crawford. Fanny represents the figure
who cannot establish an immediately identifiable social
identity through appearance or connections, who 1is
subsequently barred or resists integration into the cultural
hegemony, but who is finally liberated from the tyrannies
of society by those failures. In Mansfield Park, the
battle for the modern soul takes place in the imagination,
which appears as something closely akin to
Wordsworth's broad definition of the imagination in The
Prelude as "but another name for absolute strength/and
clearest insight, amplitude of mind, and reason in her
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n2 Ap unfettered imagination is e

most exalted mood. te .
first and most important prerequisite of a free, moral ang

spiritual life — without it one is incapable of trye

discernment and judgement.

Is it possible, then, Mansfield Park asks, to
escape the encroaching hegemony of a culture and the
‘nevitable violations it imposes, through its collective
images, on individual imagination? What kind of person,
and at what cost, can best preserve lis)imaginative
integrity and the moral and spiritual freedom that depend
on it? In Mansfield Park, in her-renunciation of a
character who seems to exemplify wit, talent and even
brilliance, Austen equates a corrupted imagination with
a corrupted spirit: she attempts also to envision the kind
of character who escapes the ubiquitous influence of
culture and society."The writer who created Elizabeth
Bennet, Emma Woodhouse, and Anne Elliot surely
understood thedeficiencies she details so plainly in
Fanny Price, But that, of all the characters in Mansfield
Park, Fanmy should be the least corrupt and also the
least talented, interesting and assertive suggests the
essential insight Mansfield Park offers about the nature
of modern society: the very attributes most likely to
promote social participation and success in this darkest
i vl e s most kel 1o
participation and Sll];(;SSt’JSSOr ~ brecisely becaus_:e l ﬂ.l?
with society a ])ersonefls '1hey al]o.w. The more 111\!(11\"@l
the. more society will i’ne“.O‘ugh will or ta}eut, becomes,
escape from the CIJIlul—VIth]y -l aim, TR 11.0
Crawford —touched b .c t'mt Apol's Henr_y. and Mary

Yy 1t, all the Bertram children, evet
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Edmund, are tainted. Only what we consider her
deficiencies protect Fanny; she escapes society's
overwhelming influence by her isolation, by being
insignificant and uninteresting enough to be overlooked,
and by lacking a will to assert a view of her personality
on others. Her imagination seems small and insufficient,

almost straightened —the cost, Mansfield Park suggests,
for its independence and clear-sightedness.
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