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" INTRODUCTION: MODERNISM'S COMING

AND GOINGS A |

P

TENNIFER DIRKETT AND STAN SMITH

In the room the women come and go
Talking of Michelangelo.

T. S. Eliot, “The Love Song of J. Alfred Prufrock”.

-'Within these breakwaters English is spoken; without
Is the immense improbable atlas,

W. H. Auden, *Bover”,

. TRANSLATING MODERNITY

Sitmating themselves in that space T. S. Eliot designated “Tradition™, the
“mind of Europe” —in the first half of the twentieth century still the
darkening heart of “the immense improbable atlas”— the individual talents of
Anglophone modemism constituted the first self-consciously transnational,
intercontinental literary movement. To be sure, that massive transformation
of sensibility retrospectively known as “romanticism” was an international,
if largely European, phenomenon, but each of its manifestations was rootedly
national. In any discrimination of modermisms like that which A. O. Lovejoy
(1926; 1948) proposed for romanticism, one common feature at least will be
discernible in all its manifestations. What distinguishes Anglophone
modernism from earlier movements is its self-consciously cosmopolitan
orientation ab initio.!

Modermnism’s founding figures encapsulate this cosmopolitanism in their
lives. Eliot himself, bom in St Louis Missouri, became in 1927 a
naturalised Englishman, describing himself a year later, in a letier to Herbert
Read, as “an American who wasn’t an American, because he was bomn in the
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2 TENNIFER BIRKETT AND STAN SMITH

South and went to school in New England [...] but who [...] felt himself to
be more a Frenchman than an American and more an Englishman than a
Frenchman” (Read, in Tate 1967: 15). Ezra Pound, born in Idaho, found
himself in the 1940s broadcasting anti-American propaganda from Rome
Radio on behalf of Mussolini and Italian fascism, and almost went to his
death for this rrahison. James Joyce.began writing his foundational
modernist epic, set in Dublin in 1904, as a British subject, but finished it the
citizen of the newly emergent Irish Free State. As the last words of Ulysses
inform us, the novel was composed in “Trieste-Zurich-Paris, 1914-19217,
while a Furopean civil war waged all around, and it drew for analogic
structure on that originary European narrative of war, displacement and exile,
Homer’s Odyssey. W. B. Yeats, similarly translated in mid-life froim British
“ to Irish nationality, repeatedly proclaimed his wider allegiance to European
artistic values epitomised by the Italian city states of the Renaissance, and to
political ideals of hierarchy and order embodied in his fantasy of Byzantium.
Dying in France, his body was interred there for the duration of that second
European civil war which broke out in 1939.

D. H. Lawrence, in so many ways the archetypally English writer,
nevertheless left his native Britain in 1919 to wander the globe, displacing
his English characters to narratives which could find their resolutions only in
the exotic locales of Italy, Australia, Mexico. Lawrence’s turbulent marriage
to the bohemian German aristocrat Frieda von Richthofen finds an echo in
W. H. Auden’s marriage of convenience to Erika Mann, the lesbian daughter
of the great German modernist Thomas Mann, to provide her with egress
from Nazi Germany. Auden himself, together with his friend, collaborator
and sometime lover Christopher Isherwood, reversed the pattem established
by Eliot, leaving Europe for the United States in 1939, and becoming an
American citizen in 1946. That multiply displaced person, Joseph Conrad,
born in the Ukraine as a Polish subject of the Russian Czar, for many years
wandered the waters of the immense improbable atlas where English, pace
Auden, was still the hegemonic lingua franca, to write, as a British subject,
naturalised in 1884, those polyphonic novels of defection and disillusion
which exposed the dark heart of all imperial systems, whether Russian,
British, Belgian or, implicitly, in Nostromo, Angle-American. The last great

. Anglophone modernist, Samue] Beckett, not only underwent the involuntary
translation from English to Irishman, but engineered an even more
fundamental translation, moving to France permanently in 1936 and, after his
first two novels, writing all his works in French, thereafter translating them
into English (and later, German).? Even Virginia Woolf, in a sense the most
rootedly English, indeed parochially metropolitan, of writers, puts the
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- provisionality of the uncompleted voyage, the process of transit between two

worlds, at the core of her writings. : :

Similar stories could be told of many of the second and third ranks of the
modemist movement. Hemingway, for instance, follows Jamesian and
Eliotic precedent by making a Ewrope in tumult the place where his
American anti-heroes find themselves in defeat, the improbable progeny of
Eliot’s impotent Prufrock and bisexual Tiresias. Jean Rhys, the Caribbean-
bomn daughter of a Welsh father and a Creole mother, came to Europe in
1910, married a Dutch poet, moved in modernist circles in Paris in the
company of Hemingway, Joyce and Ford Madox Ford, and set her fictions
either there or in the West Indies, deconstructing, in her late masterpiece,
Wide Sargasso Sea (1966), the imperial narratives of gender and power. As
Craig Monk’s essay reveals, such leading writers of modemism’s dying
generations were underwritien, sometimes pre-written —circumscribed and
prescribed— by the wider culture of expatriation spawned in the short-lived
little magazines that sprang up and disappeared all across the cultural
battlefield of Europe. Pointedly, the most influential and long-lived of these,
which fostered the work of Joyce, Beckett and Gertude Stein, another
American abroad, was called (in aggressive lower case) transifion. Transition, -
the crossing of frontiers, a trope which Auden was‘to universalise in the
1930s, was indeed the condition of all the modemist writers. And transition.
is reflected in the texts of modernism by a foregrounding of the idea —and
practice— of translation, in its original etymology, according to the Oxford
English Dictionary, “Transference; removal or conveyance from one person,
place or condition to another [...]. Transference of a body, or form of energy,
from one point of space to another” (COED vol. I, 1971: 3081-3082).

The texts of modernism repeatedly internalise the translation, and thereby
the transvaluation, of diverse national cultures. Pound’s early lyric poetry
“translates” (and in the process travesties to explosive effect) the literatures of
classical Greece, imperial Rome, imperial China, dynastic Egypt, the
Provence of the troubadours’ and the Italy of Dante, Cavalcanti and
innumerable other writers and artists. Eliot’s Waste Land is traversed by
Sanskrit scriptures as well as the “universal” and “classic” texts of most of
Europe’s literatures.* Yeats’s “singing masters” emanate from medieval Italy,
ancient China and imperial Byzantium as well as from the Celtic Twilight
and the “fabulous darkness” (“Two Songs from a Play”) of the supematural
and otherworldly (Yeats 1977. 437). His Irish poets, in a last valedictory
address, almost a will (“Under Ben Bulben”), are urged to learn their trade not
only from their own native culture but also from “stark Egyptian thought”
and “[florms that "gentler Phidias wrought®, indeed even from such
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quintessentially English artists as Calvert, Wilson and Blake as well as
Claude and Michelangelo (Yeats 1977: 636). Joyce’s Ulysses and Finnegans
Wake are masterworks of panglossia. Beckett, who had been the purblind
Joyce’s amanuensis for a time in the 1930s, finds his dual citizenship of (or
double subjection to) English and French transporting him to deconstruct and
relativise all discourse, language defecting by way of pun and paronomasia
into the interstices of a transcendent othemess which can never finally be
uttered. Even when they celebrate national identity and ostensibly reject
modemity in the name of tradition —Yeats, writing angrily of “We Irish,
bom into that ancient sect/ But thrown upon this filthy modem tide”,
wrecked by the “formless spawning fury” of modemnity (Yeats 1977: 610),

Eliot in Four Quartets affirming, at the burning heart of the Blitz, that -
. history is “Now and in England” (1963: 215), Pound in the Canfos

lamenting the defeat of Mussolini’s fascist aggiornamento, “wrecked for an

error” (Pound 1975: 795) —the modernist writers retain at the heart of their _

project the idea of translation, the bearing of discourse, and of bodies, from
one place to another. And, by definition, translation deconstructs “identity”
even as it affirms modemity. ' .

It is this very plurality, this protean elusiveness, that is central to the
“identity” of modernism. Not for nothing does Joyce in Ulysses have his
questers after an authentic, truthful narrative wrestle with Proteus, the Old
Man of the Sea. For this volatile and unpredictable element is the Very
embodiment of a revolutionary modernity, as Auden implied in his
polyphonic masque, “The Sea and the Mirror” (1944), and as he proposed
explicitly in the lectures collected as The Enchafed Flood, linking origins
and apocalyptic ends in a single figure, as “that state of barbaric vagueness
and disorder out of which civilization has emerged and into which [...] it is
always liable to relapse™ (1951: 18-19). Stephen Spender’s seminal 1930s
study of modernist literature, The Destructive Element, had spelt out the
implications of this ubiquitous trope by reference to I. A. Richards’s
deployment, in an account of The. Waste Land, of Conrad’s vatic infunction
to the modemn soul in Lord Jim (1900): “In the destructive element immerse.
That is the way”. Spender commented that “T. S. Eliot, he implies, has thus
fmmersed himself”, and linked this immersion in turn to Pound’s expatriate
castaway Mauberley and Yeats’s “blood-dimmed tide” (Spender 19335: 12).
But while Spender, Auden and their leftist peers, in the 1930s, could take
troubled delight in the idea of surrendering to the blood-dimmed tide of
anarchy and social disintegration, Eliot’s stance is openly reactionary, setting
against the sea’s dissolute wilderness the urge, Canute-like, to “at least set

my lands in order”. .
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“Oed und leer das Meer”, declares an anonymous voice in The Waste
Land, citing directly Wagner’s Tristan und Isolde. This waste and desolate
sea, which sunders individuals and divides nations, also flows around and
links all the disparate states and subjects of the modern world. It can be
transfigured into the redemptive element which Auden finally finds in The
Enchaféd Flood, reflecting on Shakespeare’s emblematic use of the trope in
his last plays. Virginia Woolf in The Waves (1931) likewise moderates and
transforms into the very figure of human history the image of an estranging
sea which, in To the Lighthouse (1927), had threatened to render nugatory all
hurnan endeavour and aspiration. At once dividing and connecting, this is the
same ambivalent element that Joyce’s Siephen Dedalus has to cross to find
himself translated elsewhere —to a Europe which, whether in a literal Paris
(or Trieste, or Zurich), or in the literary reaches of Ibsen’s Norwegian fjords,
lives out the crisis of modemity in terms of a perpetual displacement— down
the chain of signifiers, certainly, but also through all the anterooms of
national and cultural identity. Joyce’s three great novels all equate the sea,
language and the modem condition. It is this same sea that Yeats’s old man
must traverse in “Sailing to Byzantium” before he can engagé with the
artifice of eternity, which may be no more than the gold mosaic of a wall (in
Ravenna, or a Byzantium which is no longer Constantinople but already
Istanbul) (Yeats 1977: 407). And in all these comings and goings, the one
element that persists is the caducity, volatility and translatability of the self
across frontiers and languages, as a various music floats by upon the waters.

2. MAKING IT (NEW)

Making it new —negotiating the formal break with history— is without
doubt one of the principal unifying rhetorics of modemism, in ail its many
forms. John Middleton Murry offered his definition of the relation of artist
and cultural heritage in the first issue of the short-lived little - magazine
Rhythm, in 1911;

The artist must take up the quest where his fathers left it. He must
identify himself with the continuity that has worked in the
generations before him. His individuality consists in consciously
thrusting  from the vantage ground that he inherits; for
consciousness of effort is -individuality. Art is movement,
ferocity, tearing at what lies before, [...]
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The present is the all-in-all of art. Derive its very elements, the
matter of its being, from the past if you will; it remains the
creation of a new thing, and by these unending creations alone Life
proceeds and Art exists. The search for individuality of expression
may become bizarre; yet the search is of the essence of art, for art

is self-conscious and works in travail and tears. To say that art is

revolutionary is to say that it is art. In truth, no art breaks with the
past. It forces a path into the future, The flesh and the bones of the
new creation may come from the past, but the form is new; and the
form and not the flesh is art, The attempt to compel the present to
submission to the past is but the puny fiat that Life shall cease and
the universe perish. (in Pondrom 1974: 57)

Murry is probably the first to use the word “modemism” of the
transformation of sensibility that forged moder literature, though his usage,
in context, is too generalised to refer to any specific literary movement. The
new world that was “worlded™ by Eliot, Joyce and Pound extended back into,
and broke away from, a past that was already dislocated and disfigured in the
texts of French symbolist poetry.® Both Eliot and Yeats acknowledge the
formative influence of Arthur Symons’s collection of lectures, The Symbolist
Movement in Literature (1899), in constrning modemity for them, while
Joyce’s Stephen Dedalus, in A Portrair of the Artist as a Young Man (1915),
goes one better by writing symbolist poems which are parodic for his author
but sincere and heartfelt pastiches for Stephen himself. But the originating
moment of modemism was the entry of America into the cenacles and salons
of London, Paris, and the other European metropoles. This cultural
movement constructed in hybridity, re-enacting the earlier engagement of
Greece and Rome, married Europe’s perception of its own decay —the decay
of a culture that had founded empires— with America’s perception of its own
imperial future. The vision of the fragmented culture cast into new forms, in
The Waste Land, Ulysses and Finnegans Wake, is embodied in the Fisher
King’s wish to “set my lands in order”, or in Earwicker’s dream, in a night as
long as history, which struggles to form a new universal discourse out of the
incoherent babble of the world’s: languages. These texts offer fragments
shored against the ruin of civilisation, perhaps, but also the rearticulation and
transvaluation of discourses that might make possible the emergence of a
common culture on a global scale.

Eliot early and famously argued, in 1919, that the European inheritance
was under threat, and in need of reclamation by a more robust (implicitly,
American) sensibility:
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The poet [...] must be aware that the mind of Burope ——the mind of
his own conntry— a mind which he leamns in timme to be much more
important than his own private mind, is a mind which changes,
and that this change is a development which abandons nothing en
route, which does not superannuate either Shakespeare, or Homer,
or the rock drawing of the Magdalenian dranghtsmen. (Eliot 1951:
16)

That reclamation involved hard work:

Tradition [...] cannot be inherited, and if you want it you must

obtain it by great labour. It involves, in the first place, the

historical “sense {[...] and the historical sense involves a

perception, not only of the pastness of the past, but of its

presence; the historical sense compels a man to write not merely
with his own generation in his bones, but with a feeling that the

whole of the literature of Europe from Homer and within it the

whole of the literature of his own country has a simultaneous

existence and composes a simultaneous order. (Eliot 1951: 14)

For Eliot and Pound, Henry James’s translation to Europe in: 1876, and his
British naturalisation in 1915, became the model for their rejection of what
Walt Whitman celebrated as the “barbaric yawp” of a democratic,
technologically advanced but intellecmally retarded America. When Pound
speaks autobiographically in Hugh Selwyn Maubeéerley, in 1920, of being
bom “In a half savage country, out of date” (1973: 205) he sums up the
attitude of this first generation of American modernists to their- native
culture.

In 1956, in the depths of that Cold War which followed the second “war
to end all wars”, W. H. Auden cast a cold eye on the moment when its
American progenitors came to situate Anglophone modemism within a
European imaginary. For Auden there is a continuity between Whitman, who
had first contrasted the theres afforded by the New World with those of the

- Old, and Eliot himself:

What [Whitman), does not say, and perhaps did not realize, is that,
in a democracy, the status of thie poet himself is changed. However
fantastic, in the light of present-day realities, his notion may be,
every European poet, I believe, still ianstinctively thinks of
himself as a “clerk”™, a member of a professional brotherhood, with
& certain social status irrespective of the number of his readers (in
his heart of hearts the audience he desires and expects are those
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who govern the country), and taking his place in an unbroken
historical succession. In the States poets have never had or
imagined they had such a status, and it is up to each individual poet
to justify his existence by offering a unigue product. [...]
“Tradition”, wrote Mr T. S. Eliot in a famous essay, “cannot be
inherited, and if yon want it you must obtain it by great labour”. I
do not think that any European -critic would have said just this. He
would not, of course, deny that every poet must work hard but the
suggestion in the first half of the sentence that no sense of

tradition is acquired except by comscious effort would seem strange

to him. (Auden 1956: 17-18)

For the poet whose aim is to relativise history —make the break with his
own past— being American is a great advantage. Some identification with a
culture is important, but it is distance that brings clear sight:

When a revolutionary break with the past is necessary it is an
advantage not to be too closely identified with any one particular
literature or amy particular cultural group. Americans like Eliot and
Pound, for example, could be as curious about French or Italian
poetry as about English and could hear poetry of the past, like the
verse of Webster, freshly in a way that for an Englishman,
trammelled by traditional notions of Elizabethan blank verse,
would havé been difficult. .

Further, as Americans, théy were already familiar with the
dehumanized nature and the social levelling which a technological
civilization was about to make universal and with which the
European mentality was unprepared to deal. After his visit to
America De Tocqueville made a remarkable prophecy about the
kind of poetry which a democratic society would produce,

“I am persuaded that in the end democracy diverts the
imagination from all that is external to man and fixes it on
man alope. [...] The destinies of mankind, man himself
taken aloof from his country and his age, and standing in
the presence of Nature and of God, with his passions, his
doubts, his rare prosperitiecs and inconceivable
wretchedness, will become the chief, if not the sole, theme

of poetry”,

If this be an accurate description of the poetry we call modern, then
one might say that America has never kmown any other kind.
(Auden 1956: 19-20)
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There is more than some irony here. The Englishman who has assumed

* American identity invokes the Frenchman translated abroad to fix the image

of America’s devotion to its manifest destiny, by writing of an American
who has become an Englishman in.order to enshrine that destiny in modemn
poetic form. . :

In Qctober 1944, a month after American forces first crossed the German
frontier near Trier, T. S. Eliot gave a tralk to the Virgil Society in London
called “What is a Classic”. For all its cool, lightly-wom scholarship, the
paper was alert to the momentous significance of current military and
political developments, tangentially figured in a discussion of the cultural
inheritance of the Roman Imperium. In August 1944, the Warsaw rising had
begun, the Eighth Army had taken Florence, the Russians had launched their
offensive in Bessarabia and Rumania, and de Gaulle’s Free French forces had
marched into Paris in the wake of American troops. Eliot’s mind was already
on the post-war reconstruction of Europe. He spoke with the same voice that,
in The Waste Land, addressing “the current decay of Eastern Europe” figured
in the Russian revolution, and the fall of cities as diverse as Vienna, Munich,
Athens and London that might follow, had wanslated from the Sanskrit to set
forth a solution: “Give, sympathize, control”. In defining the classic text, and
explaining what it is to say the classic has “maturity”, Eliot also made it
clear that in order to reinvent your history you have to relativise it, as Virgil
did by appropriating the destruction of Troy as the foundaton myth of
Roman origins. The Rommans, he suggested, expropriated Greek culture to
invent themselves:

Matrity of mind: this needs history, and the comsciousness of
history. Consciousness of history cannot be fully awake, except
where there is other history than the history of the poet’s own
people: we need ¢his in order to see our own place in history. There
must be the knowledge of the history of at least one other highly
civilised people, and of a people whose civilisation is sufficiently
cognate to have influenced and entered into our own, [...] From the
beginning, Virgil, like. his contemporaries and immediate
predecessors, was constantly adapting and using the discoveries,
wraditions and inventions of Greek poetry: to make use of a foreign
literature in this way marks a further stage of civilisation beyond
making use only of the earlier stages of one’s own [...]- (Eliot
1945: 19)

The rallying-point of the classic in European culture, said Eliot, was the
Latin tradition (Virgil handing on cultural leadership to Dante). This was the
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ground on which “provincialism” could be challenged. As the Germans
retreaied, Eliot made a place in the continuum for Goethe, too provincial,
limited, marked by “the germanism of the sensibility” to be a classic author
(Bliot 1945: 27), but indisputably a “universal” one, whom everyone should
read. The reconciliatory gesture névertheless required that ome - principal
European tradition, the “Germanic”, be absorbed into the other, in the process
of creating a global culture:

We nead to remind ourselves that, as Europe is a whole (and still,
in its progressive mutilation and disfigurement, the organism out

of which any greater world barmony must develop), so European -

lLiterature is a whole, the several members of which cannot
flourish, if the same blood-stream does not circulate throughout
the whole body. The blood-stream of European literature is Latin
and Greek -—not as two systems of circulation, but one, for it is
through Roimne that our pareatage in Greece must be traced. What
common measure of excellence have we in literature, among our
several languages, which is not the classical measure? What mutual
intelligibility can we hope to preserve, except in our common
heritage of thought and feeling in those two langunages, for the
understanding of which, né European people is in any position of
advantage over any other? (Eliot 1945: 31)

Seven months earlier, writing in the dittle magazine Horizon, Cyril
Connolly also called for a tescue mission for the European tradition,
deploying a figure of Asiatic conquest which, in its covert allusion to the
military advances of Soviet armies, had more urgent contemporary relevance
than the Persian Wars of the fifth century B.C.:

The bombing of Monte Cassino is a terrible warning of what we
may expect to happen in Rome and Northern Italy. Two facts muse
be recognized. The Germans will let military considerations
override any feeling for art and culture and so will we. [...] Even
more serious is the general public’s indifference to the glories of
our civilization. [...] We should all try to realize (1) that we are the
trustees of European Culture for Posterity; (2) that culturally, all
Europe is one, there is a common ownership of its civilization;
and (3) that Europe is its civilization, and that if we strip it of its
monuments and antiques, as we are stripping it of its political and
economic power, then we wili have utterly destroyed its magic, its
prestige in the world and therefore our own, and so it will go back
into being that miserable appendage of Asia which it was till the
Greeks defeated the Persians. (Connolly 1944: 149-150)
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Eliot's friend and colleague, John Lehmann, in a Foreword to the Autumn
1944 issue of his influential little magazine, New Writing and Daylighs,
took a wider perspective-than- Eliot himself, in announcing that “one of our
objects in coming munbers will be to develop the European side of New
Writing and Daylight as intensively as possible, not merely in the sense of
publishing the work of new Buropean authors, but of attempting the
rediscovery of the European tradition and our own place in it. Needless to
say, we hope that renewed contacts with Russia will play an important part
in this” (Lehmann 1944: 6). The selection in that issue was a wide-ranging
ope, including theatre and film in Nazi Germany as well as Greek poetry,
prose by Gide and Saint-Exupéry, Polish and Chinese theatre, and poems
such as Alun Lewis’s “The Jungle”, bringing back from the Indian front, as
Lehmann wrote in his own closing essay, “The Armoured Writer”, a sense of
change, and the glimpse of a new (if actually ancient) continent. In a number
of emerging English poets, he noted a fendency to “classicism™, against

which he issued his own caveat:

Classicism, if it is t0 be a reality in our future, surely implies not
merelx a respect for the experience of the past and for the delicate
gvoluuon of meaning in words and symbols, but alse a new
1n;egration, an attempt to map some system of thought and feeling
wide enough and deep enough for our culture to exist in. The
reje_ction of political or semi-political formulas as spiritual
habitations, which has been so decided a tendency of poetry for the
past five years —a rejection which was implicit in the work of the
poets of the thirties as it was developing already before the war
starte'd‘— must be the first condition for the growth of such a
classicism; and nothing [...] is more striking in the work of {the
new writers] Tiller, Yates and Fuller than the suggestion of deeper
and often terrifying truths of our historic existence that have
begun to emerge from the clash of nations and beliefs we have
been forced to take part in; the sense of being about to discover a
master-key to the riddle. (Lehmann 1944: 171-172)

Earope, Lelqmann implied, had learned the hard way the dangers and limits of
cultural nationalism. Discreetly negotiating fresh alliances and orientations,
he saluted in both Eliot’s Four Quartets and Edith Sitwell's Green Song
work which took on the task of reintegrating past, present and future; and he
Jomedl to them a new generation of poets who looked beyond the Latin
Imperium to include Europe’s Germanic inheritance:
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With such a work English poetry again becomes one with all: that
is finest in the Buropean tradition. And when, at the same time,
one sees how deeply many of the younger poets have been
influenced by the major coantemporary writers and philosophers of
Europe, by Rilke, Lorca and Kierkegaard to name only three, and
how prevalent the impulse is —for instance in the work of Henry
Reed and Lawrence Durrell— to search for the illumination of
modern spiritual problems in the legends of Europe’s earliest
civilization, one can indeed hope that English poetry will regain
in the new post-war epoch that pre-eminence in a revived Ewropean
culture which it has more than once achieved in the past. (Lehmann
1944: 175)

3. IMAGINARY MUSEUMS

Franco Moretti has stressed the resistance of many modernist writers to
conscription to the dark imperial heart of the European enterprise, invoking
Conrad’s famous critique of colonial duplicities in Heart of Darkness:

Truth is, for the great generation of exiles Europe is no longer
enough; they perceive it as a limit, an obstacle to the inielligence
of reality. “All of Europe had contributed to the making of Kurtz™;
yes, but Kurtz’s truth, and with him Europe’s, is down in the
jungle, not in Brussels or London, Mardow's audience is still a
European one, but the material of his stories belongs to the East,
to Africa; and their formal pathos lies in the difficulty of saying in
a European language experiences which are European no longer.
Pound’s poetics, and quite a few of the Cantos, are obsessed by the
(frustrated) ambition of finding a Wesiern equivalent for
ideogrammatic writing, The last word of The Waste Land is a
Sanskrit term, hieratically repeated three times, but declared
untranslatable by Eliot himself; and the poem emphasises more
than once the Eastern roots of European symbols and myths, just
as Joyce had accepted, a few years earlier, Victor Bérard’s thesis on
the Phoenician basis of the Odyssey. (1994: 108-109)

Moretti sees only pathos in this stmggle to speak of other cultures in the
tainted discourses of the Buropean mentalité. Anglophone modemism is the
child of an imperialism rooted in what Winston Churchill in the post-war

world grandiosely designated “the English-speaking peoples”. Auden’s 1937

poem “Dover” speaks of the damaged subjects of empire returning home to
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retirement after a lifetime spent serving an imperial illusion. “The eyes of the
returning”, “filled with the tears of the beaten or calm with fame”, may
«shank the historical cliffs” forthe promise that now “The heart has at last
ceased to lie, and the clock to accuse”, fondly believing that, in some primal
English scene, “Everything will be explained”. But the poem clearly casts
this as a self-serving delusion. After three hundred years of imperialism,
bringing it all back home (even if, like Conrad’s Marlow, one decides that a
wise and taciturn discretion is the better part of valour) is the primary
European experience. The bitterness of disillusion and personal defeat,
powerfully rendered in the second- and third-generation colonial novels of
Graham Greene and Joyce Cary, is the subjective obverse of that parade of
trophies and trumpery with which the “subaltemn” consciousness demonstrates
the triurnph of empire. '

The imperial display of the spoils of Africa and the Orent on the walls
of European museums is something the modernist painters emulated in their
very canvases and collages. The writers, likewise, created what Donald Davie,
adapting a phrase of André Malraux’s, called an “imaginary museum” (Davie
1976), juxtaposing polyglot fragments of innumerable discourses, ripped out
of context, and reconfigured within the taxonomies of an hegemonic cultural
will-to-power. Modemist writing recuperated what Eliot spoke of as the
“disturbance” of the new, the previously unknown and unférmulable, to
reconfirm its own discursive control. Eliot’s own Sanskrit mantra, “Shantih
shantih shantih”, of which he offered a “feeble translation”, in the mock-
scholarly Notes to The Waste Land, as the Christian “Peace that passeth
understanding”, like his forays into the European classical past, is not so
much a gesture of despair as a reassertion of the authority of a cultural elite,
Within all this, however, the profound melancholy of the modernist
sensibility continues to fester. .

If we are to speak of modernisms, as Peter Nicholls has rightly proposed,
then we must also speak of Eurcpes, in the pluzal. Individual modernist
writers engaged in active dialogue with a differentiated Europe which was
neither a monolithic unity nor a mere disparate congeries of autonomous
nation states. Erin G. Carlston suggests that modemism is best defined

not in terms of period or a group of canonized authors, but in terms
of a set of textual tropes [... it represents] a close engagement with
questions emerging from nineteenth-century discourses about
individual and social bodies: questions not only about sexuwality
but also about the definition of the nation, the significance of
racial difference, and the meaning of individuality and subjectivity
in an age of mass culture. {1998: 7-8)
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Some of the most important of these conversations were with the innovitory
writers and artists of 1880s and 1890s France, who supplied the stimulus and
the matter for the first great flowering of Anglo-American modernism. Ezra
Pound’s introduction to his anthology “French Poets”, first published in the
Little Review in February 1918, was categorical: “The time when the
intellectnal affairs of America conld be conducted on a monolingual basis is
over, It has been irksome for long. The intellectual life of London is
dependent on people who understand the French language about as well as
their own” (Pound 1934: 159). Cyrena Pondrom’s 1975 anthology remains a
major source-book for the influence of French poetry on the modemists of
the 1910s and 1920s.” Pondrom gathers together the key mediators in that
seminal moment, along with Eliet and Pound, such figures as F. S. Flint,
Richard Aldington, T. E. Hulme, the principal magazines through which the
new material flowed (The Egoist, Criterion, Orage's New Age), and the main
suppliers of information on the Paris scene, of whom the best known is now
Remy de Gourmont, co-founder with Alfred Vallette of the great Mercure de

France. According to Aldington:

From its foundation in 1890 uniil the war, the Mercure de France
was one of the best, if not the best, of the independent literary
periodicals in France. Nothing like it has existed in England and
America, though the English Review under Ford, the Dial under
Scofield Thayer, and T. §. Eliot’s Criterion did succeed in
reproducing some of the Mercure’s features. But for years the
Mercure introduced many of the best European writers, so that one
bought practically any book with the familiar caduceus and wings
on it. Moreover, its notes on Freach and international literature,
art, and thought, were unrivalled. (1968: 159}

The selective expropriation by first-generation Anglophone modernists of
end-of-century French culture produced some deformed versions of that culture
and its key figures. Jeremny Tambling refers to Eliot’s widely remarked
interest in Charles Maurras, the monarchist founder of the right-wing Action
Frangaise, whose cult of Latin civilization and the classical ideal appealed
deeply to the poet of order. It was an interest that never —deliberately or
otherwise— probed much below the surface. The slightest scratch, and
Mamrasian traditionalism reveals the disorderly, disreputable bundle of
mystifications and complexes which was fin-de-siécle French mysticism.
When the figures of the pre-Mawrasian moment did appear in the work of
Eliot’s generation, they commanded, bizarrely, a certain respect.- The Sar
Joséphin Péladan, novelist, dramatist (admired by .Strindberg), art critic,
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fanatic of Wagner, was a figure of fun to his French contemporaries. To Ezra

. Pound, who shared his fascination with Dante and the sroubadours, he was a

writer of some intellectual standing. In 1906, Pound reviewed with interest
péladan’s thesis on the mystic cult of love, Le Secretdes troubadours (1905),
along with Origine et esthétique de la tragédie, which P€ladan wrote in the
same year.”

Remy de Gourmont was a favourite of the early Eliot, who took over
some of his innovatory ideas on style and form. Eliot’s concept of the
dissociation of sensibility comes from Gourmont, together with some of his
most important ingights into the physical basis of language and the
operations of metaphor.’ . Gourmont's “A French Poet on Tradition”
(Gourmont 1914), published more or less simultaneously in 1914 in two
little magazines close to the heart of the Eliot-Pound coterie, The Egoist and
Poetry, is a source of Eliot’s essay on “Tradition and the Individual Talent”.'®
Pound admired and propagated Gowrmont, and invited him to be the French
collaborator for his projected periodical linking New York, London and Paris
(Pound 1960: 356). His essay of 1920, “Remy de Gourmont: A Distinction”,
acknowledged that “Gourmont prepared our era” (Pound 1960: 339). Pound
recognised the strength of Gourmont’s unique blend of symbolist
imagination with Enlightenment rationalism, and praised the modem,
materialist sensibility deployed in writing which showed in operation “the
senses of the imagination” (Pound 1960: 345). But even Pound failed to
grasp the full materialist dimension of works such as Le Probléme du style,
with its ground-breaking references to the work of the psychologists
Théodule Ribot and Paul Chabaneix, and its linking of personal form to
historical moment."* Pound played up the sensualist, the anti-democrat, the
anti-feminist, He closed his eyes -—if he ever saw him— to the radical
Gourmont, the self-designated anachronism, the satyr in the city park, flirting
with the New Woman, conceding the supersession of his own caste.

Much of the conservative misrepresentation of Gourmont, and the
obscurity into which he has fallen for present-day English-speaking readers,
must be attributed to his main propagator, Richard Aldington. As editor of
The Egoist, Aldington began promulgating Gourmont in 1914, He saw in
him the last representative of European individualism, the Egoist
(Gourmont’s own term) par excellence, defending civilisation under siege
(Aldington 1968: 21), who could stand emblematically for the aesthetic unity
of European culture, beyond petty nationalisms (157). He gave Gourmont his

- chief currency in the English-speaking world, in the volumes of oddly-

chosen, strangely-excerpted selections published in the UK and US
(Gourmont 1929; 1932). Gowrmont, consigned at the end of his life to
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relative poverty, welcomed the money the Aldington/ Pound/ Eliot
connection brought. Whether he would have appreciated the strange,
deradicalized half-life of anti-democratic dreamer inte which it eventually cast
him is another matter. No-one, certainly, reading Aldington, would expect to
find Gourmont’s name in the folders of Walter Benjamin’s Paris project (for
" his comments on the historical uses of cultural detritus), or see him classed
with the radicals in Julia Kristeva’s 1970s study of fin-de-siécle literature and

society, La Revolution du langage poétique.

Eliot’s lecture, “What Dante Means To Me”, delivered at the Ttalian

Institute in London in July 1950, is striking in giving almost as much
attention to a French model as to the Italian mentor named in his title. The
essay acknowledges complementary debts to Baudelaire and Dante. From
Baudelaire, Eliot says, he learned how to confront the shock of modemity,
how to see .

the poetical possibilities [...] of the mere sordid aspects of the
modern metropolis, of the possibility of fusion between the
sordidly realistic and the phantasmagoric [...). From him, as from
- Laforgue, I leaned that the sort of material that I had, the sort of
experience that an adolescent had had, in an industrial city in
America, could be the material for poetry; and that the source of
new poetry might be found in what had been regarded hitherto as
the impossible, the sterile, the intractably unpoetic. (Eliot 1965:

126}

From Dante, however, he leamed how to translate that particular experience
and poetic practice into forms that could inspire others to take it for their
own. Dante, he said, taught him how to show ordinary men how to feel, how
to widen their emotional and perceptual range by giving them a new language
to express themselves. Dante taught Eliot how to transform the “local™ into
the “Buropean™:

. ‘What I have been saying just now is not irrelevant to the fact —for
to me it appears an incontestable fact— that Dante is, beyond all
other poets of our continent, the most European. He is the least
provincial —and yet that statement must be immediately protected

" by saying that he did not become the “least provincial” by ceasing
to be local. [...] The Italian of Dante is somehow our language
from the moment we begin 1© try to read it; and the lessons of
craft, of speech and of exploration of sensibility are lessons which
any European can take to heart and try to apply in his own tongue.
(134-135)
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There was nothing in maodem Italy to match the sensibility of Dante, or the
Cavalcanti who provided the initial impulse for Eliot’s 1930 poem “Ash
Wednesday”, and the options their language could be crafted to carry.
Futurism put in an appearance, through the work and personality of Marinetti
¢writing in French). According to Olga Taxidou, Edward Gordon Craig did his
best to ignore him, and so, it would seem, did everyone else among the first-
generation modermnists. Aldington, Pound and Sturge Moore took Marinetti
along to see Yeats, but the visit was not a success. Mercifully, Aldington
records, Marinetti could not understand Yeats’s poems, since, if he had done,
he would certainly have dismissed thern as out of date. Marinetti bawled out
his own work, and Yeats had to ask him to stop in deference to the
neighbours banging in protest on all the walls (Aldington 1963: 98).
Marinetti’s lecture at the Doré Gallery (on the occasion of the second
“Exhibition of the Works of the Italian Futrist Painters and Sculptors”,
April 1914) was broken up by concerted heckling from the Blast contingent,
Jed by Wyndham Lewis.”*

The work of D. H. Lawrence has clear analogies with the writing
produced by the German expressionists, and is marked by their guiding
philosophies: anti-technologism, idealism, vitalism and irrationalist
activism. But Lawrence’s writing in the last analysis took a different path,
enriched, Hans Ulrich Seeber argues, by the insights of Weberian anti-
capitalism. Taxidow’s analysis of Edward Gordon Craig’s dramatic theory
shows German influence pulling in the opposite direction. Craig’s leanings
towards Kleistian idealism helped justify the distance he sought to maintain
between his work on dramatic representation (marionette theatre) and the
attempts of other contemporary theorists to develop new acting techniques for
living actors. One of the most important inspirations from Germany came
through the commissions offered to the translators Edwin and Willa Muir,
introducing the themes and forms of Hélderlin, Hoffmansthal, Rilke, Kafka,
and Broch. Storm Jameson, welcoming the translation in 1932 of Herman
Broch’s trilogy, Die Schiafwandler (The Sleepwalkers), which traced “the
gradual disintegration of values from the start of the process at the
Renaissance to the present day”, made a telling connection:

At this final stage, [...]) in this zero hour of our civilisation, men
are oppressed by a sense of futility, our life, they say, has no
meaning. Silence isolates each of us, “each in his prison Thinking
of the key”. (That is Mr. T. S. Eliot, and it is a very curicus
experience, and one which I suggest to you, to read The
Sleepwalkers and The Waste Land side by side. In Herr Broch’s
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language, Mr. Eliot has now become a romantic, the man who
seeks safety in an outwom tradition). (Jameson 1939: 106)

Along with France and Italy, Spain was the theatre of discovery for - the

ambiguons, damaged selves that emerged from the First World War, in the
texts of Hemingway considered by Geoffréy Harris, The Spanish Civil War
provoked a major reconsideration of what Evrope, and modemism, were really
about. Michael Murphy tracks the political tergiversations of allegiance and
defection which characterise Auden’s simuitaneous engagement with Spain,
Yeats and fascism.

Modemism spoke from the margins, and on the move. If Auden was the
poet of frontiers, Vassiliki Kolocotroni demonstrates that this was Joyee's
location too, closely observing the movements of trains. In Craig Monk’s
account, the largely American editors of little magazines travelled between
Paris, Rome, Berlin, London, Chicago. Capital cities, the metropoles, were
nevertheless favourite places to be marginal, where modem artists could
exchange ideas, and sign contracts.”® Peter Brooker addresses the urban
actiology of modemism, through the familiar trope of the Baudelairean post-
fidneur, a sensibility forged by the city streets and shop displays of
the1860s. But he also re-establishes the historical distance between the
original and those multiple translations to which criticism post-Benjamin has
subjected him.

Anglophone modernisms, unified within the diversities of English, are
transformed and developed by the negotiation of Europe’s many tongues. In
the process of translating they are also translated. Of all the tropes of the
movement, this is the one to which writers and critics regularly retumn.
Translators, proposes Alasdair Macrae, “are crucial prompters in a mysterious
process of fortuitousness, coincidence or synchronicity”. In translation,
modernism grasps the plurality of languages that is the European inheritance,
and turns it to material purpose. Peter Marks quotes the Lawrentian hero
rejoicing in the temporary relief afforded by heaping abuse in French,
German, Italian on English authoritarian power in the form of “the military
canaille. Canaille! Canaglia! Schweinerei! He loathed them in all the
languages he could lay his tongue to”. But the ends of translation change,
The (auto-)iranslation of Samuel Beckett, arguably the Last Modemist,'
poised on the threshold of postmodernism, marked something new in the.
European air. Leslie Hill's comments on Beckettian translation serve
retrospectively and by antithesis to sum up the whole modemist project:

INTRODUCTION: MODERNISH'S COMINGS AND GOINGS p

For Benjamin, as for Beckett, the object of transtation is not what
Beckett, speaking of Joyce, once called the scant cream of sense.
1ts role is not to formulate ideas, but more nearly to dissolve Ehem,
to use them~as -pretexts—-for the silent motion of language itself
[..). Translation can be understood here as an endless movement
across the multiplicity of languages, a constant matchmg, as
Benjamin puts it, of fragments of language w?th each other in the
atterapt to fashion not an ideal whole (implylpg the reduction of
all languages to one) but rather another piece in a larger puzzle, a
puzzle which is the multiplicity of languages themselves. .Al'}d
this, as the object of translation, is what Benjamin, in messianic
vein, calls pure language, “die reine Sprache”. (in Birkett and Ince

1999: '106)

Where modemism rejoices in multiplying differqnces, Leshe Hill goes on to
argue, Beckett’s attention is focused otherwise, on “the movement of
difference across and within languages [...] in the search for that something
else, neither an experience nor an object, which lies between and beyond
those differences, in the shape of the figure of indifference” ( 107-1{)8).

The condition of “indifference”, Eliot wrote in “Little Gidding”, at the
end of Four Quartets, lies “between two lives”, for a culture as for the
individual, and “This is the use of memory™:

For liberation [...] _
From the future as well as the past. Thus, love of a country

Begins as attachment to our own field of action

And comes to find that action of little importance

Though never indifferent. History may be servitude,

History may be freedom. See, now they vanish,

The faces and places, with the self which, as it could, loved them,
To become renewed, transfigured, in another pattern. (1563: 219)

That other pattern was to emerge in the wake of the Second World War, to
which this poem was the eloquent response. For, it could be said, to adapt an
earlier poem of Eliot’s, “The Hollow Men” (1963: 92), that between
difference and indifference, “the essence/ And the descent”, falls the shadow of
the post-Modem. &€
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NOTE.S

! See Bradbury and McFarlane (1991), Nicholls (1995), and the invaluable
Italian collection edited by Cianei (1991) for overviews of the variants of
modemism. The nationalist dimension of modernism is receiving increasing
attention. Matei Calinescu has indicated the role French modernisms, in
particular, were called on 1o play in intra- and international debates and conflicts,
arguing that the word “modernism” was invented in 1888 by Ruben Darfo,
adapting French literary innovation in a Latin America seeking to declare its
cultural independence from Spain (Calinescu 1987: 69). Aitributions of the
modern usage to Baudelaire actually wanslate the word “modernité”, a rather
different and all-embracing concept. The Oxford English Dictionary identifies the
first instance of the word “modemist” jn 1588, in a reference to “sundry other
neotericall mathematicians and modemists”. Jonathan Swift spoke of
“modernists” in The Tale of a Tub (1704), and from Swift onwards, “modemnism”
has been used of various inmovations, newfangled devices or inventions, usually
disapprovingly (COED vol. 1, 1971: 1828). From the start of the 20th century,
and in particular after the Papal Encyclical of 1907, “modernism” was applied to
the liberalising movement in the Roman Catholic Church, and some of the
partisan connotations the concept generated may have been transferred to its
earliest secular usages (COED vol, ITI, Supplement 1987: 581). The “modernist”
* writers never formally constituted themselves umder this name. Indeed, Ezra
Pound, in his 1932 cbituary for Harold Monro in The Criterion, described them as
“a movement 1o which no name has ever been given”. (On this, see Smith 1994:
1-3.) As Stan Smith argues below, the words “modemism” and “modemist”, in
their contemporary application, emerged in every decade of the first half of this
century, but only began to stick in the early 1960s, virtually coincident with the
appearance of the nsurping tanist, “postmodernism”. Herbert Read, for example,
in an Address to the National Poetry Festival, Washington DC, in October 1962,
spoke of “American poets so essentially post- or ant- modernist (again I borrow
a judgment from Mr. Jarrell) as Robert Lowell [...] John Bemyman, Richard
Wilbur, Delmore Schwartz and Randall Jarrell himself® (Read 1967; 155). The
mediation of Jarrell is probably crucial here, John Crowe Ransom, the friend of
Robert Graves and Laura Riding and a founder-editor of the Fugitive, in a series of
articles for American literary/ academic journals collected as The World’s Body in
1938, deployed the words variously of a general condition or state of mind or of
this specific literary movement (1938: 55, 56, 62, 63, 64, 145, 166-167). He
also seems to endorse Jarrell’s identification of modemnism with W, H. Auden,
drawing, in an essay on Murder in the Cathedral, an analogy between Eliot and
“Auden [...] that most witty and far-gone modern poet” (1938: 170-171).

? For translation in Beckett, see Hill (in Birkett and Ince 1999).
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* For Pound’s quality as a translator of Provengal, see Makin (1976), Ricketts
(1992). ' '

* Eliot makes the. distinction between the two. concepts in What is a Classic?,
discussed below,

% The concept (Spivak 1990: 1} avoids the ambiguities of “mapping™, which
implies a relatively objective representation of a pre-existent reality. It draws
attention to the partiality of the interests that move writers, and to the status of
the writerly world, constimted in its maker’s own image.

¢ The present collection contains various examples of the disruption of form
from within, which Peter Marks characterises in his essay on Lawrence as “one of
modernism’s signature tactics”. On Yeats’s and Mallarmé’s relationships . to
romantic symbolism, see Potolsky; for the negotiation with the picaresque, see
Marks on Lawrentian journeys, in fiction and fact, and Kolocotroni, who draws
the connections between Joyce’s European wanderings, in exile on the frontiers,
and the evolution of a new version of narrative based on digression and diversion,
chance and happenstance. Jennifer Milligan sees in the writing of Jean Rhys an
active deconstruction of the Bildungsroman, working on parody, pastiche and
intertextual allusion. Geoffrey Hamis traces the echoes of the search of second-
generation modernism for new narrative strategies in the work of Malraux and
Hemingway. The disruptions of form reflect the dissolving confidence of the
virile hero in his self-image, generated by the experience of war and the perceived
challenge of emancipated femininity. Teresa Brus shows how Auden’s drama
adapts the forms of light play (popular song, masque, cabaret) to produce
intimations of tragedy, figuring the modem moment, a perpetual awakening to a
sour taste in the mouth. Jazz, in John Lucas’s essay, enacts a similar process in
musical terms, Indic play with conventional ‘musical form that reveals a serious
edge. Brian Cosgrove’s discussion of modernist irony points to the larger
discursive and philosophical frame that supports all these formal experiments
with disruption and contradiction. Irony, as Cosgrove presents it, is the primary
mode of European modemnisnt, a process of “form-giving” whose main purpose is
to signal detachment, to imply that the speaking subject possesses objective,
totalising knowledge while at the same time denying it. In the European tradition,
irony is a way of surviving real knowledge of the present. Cosgrove’s analysis
identifies three different inflections of irony in that tradition, which represent
different national relations with the real and, commespendingly, different routes to

survival. The version favoured by the German romantics valorises the possession -

of total knowledge; Flaubert, the proto-modernist, emphasises detachment;
Nietzschean irony proclaims the joyful possession of a pluralising knowledge,
founded in the body, and proclaims a positive relation with the real. Joyce, in
Cosgrove’s reading, carries traces of all three. Heir to afl Europe’s ironies, we
might argue, Joyce can serve as emblem of the double functionof the Anglophone
modernist jn Evrope: absolute synthesiser of the past, and absolute disrupter.
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? See also Svarny (1988) and, casting a wider net, Kolocotroni ef al. (1998),

* On Pound and Péladan,-see Surette (1979, chs. 2 and 3; 1993: 128-130, 209-
216). For Péladan, see Beaufils {1993), Birkect (1999).

* See Burne (1963); Doyle (1989). -

* See for example Doyle 1089; 27-28, 331 nn §, 6. Doyle notes that the two
epigraphs to The Sacred Wood are from Gourmoat.

"' See Birkett (1999); Sieburth (1978).

** Wyndham Lewis, detaching himself from the “propagandist[s] for Action”,
lumped together Machiavelli, Sartre, and Marinetti (“the father of Italian
fascism™): “action in this context means action of a material and mechanistic
type. [...1 [Sluch principles as these I have combated, since the first days of my
public life, when I led a band of hacklers intc the Doré Gallery in Bond Street
where Marinetti was lecturing” (Lewis 1984: 178). See also Cianci (1991).

' Ch. 4, “The City”, in Butler (1994) is a rich source of interdisciplinary
references. See also Crunden (1993).

* Kenner (1986); Cronin (1996).
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. A PACKAGE. DEAL

Literary modemism was a cosmopolitan, stateless hybrid, shuttling
backwards and forwards across the Atlantic as its progenitors and carriers
shifted between Old and New Worlds, endlessly repacking their intellectual
baggage. The trade in modernism was as diverse as the freight carried by the
word “modernism” itself. The history of that word, as it sneaked across
frontiers and through cultural customs barriers, is symptomatic of the
twentieth-century dilemmas to which Anglophone modernism, spawned in
sundry estaminets of Europe by an odd assortment of expatriate Americans,
Irish and Britons, was a series of inadequate attempts at an answer. To trace
the lineages of that history, viewed through a sequence of retrospective
frames, is to see how closely modernism itself was bound up with the great
historic catastrophes that punctuated the twentieth century. A century of
diasporas and displacements, the construction, reconstitution and dissolution
of states, and the kaleidoscopic recycling of alliance and counter-alliande,
produced a literature to match in its polymorphous and polysemic perversity.
As a new, “postmodemn” millennium begins, the burden of that modernist
past remains: unfinished business, a package deal we have all bought. -

“A Package Deal” is the title of a review of Robert Graves’s Steps by an
up-and-coming young critic in The Observer shortly after the book was
published in 1958. “The title of this review”, writes John Wain, “is an
Americanism: I use it as a code signal of solidarity with Mr. Graves, whose

Misceldnea: A Journal of English and American Studies 20 (1999): 29-54-
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English vocabulary and sentence-comstruction are becoming daily more
Americanised”™: :

Looking through this book at random, one finds the pages
peppered with such words as “rangy” (meaning tall and loose-
limbed), cable “collect” (i.e. with charges reversed), “around” (for
English “round,” e.g. “around the corner”), “jibe” (meaning “fit in”
—this last in a poem), etc., ete.

Wain’s donnish indignation seems quaintly mock-antique now, an index of
how far the Americanisation of English usage has proceeded since the 1950s7
His explanation of the phenomenon in Graves is patronising equally of the
English poet and of Americans, with its knowing hints about the
transatlantic groupies currently congregating in Dey4, Majorca:

The reason is clear: Mr. Graves, in his Balearic fastness, talks
Spanish with the neighbours and English only with the visitors;
many of these same visitors, and especially the young, literary
ones who make up Mr. Graves’s entourage, are American; as a
result, his ear is losing the power to distinguish between the two

languages.

For Wain, the erosion of English English figures also the failing of cultural
and political powers. Not for nothing does he deploy the idiom “losing the
power”, with its implicit sense of a decline in both sexual and geopolitical
potency.

Americanisation means the loss of everything at the level of cultural
register that has made Britain great, from Jane Austen’s regulated hatred, the
reflex of an imperial stiff upper lip, through the Anglicised mandarin subtlety
of James and Eliot, those masters of nuance and scruple, to the intrinsically
English discriminations of an F. R. Leavis and —no doubt— the columns of
The Observer in January 1959,

Wain suggests a more than metaphorical connection between loss of
linguistic hegemony and commercial decline. The British once traded around
{or round?) the world. Now they have been sold a “package deal” by former
colonials:

So, as a token of our respect for him, let us speak of this book,
even in these English pages, as a package deal As business men
are well aware, a package deal is a way of unloading on to the
customer a certain amount of stuff he doesn’t want. The buyer has
to take all or nothing; since the package contains certain items he

LINEAGES OF "MODERNISM 3

rea]ly_ n;eds, he takes z;ll [...]. The nauseating blurb gives an arch
description of the treat in store for the fortunate child who gets this

—ag l'i'g'h'ﬂy'_as_ his customary crownless straw hat”) and winds up
the catalogue with, “Twenty-two new Poems complete the Jjaunt.”

Graves has become a court jester in the service of his American entourage, a

vaudeville entertainer in a straw hat, putting on an act of eccentric stage

Englishness to gratify his American patrons. But Britain itself has bo
package which runs from Lend Lease through Marshall Aid to the Clé%c}lltvtlha:'
anfl Coca-colonial penetration of its economy and culture alike. We inhabit a
client state, 2 subaltern culture, which has sold its heritage for a mess of
bubblegum. '

Wain has one qualification: “If this book is worth thirty shillings of
anybody’s money”, he says, maintaining the snooty tone of a natic?n of
shopEeepers gonfronting shoddy foreign imports, “it is the poems that tip the
_scale . Ip Wain’s world, Graves’s poetry remains an island of English purity
in the midst of 2 commercialised —which is to say Americanised— culture.!
The package, that “day-to-day stuff that Mr. Graves writes to make a living
—all of it more or less pointless and trivial”, is, like newspaper around
British fish and chips, “wrapped round twenty-three wonderful pages of
poetry”. The offence justifies vandalism: “Probably most discerning readers
will tear out the pages of verse and throw the rest away in the interests of
conserving shelf-space, and I don’t blame them™

But really it is intolerable when one of the finest poets alive in
Enghsh-quakjng world, a man whose poel:ryp gets  better ::Eg
better, continually purging away its dross and refining itself by the
shee; heat of its own imaginative strength and virtue — when such
a writer offers us twenty-two poems, nearly zll of them up to his
own lng_hest standard, we should be asked to accept them as a
makeweight in a volume of barrel-scrapings.

That “English-speaking world” gives the game away. This -

IOCLI‘..CIOII, familiarised by Winston Churchil%’s contem)}()oraneour:f;( pﬁ%?:sgjé
A History of the English-speaking Peoples (1956-58), reveals the shift in the
balance of power effected by Britain’s wartime reliance on US aid and military
support, for which we are now paying the price. The Americans are over here
overpaid, and over-voluble, seducing our poets with the literary equivalent 01;
nylons a?d chefwmg-gum: Graves, in Wain’s perception, is a poetic GI Bride.
And yet “English-speaking” makes another claim, one implied in Churchill’s

Jovely stocking (“He continues to wear his variegated learning |
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appropriative title. This language was ours before it was theirs: if America
" speaks English now it is because we gave it to them. Churchill’s formula
was an attempt at recruitment: his quixotic post-war ambition had been the
political reunion of United Kingdom and United States. '

Graves as poet, however, Wain insists, continues to produce something
that in its purity and its refinement is quintessentially Bnglish: “Where the
prose is unbalanced, opinionated, aggressive, perverse, the poetry brings order
and harmony, resolving conflict in the discipline of its strict and yet generous
art”. Wain used, he says, :

to find it a mystery that Graves’s poetry criticism should be so
ludicrous, when his poetry is so superb; but as I live longer I begin
to understand that there are some artists who, loving their art too
much to blemish it with their own private grudges, envies, hatreds
and irritable obsessions, must find an outlet for them elsewhere.
Mz, Graves’s literary criticism is just steam-blowing.

This is a familiar antithesis. There is Graves’s pot-boiling work, mundane,
quirky and bogged down in personality. And then there is the impersonal,
transcendent purity of art. But why does he engage in such polemic flights of
thetoric in the first place? Wain’s answer is clear, though implicit: Robert

Graves does it for money:

Surely everyome admits that Wordsworth wrote many clumsy
poems; was it really necessary for Mr. Graves, when an audience
had turned out on a February night in Chicago to hear him speak on
“Pulling a Poem Apart”, to treat them te a demolition of the sonmet
“(3reat men have been among us”? .

Yet, in the fidelity of his commitment to his Muse, Graves stands proud and
solitary on an island of the self —an island not unlike that which stood alone
in 1940, without American assistance, against the dark tides of unreason.
More than a decade after that war ended, but only two years after American
intervention brought an end to Britain’s nostalgic imperial kickback over
Suez, Wain's embatiled language speaks with the tones of some Dunkirk-
spirit film from. Elstree Studios:

It is in his poetry that the quarrel with himself, the long war to
impose order and significance on the shifting atoms of thought and
feeling, has been fought, bravely and honourably, in the silence of
his own mind [...]. For anyone who loves language, it is easy to
become so engrossed in its variety of effects that the thing he is

1
;
i

|
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supposed to be celebrating can be smothered under technique. But
the defence against this is not, as our latest breed of moon-baying
yard-dogs would have it, to abandon technique; it is to follow the
- ~—example-of suchras Graves; who can tove th‘e"sh‘éiﬁe"and textuie of a
poem just because it fits so snugly to what it is conveying. ’

And who precisely, in 1958-59, are these “moon-baying yard-dogs™ who have
abandoned technique? Could they, perhaps, be Americans? “Beat Poets” such
as Allen Ginsberg, whose Howl and Other Poems was published in 1956; or
Lawrence Ferlinghetti, whose A Coney Island of the Mind was published in
the same year as Graves’s book? -

Among those already following Graves’s example, whose technique fits
so snugly —and possibly smugly— what it is conveying, Wain himself is a
prime candidate, his 1956 volume A Word Carved on a Sill actually taking
its title from one of Graves’s poems. So 00 are the other contributors fo
Robert Conquest’s New Lines anthology in 1956, which set itself up in
antithesis to Anglo-American modernism and its successors, positing instead
a return to a pre-modernist, native tradition, represented by Hardy, Edward
Thomas ef al., of strict metrical forms and domestic scenarios, to which
Graves, without consultation, had been recruited.

Wain’s own anti-Americanism, combining Left and Right -attitudes in a
characteristic post-war blend, is revealed in his long poem, “A Song about
Major Eatherly” in his 1961 volume Weep Before God, which blends the
gnti-nuclear thetoric of CND, founded in 1958 and then at the height of its
influence, with a more traditional anti-Americanism, contemptuous of the
commercialised mass culture for which conservative thinkers had maligned
the Umted States from de Tocqueville onwards. Major Eatherly is the
American pilot who dropped the atom bomb on Nagasaki. His subsequent
remorse, the poem suggests, did not affect his cash-flow:

Good news. It seems he loved them after all.
His orders were to fry their bones to ash.
He carried up the bomb and let it fall.
And then his orders were to take the cash.

“Taking the cash”, while nurturing a sense of virtuous purity, is precisely
what Graves’s journalism is indicted for; whereas his poetry represents a
d151nteye§tzd, one might say characteristically English, resistance to such
meretriciousness. Wain's review, then, sets up an English/ American
antithesis for which Graves is the stalking horse. Wain’s thetoric proclaims
retrenchment, Little Englandism, the anti-modernist stance of New Lines. If
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English is on the wane, Wain is on the up. Ginsberg and Ferlinghetti are the
heirs of Whitman’s barbaric yawp, but Whitman is not “one of us”. Odd,
then, that in the introduction to one of his first post-war volumes, Poems
and Satires (1951), Graves should cite Whitman as if with approval, as the
justifier of a deep contradiction in the self which is the birthright of the poet,
just that “quarrel with himself” of which (quoting the Irish Yeats). Wain
speaks. Odd, too, that Wain should so ignore that seminal work of literary
criticism, A Survey of Modernist Poetry, with its deep admiration for and
understanding of Anglo-American modemnism, from Eliot to Hart Crane and
e. e. cummings, that a youthful Graves had written in 1927 in collaboration
with Laura Riding, a young American poet whose influence effected the
transplant to his etiolated Georgian idiom of a tougher, more acerbic
transatlantic register. .

Far from polluting Graves’s poetry, in fact, it could be argued that the
shock of American modernism gave it a kick-start. When Graves in the 1950s
evinces an “English vocabulary and sentence-construction [...] becoming
daily more Americanised” (“in a poem” even), this is something right at the
supposediy English heart of a poet who, going into exile with an old cloak in
1929, Xicked the English dust off his feet, declaring Good-bye To All That,

“to live in a Spanish island fastnéss.

We need to look a little more closely at this particular package. After all
those other questions, “What was modernism?”, “When was modernism?”, “Is
modernism gendered?”, etc., I want to ask another one:

2. WHICH SIDE OF THE POND WAS MODERNISM?

In 1932 Ezra Pound wrote of the literary revolution he and Eliot initiated as
s movement to which no name has ever been given” (1932; rpt. 1937). He
was not quite correct. Graves and Riding, in their 1927 study A Survey of
Modernist Poetry, published in England, had first given currency to the
epithet by which the movement was to be generally known, in the second
half of this century.”

Curiously, though, the term “modemism™ did not become general usage
until the later 1960s, when it emerged holding incestuous hands with its
sibling/ progeny “postmodernism™ (blind Oedipus led by an attentive
Antigone). Tt has been suggested that it was not until Harry Levin’s essay
“What was Modernism?” in 1960 that, in the words of Morton P. Levitt,
“The term first appeared in a literary context”, abd not until the essay’s
republication in the book Refractions: Essays in Comparative Literature in
1966 that it achieved wide circulation (Levitt 1992).
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Superficial support for this might be provided by Stephen Spender’s The
Struggle of the Modern, published in 1963, but based on lectures given in
the United States in 1959 and 1961. Spender’s introduction attempts to
distinguish between traditional writing about “modem subject matter” and the
specific object of his study, in which “I am only discussing obvious
examples of modernism or anti-modernism”, while his chapter on “Moderns
and Contemporaries” distinguishes “art which is modern [...] from several
n'foxii?rll;a{l;fs)groupcd approximately under the heading “modernism™ (1963:
X1-X11, o) ’ .

Nevertheless, Levitt’s 1960 is far too late, even though the first instance
of “modemism™ used in its cwrent sense cited in the Cemplefe Oxford
English Dictionary is an editorial comment in The Listener on 23 November
1961 (848/1) which speaks of “The American Modemnism introduced by Mr.
T. S. Eliot, following Mr. Ezra Pound”. That “American” is a moot poiat,
given not only the expatriation of these two authors, but also the cis-Atlantic
status of other key modemists, and the history of the word’s usage.*

“Modemism” in our current restricted sense has in fact surfaced and
disappeared with equal rapidity in every decade of this century. Graves and '
Riding did not invent the concept. Though there is an early use by John
Middleton Murry in the short-lived little magazine Rhythm in the 1910s,” its
genealogy, applied to the revolution of the word effected by Eliot, Pound and
Joyce, can be traced to the slightly longer-lived little magazine The Fugitive,
edited from Nashville by John Crowe Ransom, Donald Davidson and Allen
Tate between 1922 and 1925. It was here that Graves and Riding found the
word and took it home for adoption. That etiology is of some interest, in that
it mimics the larger global reconfiguration of Anglo-American political and
cultural relations in this century. '

In a letter of 21 July 1922, Allen Tate wrote to his fellow editar Donald
Davidson, of the new, “revolutionary” poetry: “perhaps we shall have to get a
new term by which to designate this latest genre of literature”. A couple of
days later Davidson’s reply spoke of “the Cubists, the Futurists, the
Imagists, etc.” and “even these Dadaists to some extent™; but none of these
epithets seemed quite right. Shortly thereafter Tate wrote of “the master of the
gemre, T. S. Eliot”, who *“goes straight to the real thing; this is of course his
“modernity™ (Fain and Young 1974: 20-26 passim).® But the mot juste was
first stumbled over publicly in an editorial by John Crowe Ransom, “The
Future of Poetry”, in The Fugitive in February 1924. There Ransom reflected
that “The arts generally have had to recognize Modernism —how should
poetry escape?”, before adding “And yet what is Modemism? It is undefined”.
Ransom alluded to imagism and free verse, before qualifying the assertion
that “The future of poetry is immense” with the remark: “One is not so sure
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in these days, since it has felt the fatal irritant of Modemnism™ In a
subsequent issue, Allen Tate continued the discussion of “the Modem poet of
this generation”, speaking of his [sic] intellectualism and complexity, and
invoking Carl Sandburg, Marianne Moore, e. . cummings and Hart Crane
~—all names which will appear in A Survey of Modernist Poetry and
thereafter in Graves’s criticism.

“Modernism™ in these discussions is still more a state of mind,
“modernity”, than a precise literary movement, but the formula is beginning
to congeal. What I want to pick out, though, is what looks at first like a
purely fortuitous conjunction. Immediately following Ransom’s essay, an
editorial announcement welcomes a new contributor to the journal:

Laura Riding Gottschalk, who was onme of the contestants
qualifying last year for the Nashville Prize [...]. We count it as a
special privilege to present, in this and our succeeding issue,-a
number of poems by a young writer of such distinguished promise,

Laura Riding has arrived, right on cue, at the very same moment that the new
poetic movement gets its christening —a wicked or benign witch at the font
according to how you rate her poetry and/ or personmality. It is not a
coincidence she wonld have missed. Henceforth, Riding casts herself as the
avatar of modernism, carrying its gospel everywhere, and specifically across
the Atlantic. And Robert Graves will soon be recruited as her apostle. :

“Robert Graves, the English poet™ had already been lauded in the pages of
The Fugitive in 1922, for his critical study On English Poetry, with its
Freudian account of poets as “men of repressions and inner conflicts”, who
“contain within themselves the conflicting emotions of different classes of
society”, its exploration of “the social function of poets” and its “absorbing”
“study of the psychological origins of poetry”. Graves himself is praised as
“the first man to handle it who compounds in his own person a genuine
poetic talent with modem psychological leaming”. In the final issue that
year, an essay on “Modem Art” argued that “perhaps T. S. Eliot has already
pointed the way for this and the next generation”, but added, confidently:
“However, the Moderns have adequately arrived”, while an editorial
amnouncement welcomed Graves as one of the “visitors come among us in
this issue™.

By 1924, the next generation was not only knocking at the door, but had
talked its way into the drawing room, with the announcement that the
Naghville Prize of $100 had been awarded to Laura Riding. She was,
according to the judges, “the discovery of the vear, and they deem it a
privilege to be first in calling attention to the work of a young writer who is
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coming forward as a new figure in American poetry”.” By the first issue of
1925 Riding’s advent needs an editorial annunciation:

We expect general felicitations upon the recent acqulsmon of Mrs.
Laura Riding Gottschalk of Louisville, as a regular participating
member of the Fugitive group. It will be unnecessary in future to
introduce her as a foreign contributor to these pages.

Meanwhile, Graves was making his own mark. The same issue which
announced Riding’s Nashville Prize also advertised Ransom’s collection
Grace after Mear, selected by Robert Graves. Pace Wain, Graves was
already, in 1924 engaoed in transatlantic hustling on behalf of his American
“entourage”’, for he had in fact arranged the book’s publication by Leonard and
Virginia Woolf's Hogarth Press in London. Graves's own Poetic Unreason
was reviewed in volume 4, no. 3, aleng with Hart Crane and cummings, and
Graves reviewed Ransom’s Chills and a Fever in the Saturday Review of
Literature in late December 1924, There is, in the infancy of modernism,
much taking in of each other’s washing —~including some rather dirty linen—
on the analogy of the Scilly Islanders Graves used in his prcfaoc to Poems
1938-1945 and reused in The Crowning Privilege.

The Fugitive's lauding of Graves's modernity, together with the clear
evidence of his promotional talents, could only fire the imagination of a
young poet eager to establish her own modern credentials, and to make
influential contacts. Not entirely disinterestedly, Tate worked hard to kindle
the flame. Having introduced each to the other’s verse, he wrote to Davidson
in March 1924 that “she will be thrilled over Graves® liking for her work; I
pass on the news. I feel almost paternal” (Fain and Young 1974: 98).

With some reason, perhaps, since there is a rumour, of mysterious
provenance, about an affair with Tate culminating in an abortion.® Whatever
the case, Tate vigorously encouraged the literary trysting with Graves, and in
particular Riding’s growing resolution to take on literary England. Of her
stay in the Tate ménage, he wrote, a little disingenuously:

It is great to have Laura here. I've been informed, to my exceeding
pleasure, of her coming success in England. I saw Graves® letter; it
was the highest praise. I'm betting on the young lady, and when
she gets over thinking every poem she writes is great because it's
hers, I'll bet everything on her. Laura is great company, and we've
had a fine time since she arrived [...]. She would put life into
—well, into anything [...]. Carolyn {his wife] finds her very
charming, if strenuous! (Fain and Young 1974: 145)
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In July 1925, Graves’s essay “Contemporary Techniques of Poetry” had
enthused about Riding’s verse. A match was being prepared in modernist

heaven. By mid October 1925, Tate was writing that Laura was “destined to
great fame before two years are out. She’ll be the most famous of us all”

(Fain and Young 1974: 146). This less than disinterested praise is also tinged
with relief. Laura is 'off his hands, crossing the Atlantic to mess up some
other couple —taking the love-child of modernism with her as a dowry.

3. A NEW STYLE OF HAIRPIN: OXFORD, CRJ\DLE
OF MODERNISM

The year after the publication of Graves’s and Riding’'s A Survey of
Modernist Poetry, Roy Campbell, writing on “Contemporary Poetry” in
Edgell Rickword’s collection Scrutinies, deployed their second-hand word as_a
term of abuse held at arms’ length by scare quotes, indicting “The most
formidable innovations with which the more conscious “modernists™ have
threatened poetry so far” (1928: 177-179).

Campbell, however, applies the term not to Eliot (whom he had just
praised as the author of “the one outstanding poem of our time™} but io “his
most unconditional imitators of to-day™. These imitators he refers to as “the
younger university poets” -—in 1928 a clear reference to the coteries arcund
W. H. Auden in an Oxford abuzz with modem attitude. Auden’s Poems,
haunted by the cadences of Eliot, Graves and, most especially, Laura Riding,
had been printed privately by Stephen Spender in the very vear Campbell was
writing, and Auden had co-edited the undergraduate magazine Oxford Poetry
in 1926 and 1927. For these allegedly “modemist” poets Campbell has only
contempt, observing that their “technical innovations, which are invested
with such importance by contemporary critics, are about as likely to
influence poetry as the invention of a new style of hairpin would be to
revolutionise engineering”.’

The linking of the Graves/ Riding epithet with Oxford is not
coincidental. Graves, a recent Oxford graduate, had spent his first post-war
years living on Boars Hill, outside the city, and was now encamped, with
Riding, close by. In“his autobiography Ruling Passions, Tom Driberg,
Auden’s intimate friend in those years, confides that: “one of my few talents
has always been that of the madame; I like introducing or recommending
suitable people to each other” (Driberg 1991:" 62-65). One of the more
salubrious introductions he effected was that between Oxford and modernism.
Not only did he in 1926 introduce W. H. Auden to The Waste Land, but he
also introduced Laura Riding to Oxford and, I suspect, an impressionable
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Auden to her poetry. Certainly, Auden’s earliest poems everywhere inscribe
Riding’s presence and, on several occasions, verbal and cadential echoes close
enough to_plagiarism_to warrant_a_forceful rebuke from Graves, to which
Graves was still alluding in the 1960s,

Driberg is, in a sense, modernism’s “madame™;

When I first met him, Auden was unknown as a poet outside Oxford.
With Cecil Day Lewis he edited the slim annual volume Oxford
Poetry, in which a few of my poems were published. [Indeed, it’s
likely that Daiberg is the Oxford poet who gave the macho
Campbell gravest offence.] But I also made the acquaintance of
several established writers. One of the most impressive of these
was Robert Graves, who at that time shared a house at Islip, near
Oxford, with the American poet Laura Riding. They received me
hospitably, and it would seem that the hospitality was retumed
[...J. This [...] should have been an agreeable friendship. I liked
what I had seen of both Graves and Laura Riding. He was already
famous for his poetry but had not yet written his first world war
memoir [...]. Graves was tall and burly, with a heavy, gipsy-like
face that looked, in repose, sulky, and a sensual mouth: Riding was
slight, pale, and fey, as spare and taut as her verse. As I say, my
relations with them should have gone smoothly [..]. Alas,
something went wrong —a misunderstanding mainly atiributable
to my own social ignorance and gancherie, but also, I think, to
unusually thin-skinned touchiness on the part of Graves and/ or
Riding. .

Driberg’s faux pas was to enquire of a third party, the poet Norman Cameron,
whether he should address Riding as “Mrs. Graves”, which produced an
internperate letter from Graves:

Look here, Tom Driberg,

[...]Twish to God you'd cut it out. It is some months now since I
- heard from Norman Cameron about your attitude to Laura Riding but
k it made me feel pretty sick and the effects are still here. You asked
' him that entirely unpardonable question as to whether you should
address her as Mrs. Graves, because etc. —I was so sick that I
nearly asserted oy Elemental, Virile, Sulky personality and came
to beat you up.!

Graves sarcastically reproduces here the tenhs Driberg had used of him in a
-1eview of his book Mrs, Fisher. The letier continues:
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It is the same sort of attitude which ascribes the word-by-word
collaboration of A Survey of Modernist Poetry to Mr. Robert Graves
alone: and does not hesitate to see Mr. Graves’ master-hand behind
her individual writings, (the boot being as it happens on the other
foot altogether — I contributed nothing to hers and L. R, did a
good deal of the difficult work in Mrs. Fisher) and regard this. flat as
mine, not hers. '

There are the hints here of a territorial dispute between trans- and cis-Atlantic
foster parents to the ownership, not just of a Hammersmith flat, but of the
adoptive lovechild of modernism itself. Riding certainly had strong claifiis on
the brat. And, in inserting it into the English, Oxford context, Driberg has

- some claims to being its fairy godfather. According to Geoffrey Grigson, in
June 1927 Driberg invited Edith Sitwell to speak in Oxford. Holding up a
copy of Eliot’s journal The Criterion (possibly the very one in which he had
shown Auden the text of The Waste Land), he spoke “gracefully, at a small
table, of the delights of intellectualism and modernism” (the same verbal link
made by Tate in The Fugitive). Driberg introduced Sitwell with fulsome
praise for “the synaesthetic poems of our distinguished guest”, and “she
returned the compliment handsomely”. (Grigson 1950: 114-115; Wheen
1992: 55-56). Sitwell's performance, according to Grigson, was part of a
series at the new English club involving several “eminent and curious ladies™,
including “Miss Laura Riding”, who spoke on Poe at University (Spender’s
college), Sitwell herself, who spoke at Somerville on {of course) the
Sitwells, “Mzs. V. Woolf”, who spoke on A Room of One’s Own,
presumably in a room of her own, and “Miss Gertrude Stein®, who spoke on
“God knows what at Christ Church” (Auden’s college). Significantly,
Sitwell, Woolf and Stein were all at this time friends of the Graves/ Riding
ménage. Grigson suggests a relation between this whole sequence of events
and Driberg’s involvement with the Auden circle: :

There were poets in the university who were to dominate letters
before very long, W. H. Auden, for example, and Louis MacNeice
[...]. But it was Thomas Driberg who now appeared to dominate the
obvious and cuter and smarter intellectuations of the university,
who wrote poems in the blend of Eliotese and Edith-Sitwellese
which appeared week by week in Cherwell.

(That’s the student newspaper, not the river).

A little later, Grigson records of Stephen Spender, a later populariser of
the term, that by the time he left Oxford he was “almost exclusively
interested in [...] the “experimental” modernism of Eliot and Joyce and Ezra
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Pound and Virginia Woolf and Laura Riding”, adding ““Modernism™, theﬂ,
was working like a mole in spring under the smooth beds a_:f the ”gardcn R
though “what was. alive in this modernism was kicking hard with life” (1950:
2l Igflzmg with life the “idea” may have beep, but, after its brief Oxford
fling, the “word” seems to have been dropped into the Cherwell (that’s the
rive?, not the student newspaper), and to have sunk witho]n trace. Eor t_he
next decade, the term is applied hardly at all to those poetic revolutionaries
identified in A Survey of Modernist Poetry. . _

There are one or two exceptions. R. D. Charques’s extremely interesting
study Contemporary Literature and Social Revolution (1933) uses the word
to link Eliot and the new generation of socialist poets. And Percy Wyndham
Lewis uses both “modernist” and “modemism” in Men Withowut Art (1934), a
concerted assault on the “critical standpoint we associate today with the name
of Mr. T. §. Eliot and his school”. Significantly, though, his key chapter on
“T. 8. Eliot (Pseudoist)” moves beyond the men of 1914 to praise the
modernity of Auden’s The Orators, for finally having “really given the coup
de grice to Mr. Eliot’s spell” over the younger generation: “at last the spell
has been broken. And Mr. Auden has done it”. The concept is clearly in ﬂux
in Wyndham Lewis’s text, where scare quotes reflect its recent borrowing
from other artistic discourses. He defines Hemingway’s reportorial style, for
example, as “an art [...] like the cinema, or like those “modernist”™ still-‘life
pictures in which, in place of painting a match box upon the canvas, a piece
of actual match box is stuck on [...] a poster-art [...] a cinema in words”
(Lewis 1934: 200, 266, 251, 236-237).1 ' _

The word probably ran a long underground cowse in more informal
contexts, but usually with a fine-arts rather than literary significance. Thus
Dylan Thomas in a letter of November 1933 says of a thick black squiggle at
the end of his letter: “This is not a modernist design but an afterthought on a
particular glowing sentence”. However, in a joky poem included in a letter
about the same time, he refers to Eliot and Pound and, infer alios, Joyce,
Cummings and “young Auden’s chatter”, all of which are above the “middle
brow” on “modernist Parnassian heights” (Fitzgibbon 1966: 55, 69-70).12

Nevertheless, it is only at the end of the 1930s that Graves is dug up and
Riding rides again in a more public critical use of the term “modernism”. In
1935 Louis MacNeice had contributed an essay on “Poetry To-day” to
Geoffrey Grigson's collection The Arts' To-day in which the word is
conspicuous by its absence. MacNeice refers instead to such well-established
“isms” as imagism, futurism, surrealism and post-impressionism, and merely
observes that “in 1922 appeared the classic English test-pieces of modem
prose and verse —Ulysses by James Joyce and The Waste Land by T. S.
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Eliot”. He speaks of Graves and Riding as “very conscious modems and
purists” without using their own 1927 term for such self-conscious
modernity. If Eliot provides “a bridge between the dominant poetry of the
early nineteen-twenties and the dominant poetry of the early nineteen-
thirties”, it is primarily in his admiration for Dryden. “Eliot’s influence has
been towards classicism™ and under it “Auden, who to start with was very
difficult [the Riding influence], is grinding his verse into simplicity”
(Grigson 1935: 32-62 passim).

MacNeice’s stady Modern Poetry in 1938, however, uses the Graves/
Riding term to make a key distinction. Much of the book, like its title, still
speaks of “modern poetry”. But it reserves the Graves/ Riding epithet for
discussions which focus on the disjunctive lineage running from Eliot,
through the 1920s, to MacNeice’s own generation and the one that follows it.
It is as a historical and changing dynamic that “modernism” per .se is here
constituted: “Modermist poetry, as introduced to England by Eliot, inherited
its use of imagery both from recent French poets and, among English poets,
from the late Elizabethans and the Metaphysicals”. “The younger poets whom
1 admire, Auden and Spender”, he says, now “write differently” from Eliot and
Pound but also from their own successors Empson and Dylan Thomas. At
Oxford, MacNeice had noted earlier, “1 also read Wyndham Lewis’s attacks on
the leading modernist writers, subsequently published in Time and Western
Man”, Tt is not Eliot and Co, that is, but the generation affected by “the
methods of The Waste Land”, and, in pasticular its most distinctive poet,
Auden, who spring to MacNeice’s mind when he discusses modernism (1938:
103, 105, 169). .

Like Wyndham Lewis, MacNeice in 1938 still gave the word 2 painterly
inflection, recalling schooldays when, “misled by a theory about progress, I
assumed that the modernist painters were in every sense an advance on their
predecessors™ (1938: 51). By the time, however, that he came to write The
Poetry of W. B. Yeats, completed in September 1940, published in 1941, the
formula “modernist art” had become a general designation for all avant-garde
art forms. MacNeice nevertheless still reserves it, not for Eliot and Co, but
for his own coevals. Discussing the impact on him of the German invasion
of Poland (the subject, of course of one of Auden’s first American poems),
which had rendered most artistic concerns “unreal”, “belongfing] in a sense to
a past order of things”, he comments:

The unreality which now overtook them was also overtaking in my
mind modemn London, modernist art, and left-wing politics. If the
war made ponsense of Yeats’s poetry and of all worksthat are called
“escapist”, it also made nonsense ofthe poetry that professes to be
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“realist”. My friends had been writing for years about guns and
frontiers and factories, about the “facts” of psychology, politics,
science, economics, but the fact of war made their writing seem as

poetry of Xanadu nor the poetry of pylons, (1941: 2)

Remarking, later, how Yeats’s later work “made such an impression on the
younger English poets of the time, who had been brought up on The Waste
Land”, MacNeice admits to “a certain snobbery in our new admiration, a
snobbery paralleled in Yeats’s own remark: “T too have tried to be modern™.
“The word “modermn™’, he continues, “is always relative. What did Yeats’s
modemity —a quality which in his youth he had violently repudiated—
consist in?” (1941: 178-179). However, having already discerned aspects of
the later, modernising Yeats “paralleled in W. H. Auden™ (1941: 163), he has
no difficulty in repeating the claim here. Indeed, his penultimate chapter,
“Some Comparisons”, even attempts what he admits at once to be a
“fallacious” distinction between a school of Eliot and a schoo! of Yeats,
among whom he numbers specifically Auden and Spender: “In England about
1930 a school of poets appeared who mark more or less of a reaction against
the influence of Eliot. Curiously, in spite of their violently “modern”
conter;ti)thcy were not 50 much in reaction against Yeats” (MaclNeice 1941:
223-234).

Another, complicating dispute over the birthright of “modernism™ is
going on here, between Anglo-Irish and Anglo-American, with the English
Anden, it would seern, the young pretender. Just, however, as MacNeice was
formulating this last best claim for cisatlantic paternity, Auden himself
resolved the conflict by departing for the United States, taking modernism’s
family silver with him. The “Oxford Poets™, the contributors and editors of
Oxford Poetry in 1926 and 1927, may have picked up the mantle trailed for
then} by Graves and Riding. But they now write themselves backwards, in
elegiac mode, as the heirs of a movement which gets christened only, it
would appear, on its gravestone. :

It is, then, the very last years of the 1930s which witness the emereence
of a concept of a “modernist” as opposed to a merely “modem” poe?ry, a
concept associated primarily with the Auden generation, but always, it would
seem, in terms of the retrospective configuration that generation makes with
the fpundmg fathers Eliot, Yeats and Pound. Geoffrey Grigson's 1939 Preface
to his New Verse anthology is tantalisingly ambivalent in its use of the
concept. Claiming that, in editing the journal New Verse “my virtue, or at
least my lntengion, has been to reject mannerism, esotericism, eclecticism,
ard frand”, Grigson adds a footnote which leaves unresolved whether the
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contrast is between Auden’s generation and a generally bogus modemism, or
between an authentic British variant and a bogus American one:

I don’t say there is no manmerism, eclecticism, etc. in any of these

poems. Something genuine embedded in a stew of literature (e.g.
Prokosch) is better than the pure bogus modernism, e.g.of $0-much
American poetry. (1939: 23)

A year later, the newly revised edition of a literary history which had wielded
considerable influence throughout the preceding decade uses the word
unequivocally to define a specific literary lineage with a restricted
membership, which a talent such as Auden’s is able to twrn to full and
froitful account. A. C. Ward’s Twentieth-Century Literature first appeared
in 1928 and went through six editions before being revised and enlarged in
September 1940. It saw another three editions by 1946, The moment of
Tevision, coincident with MacNeice’s study, marks a watershed in the
evolution and understanding of modernism. The last two sections of Ward’s
chapter on recent poetry, “Innovators and Others” and “The New
Metaphysicals”, address contemporary writers, but while they speak of Eliot’s
“use in poetry of modern imagery and modern idiom” and of “re-establishing
the “conceits” of the metaphysicals in modem dress”, it is to “the young
poets of the new generation”, whose “cant phrase” is “Poetry for the
Workers”, that the accolade of true modemity falls, and it is of them that the
word “modernisi” is used. Once again, however, it is deploved only in the
context of discussing the configuration this new generation makes with that
of its immediate predecessors. I, “as more than one critic has noticed, their
voices lack individuality”, Ward observes, “differences of quality can
nevertheless be detected and, more especially, differences in the degree of ease
with which they accommodate themselves to the modernist manner”. A
footnote added to the revised 1940 edition refers to Grigson’s Introduction to
the New Verse anthology, and Ward’s conclusion draws conspicucusly on
Grigson's usage:

Of the leading poets in this group, W. H. Auden alone appears to
have found a natural personal language in the modern idiom and to
be capable of accepting its restrictive conventions without
sacrifice of poetic stature. While MacNeice is a good poet when he
escapes from the limitations of modemism, Auden is as often a
good poet while within its confines. (Ward 1940: 198-201)
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«podemism”, it seems, consummates a paradigmatic marriage of true minds:

. Amcncan eclecticism (for which, read ommivorous tasteless cultural

jmperialism}. and Oxford cleverness; and it is chaperoned to its bridal bed by
that matchless mid-Adantic couple, joining Oxford and New York through
the mediation of the Nashville publicity machine, Graves and Riding.

4, CHANGING PLACES, OR: MODERNISM'S COMING
HOME

There is one last mid-Atlantic irony in all this. In 1939 Auden departed to
live in the United States. In 1946, he assumed American citizenship. This
was generally seen in Britain as the spiritual kiss of death of his poetry, and
critics such as John Wain and Philip Larkin were keen to distinguish the
early English Auden from the etiolated, flaccid conservative who had sold out
his birthright, and his idiom, to America (the same anxiety revealed in
Wain's review of Steps). Ironically, though, it is an American admirer and
acolyte of both Auden and Graves who pronounced the funeral rites both of
Auden and of the modernist impulse. He is also, on my incomplete assay, the
first transatlantic critic to reintroduce Allen Tate’s word “modemist” to
describe this tradition, and he introduces it precisely to announce an obituary.

Randall Jarrell, reviewing Auden’s first volume written in the United
States, The Double Man, in The Nation in 1941, confers the newfound title
on Auden at the very moment that he ceases to warrant it, a lost leader who
has forfeited his right to the authority of modernism. As Jarrell sees it, the
transit from “modemn” to “modemnist” has taken a decade, and in using the
term he writes both the birth certificate and the obituary notice of a
movement to which, previously, no name had stuck. In 1931, he says, when
Auden first burst onto the scene, “the decline and fall of modernist poetry [...]
were nearer than anyone could have believed™:

The poetry which came to seem during the twenties the norm of all
poetic performance —experimental, Iyric, obscure, violent,
irregular, determinedly antagonistic to didacticism, general
statement, science, the public— has lost for the young its ouce
obsessive attraction; has evolved, in Auden’s latest poem, into
something that is almost its opposite [...]. How fast the world
changes! And poetry with it! (Jarrell 1941: 440-441)

Modernism is dead, long live postmodernism.
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There are one or two last twists to the story. When Stephen Spender
wrote in The Struggle of the Modern that “the confrontation of the past with
present seems to me [...] the fundamental aim of modernism. The reason why
it became so important was that, in the early stages of the movement, the
moderns wished to express the whole experience of modern life” (1963: 80y,
he also identified, unconsciously, the key element in the transition of
“modern” into “modernist”, Modernism emerged as, centrally, a genealogical
concept, and it emerged out of a mg-of-war, on the site of the modern,
between the past and the present, conducted by a generation that sought, in
Oedipal terms, both to perpetuate and to dispossess its adoptive founding
fathers. But, as Spender makes clear in Love-Hare Relations: A Study of
Anglo-American Senstbilities, published in 1974 but drawing on his Clark
Lectures in 1966, a decade after Graves’s own, it was also a negotiation
between English and American cultures in which the rising son, in. true
Gravesian fashion, slays the waning father, to bed the man-eating-goddess of
poetry.

In the 1930s, T. S. Eliot in his plays and such works as The Rock, can
be seen pastiching the work of his young admirer Auden. But what of Graves,
that indefatigable opponent of all that Auden stood for? Anden’s literary debt
to Graves and Riding is a matter of public record, on both sides of the
transaction, from Auden’s own admissions of influence to Graves’s story of
his ultimatum to Auden, chivalrously standing up for Laura Riding as the
injured party in a poetic theft. Auden always admired Graves. Less remarked
on is Graves’s grudging acknowledgement of Auden both at the latter’s
birthday party in New York in 195 8, and when he came to succeed him, with
Auden’s keen backing, as Professor of Poetry at Oxford in 1961. I think,
however, there are many instances of Graves surreptitiously engaging in tit-
for-tat larceny —not so much taking in the other poet’s laundry as stealing it
from the tumble-drier in the mid-Atlantic laundromat, or snatching it off the
poetic line. I can only, here, produce a faw examples, but they are telling
ones, addressing as they do that very ratio of exile, expatriation and desire to
belong that links both poets in the lineage of modernism.

Poems such as “Nocturne I”, in The Shield of Achilles in 19535, reveal an
Auden whimsically taking up and replying to, with parodic guile, Graves’s
cult of the White Goddess,. summed up in Sreps in Graves's Housmanish
faith in the “poem which is moon-magical enough to walk off the page [...)
and to keep on walking, and to get under people’s skins and into their eyes
and throats and heart and marrows”. What strikes one most about “Nocturne
I”, though, is not the dialogue between Muse worshipper and sceptical
modernist, who translates a Gravesian “Mother," Virgin, Muse” into “that
bunch of barren craters”, but Auden’s description of the moon as “one who
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here she belongs”. Auden refuses Graves’s self-agg@ﬁsing conceit
loc?ol‘:uvcsi:é the Muse’s darling. He is only —in a jovial Kafkaesque
etamorphosis— “a small functionary” of poetry. But .the. tone and
%cabulary with which the poem closes is close enough to Gra\_fes s hard-
poiled cynicism in a poem such as “The Blue-Fly” to make one think twice.
The moon, unlike Auden and Graves, is one who knows wl}ere she belongs.
Craves and Auden, different kinds of expatriate, sha;c th_at
characteristically modernist deracinati‘on Gr_a?es sunurf?rised S0 adlplrably in
#The Cloak”. This poem’s aristocratic fugitive goes In!:o exile with only a
few shirts”, only to be returned again and again to Sandmch, Deal or Rye by
conteary winds, in the end getting no further than leeppe —ra?her like Graves
himseif, who had to follow up his valcdlctpry autol?log:raphy in 1929, Gooz?—
bye To All That, with the rueful admission of hls’ 1930 play; But Ir Still
Goes On. “This nobleman is at home anywhere,/ His castlp l?cmg, the }ralct
says, his title”, the poem observes. But the obverse of this is that he is at
home nowhere in particular, a condition which Auden explored in Englangl in
the 1930s and then, from the 1940s onwards, throughout his Amcncan
residence. Indeed, ironically, almost as soon as he had become a U$ citizen,
he came back to Europe, to live & la Graves and Riding on a Medlterranean
island —armidst a large mllr?bgr of Americans— and then in Austria for thp
uarter-century of his life. '
st %‘o exaﬁnmden’s poem “A Permanent Way”, kqow:ing his tal§{1ts for
plagiarism and pastiche, is to presume that it is 0bv101:151y a rewriting of
Graves’s “Here live your life out!” The theme is roughly similar: bpth poems
concern what looks like an ideal place to settle down, observed in passing
from a non-stopping train. So too are the strategies adopted by each speaker
in dealing with the imaginary tension between settling down_ and moving on,
resolved by the good excuse for comfortably mixed emotions that a non-
stopping train affords. In fact, Graves’s poem cannot have_mﬂuenced _Audc}-l,
since Auden’s was written in 1954 and collected in The Shield of Ac{ulles: in
1955, and Graves’s appeared in More Poems 1961, with the information, in a
prefatory note, that the volume was the supplement to Collgcred Poems
1959, and contained only four poems, none of them *“Here live your life
out!”, which were revisions of earlier work. Clearly, there was a lot more
surreptitions reading by Graves of his arch-enemy’s poetry tl:mn he ever let
on, particularly, perhaps, at the moment he was to succeed him as Professor
of Poetry in that cradle of modernism where they had first crossed swords, and
pens, over the honour of Laura Riding so many years before. _ ’
What links the two poets, in this convergence of themes? Their poems

separate endings suggest what this is, each of them‘ in d1-ﬁ'er§nt ways
confirming the client relationship both these quintessentially English poets
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have, as Wain suggests in his 1959 review, to Arnerican modernisrn. What
does Auden say but take the money and not so much run as lie back and think

of England, with “at least a ten-dollar cheque” in your pocket (about what a.

poet might have been paid for a poem in a journal in those days, I suspect):

And what could be greater fun,
Once one has chosen and paid,
Than the inexpensive delight
Of a choice one might have made...
a,
Possibly a dig at Graves’s American friend Robert Frost as well, here,

Graves is ostensibly more intransigent. But he too eschews the heroism
of the “simple-hearted”, lacking the resolution, or perbaps the sincerity, to
pull the train’s emergency chain. It is, supposedly, the scene which
withdraws from the would-be faithful traveller, and not vice versa. He could,
however, return in a private car, and “sue for possession”. Like Auden,
though, he knows this would be pure romantic “folly”. And why? Because
the birthright has already been sold. The cultwre is in the hands of the
colonials, those usurpers whose money and influence have bought up all our
native estates, and who now own the langnage:

Too far, too late:
Already bolder tenants were at the gate.

And, one might add, in the yard, baying at the moon that was soon to wear a
rakish American flag. The package deal, that is, has given way to the package
tour. But the real (which is to say the imaginary) home of modernism is on
that train, always in transit. For it is only in perpetual motion that
modernism finds its truly “permanent way”. #¢ '

NOTES

' Commercial television had been introduced in the UK in 1955, to much
brouhaha from intellectuals on the Left and iraditionalists on the Right that it
would lezd straight to the brash Americanisation of British culture.

*I have discussed this particular genealogy more fully in Smith (1994: 1-14).

iy
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3 On this, see Coyle 1996. Levin may have picked up the term from Wyndham
Lewis. In Rude Assignment (1950), Lewis inveighs against Levin’s James Jovce
(1944), for misrepresenting —and possibly plagiarising— him on Joyce in Time
and Wesiérni Mar (1927)” Lewis does not;” Hiowever, use the word “modemism” in
that book, though he does use it in Men Without Art (1934). See also nn. 11 below.

¢ A year earlier, Philip Larkin, in his 1960 article “The Blending of
Betjeman” in the Spectator, had observed that “it was Eliot who gave the
modernist poetic movement its charter in the sentence, “Poets n our civilization
[...] must be difficult”™ (rpt. Larkin 1983: 129). Early instances of the word tend
to uge it as a blanket term for all the arts, but predominantly the plastic ones, only
belatedly including poetry. Reme Wellek, for example in Twentieth Century
English in 1946, speaks of an analogy between “the fine arts themselves and the
art of literature”, both of which, he says, “reacted against realism and naturalism
in the direction of symbolism and other “modernism™ (W. S. Knickerbocker (ed.)
1946: 69, in A Supplement to the OED, vol. III: 581). The use of scare quotes, as
with Spender, indicates that this is still an uncommon usage, alluding to a vaguely
generalised concept rather than a particular movement, and frequently implies
disapproval. Compare, for example, Christmas Humphreys, “Poetry, Ancient
Versus Modem —Or is it?” in The Poetry Review in 1943: “T may be sentimentally
senile, but are not -most of the “moderns™ painfully intellectual? [...] Are there
none living who could revive that beauty [of Christina Rossetti’s “Remember
me”], or is love, in the modernist mind, a matter of sex and convenience?”
(Humphreys 1943: 22).

* Murry, “Art and Philosophy”, in Rhythm, 1, I (Summer 1911: 12):

The artist attains to the pure form, refining and intensifying his
* vision till all that is unessential dissolves away memories and that
false knowledge which would bind him down to a mere existence,
untrue because it is unlived. He mmst retum to the moment of pure
perception to see the essential forms, the essential harmonies of
line and colour, the essential music of the world. Modernism is not
the capricious outburst of intellectual dipsomania. It penetrates
beneath the owtward swface of the world, and disengages the
rhythms that lie at the heart of things, rhythms strange to the eye,
unaccustomed to the ear, primitive harmonies of the world that is
and lives”. (rpt. in Pondrom 1974) T

Murry's phrasing here echoes fin de si¢cle Symbolism, as presented by Yeats, for
example, as well as the Bergsonian/ Sorelian vitalism fashionable in the 1900s.
(Murry was a friend of D. H. Lawrence). This occurrence of “Modernism” seems
like a one-off usage referring largely to the plastic arts and music, when
Stravinsky's Rite of Spring and the post-impressionist Exhibition were making
their first impact on London.
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°On this early history of the word “modemism”, see the important study by
Langdon Hammer (1993), to which I am generally indebted.

7 The somewhat jejune commendation indicates some of the characterisies
associated with her modemity:

With a diverse play of imagination she combines in her poetry ,
sound intellectuality and a keen frony which give her work a
substance not often found in current American poetry. Her poetry i
philosophical in trend, yet not divorced from life, but generally
tense with emotion and concermed with profound - isspes.
Furthermore, she has developed her own idiom of eXxpression —an
idiom which manifests itself in a variety of forms, conventional or
unconventional, and which gives her poetry the stamp of ap
original persomality.

¥ This is discounted by her biog_rz_lpher, Deborah Baker (1993: 75-77).

W, H. Auden’s Poems (1928) was privately printed in a numbered arid limiteq
edition by Stephen Spender. For Auden’s contributionto Oxford Poetry (publisheq

annually by Basil Blackwell, Oxford) and other Oxford journals, see Carpenter
1981: 59-60.

* Driberg’s protestations of innocence about what he calls “this confusing,
and surely confused letter”, affirming his “general, uncomplicated liking” for
Riding, are somewhat disingenuous, given his notoricus misogyny and his
(tongue-in-cheek?) surprise, here, at Graves’s “disrespectful reference to
heterosexuality”, which he retrospectively and ever-hopefully attributes, along
with *the violence of Graves’s reaction to my olive branch”, to the repression of
“an unconscious homosexual impulse” on Graves’s part. '

" For Wyndham Lewis, the word, as one might expect of one adept as artist as
well as writer, usually has a plastic arts origin. For example, Rude Assignment: An
Intellectual Autobiography, a retrospective written in 1947, speaks of
contemporary ““modernist” circles in the art world”, and observes:

Now how much “modernist” art —in this term we can include the
French Impressionist school— has battened upon what is silly and
ugly, upon the commonplaces and vulgarities of modern everyday
existence, is forgotten or not realised. And Picasso, who started as
an impressionist [...] made a fetish almost of a box of matches, a
bottle of beer, an ugly vase or kitchen chair”. (1984: 170}

and techniCial'lS,
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i fer to a state of mind,
word in the more genera!_ sense,‘ to re 0 te
1515';3; g:?der (1931: 37-41), speaking of “the g;mat a‘lzyan m}renior;
who have been responsible for all the desl:rucuvew rnodermsrn o
Weatern World™ = = -~ - -

But he also

i V Neub the eccentric
is li ot the term from Victor Neuberg, the ec
’ Thoma.:lilgtllit;;lg tggdhaa;gp%ed him as a protégé, and published hls_ first
lierery J'ourllle wrote In September 1933, of Thomas’s poem "‘That s_amt),!’ be
poens. Me wrfs “perhaps the best modernist poem that as yet I've received” for
kept”, (ha! Itf_-r The Sunday Referee. (See Fertis, 1978: 88.) The cunous‘shadow
his nevople *;,rm leads in this decade is evidenced by another insta:nce which als;o
"Xj?tence ;l:e leow resurfacing as the decade progresses. Mau_nce Wollman's
indmms}’l ; 7922-1934: An Anthology (1935), has a substantial set of noFes
M o,de ™ aiew lain its pedagogic function as a school anthology._ It contains
which & e;stp of the leading modernists from Eliot onwgrds, and dlscusses‘thmr
oems By [:lto cther approvingly, in an Introduction which resirves tl-{e ?,puhfet,
work, “ft forg‘Ml‘. Richard Church, half modemist and half “Georgian”, with
B i&‘ﬁnities with John Donne” and for “Mr. Austin Clarke, Irish modernist
f:equgn_t » (1935: x). Interestingly, for once, the scare quotes are here ;cserved
teCthI“anodernist"’ but for “Georgian”, as if this were the more Probl?‘m_atlc tern:.
o e hmma well show that “modernist”, like the recently coined “highbrow”,
Rescai;csed gore frequently during this period, with varying sha.clesf ;l)f
:;riisapprobation. by commentaters on the margins rather than at kime.-:,ent;zno 0tf ;
literary profession, like the provincial ex-sch_oolboy ]leal_lﬂT oma.s,as mofe
Swansea English teacher, and Wollman, "descnbed on his title page
English Master at Barking Abbey School™.

3 In the 1930s, Auden wrote begrudgingly in The Orators of l?obert and ?mu*;
“spooning in Spain”, Again, getting their gquraph).' wrong, 1n LeII;J;‘:Su r:n ;
Iceland (1937) he and MacNeice bequeathed in their moclf ‘ Laslg 1wr o
Testament”, “the Isle of Wight/ To Robgft”&ggz ak[;:tdotasm?v ﬁdlgi% :h-.:ja;u P
Italian island is no good place to write”. : ! part (s Tty

in Auden’s own post-war choice:of an Italian island for h
E;ﬁifsap?e}t(mﬂagf Sull)anish island, hg?vever, was out_of th_e questgn_lb%cause of
Auden’s active and propaganda support for the Republic during the Civil War.
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MODERNISM IN TRANSITION: THE
EXPATRIATE. AMERICAN MAGAZINE IN
FUROPE _DETWEEN THE WORLD WARS

@%@”

CRAIG MONK
THE UNIVERSITY OF LETHBRIDGE, ALBERTA

The importance of the little magazine in the history of modem American art
has long been acknowledged. In their landmark 1946 study of the subject,
Frederick Hoffman, Charles Allen, and Carolyn Ulrich maintained that little
magazines “introduced and sponsored every noteworthy literary movement or
school” that appeared in the United States from the years immediately prior
to the first world war (Hoffman, Allen, and Ulrich 1946: 1-2). They argued
convincingly that a developing modern American literature was both fostered
by and helped revitalize a tradition of literary periodical publication in the
United States that extended well back into the nineteenth century. Their claim
also emphasized the importance for American art of the watershed years
between 1900 and 1914. In this time, Americans abroad like T. S. Eliot,
Ezra Pound, and Gertrude Stein confronted the developments of a modern
European art; subsequent events in the United States like the Armory Show
of 1913 foreshadowed the arrival of Francis Picaba and Marcel Duchamp in
New York before the end of the decade. These happenings facilitated the
cultural encounters frequently desired by the editors of little magazines,
encounters that altered the course of American art forever.

The changes that ushered in a modern art in Europe had been discernable
for more than fifty years, as Buropean cities like Berlin, London, Paris,
Prague, Vienna, and Ziirich became important cultural centers for successive
generations of artists interested in producing work that responded effectively
to the modern world. European periodicals played a role in promoting
movements and spreading ideas across the continent, but little of this
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Frederick Hoffman, Charles Allen, and Carolyn Ulrich maintained that little
magazines “‘introduced and sponsored every noteworthy literary movement or
school” that appeared in the United States from the years immediately prior
to the first world war (Hoffman, Allen, and Ulrich 1946: 1-2). They argued
convincingly that a developing modern Amnerican literature was both fostered
by and helped revitalize a tradition of literary periodical publication in the
United States that extended well back into the nineteenth century. Their claim
also emphasized the mmportance for American art of the watershed years
between 1900 and 1914. In this time, Americans abroad like T. S. Eliot,
Ezra Pound, and Gertrude Stein confronted the developments of a modemrn
European art; subsequent events in the United States like the Armory Show
of 1913 foreshadowed the arrival of Francis Picaba and Marcel Duchamp in
New York before the end of the decade. These happenings facilitated the
cultural encounters frequently desired by the editors of little magazines,
encotmters that altered the course of American art forever.

The changes that ushered in a modern art in Europe had been discernable
for more than fifty years, as Buropean cities like Berlin, London, Paris,
Prague, Vienna, and Ziirich became important cultural centers for successive
generations of artists interested in producing work that responded effectively
to the modern world. European periodicals played a role in promoting
movements and spreading ideas across the continent, but little of this
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material found its way to the United States. The expatriation 1o Europe of
artists from America is as old as the republic itself, but in the crucial period
that followed the first world war an unprecedented number of’ Americang
looked with curiosity once more to Europe, following the most Tecent
example of Eliot, Pound, and Stein. What Hoffman, Allen, and Ulrich could
only suspect in the 1940s was that these Americans abroad found lityle
magazines the most effective forum for their work, potent weapons by which
to confront the conservatism of art in the United States with examples and
adaptations of innovations readily apparent in Europe. Pound served as a good
exemplar: he had already made use of small English and American literary
magazines himself, well before the arrival of the new wave of expatriateg
following the war. )

It was from among these later expatriates, however, that figures would
emerge who would go further by actually editing their own publications
abroad. Titles like Broom, Secession, and This Quarter spent much of the
19205 hoping to promote the work of expatriate Americans to an audience in
their native United States; these magazines would also import o their
homeland the sometimes daring and exotic art of young Europeans, a wealth
of material the potential impact of which had only been suggested by the
scaftered examples that appeared in magazines edited in America.- By the

that the enthusiasm that had marked these expatriate publishing ventures had
waned. He believed that while political concerns threatened to overtake
interest in aesthetic innovations throughout the western world, the battle for
truly modern forms in America had not yet been won. Even though American
writers in Europe seemed to be. on the verge of achieving a great fulfillment
of their own artistic aims, the threat was renewed that this achievement
might pass unnoticed in the United States. In response, Jolas established
transition in Paris, a magazine that sought to uncover the most innovative
work being undertaken by writers of all nations, a magazine that sought to
present an encyclopedic cross-section of that material to anyone who was stil]
largely indifferent to the innovations of modern art. For this reason, the story
of transition helps chart developments seen in American and European art at
what is now read as a critical moment of high modemism; as the largest and
most Important expatriate American magazine in this period, it underlines the
entrenchment of an artistic program in the United States that we now
recognize as modernism itself. That said, the achievement of any single
publication must be judged within the context of the larger movement that
fostered the artistic ambitions of Americans living abroad between the world

. Americans the foret
. the modern-
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ishi itable to
bold publishing ventures helpt?d mz_r.[?e hospita
wars. For all o¢ the:.: centcrg of modernism, the teeming cities that nurtured

irst world war, Ezra Pound wrote to Amy Lowell that

Tust befo“rgl;h :nlt;rz;nweoglice for any one to live if they’ve any pretense
London ‘?fa(sPaigc 1950: 33). Following the example of Hemy James_, wl}o
to London rather than Paris, Pound arrived in the Engll_sh capital in
setted mt while he had gone to Europe to search for the paradiso terresire,
9% Bualso held out hope for a great artistic awakening in America. He
the post an “American Risorgimento”, an uprising to “malfe the Italian
B e nce 160k like a tempest i a teapot”. American art had “the fo_rce ‘[...]
Ao ulse”, and a magazine in the United States could help provide ‘the
an(‘idt'hilsl.ggse th’e discrimination in applying the force”. Thus he_began his
o 11‘hpticm with Harriet Monroe’s Poetry, with a letter written in August
assozc l?—le concluded that her plan for a publication appeaxed “not only sound
191:1.1‘3 only possible method. There is no other magazine in .f.,menca which
o t an insult to the serious artist and to the dignity of h1§ art”, ‘
° 1-]ci’ublishe:d in Chicago, Poetry was a deathblow to the llt&f&t“y' pretensions
of genteel, commercial magazines in the United States. In his first lcttt:,r,
Pound acknowledged that Poetry should concentrgte on American poets,
among whom he still counted himself and his equm‘ate breﬂlr?p,;;ut hntso alﬂig
maintained that loyalty to these writers should never ‘n'Jeaxla blindness ¢
art”. For this reason, Pound suggested that the magazine must i(heep allllrzs
on Paris”, for example, and that if Monroe wanted ”poej:ry from [0 er sfo :
than America”, he might “be able to be of use”. In hle 1); as orel,ﬁ];
correspondent for Poetry, Pound arranged the appearance o crl.cansl. ‘
T.S. Eliot and Robert Frost; he sought from poets of_ all nahor:dltzﬁ:
“experiments that seem serious, and seriously and’:;anely chrected toi rd
broadening and development of the art of poetry”. But his over}:\lv cha ” i
desire to “support American p%ets —'prefcrably ]\;.Ec ﬁ;céur]lgogggs ?cr; Oconsicler

i ermination to produce master-wor :
?zﬂx?clllisngdl?its OWIt Iagazine I;n London. While he suggested to M_onr?e t]}fal hl;
was not “any of the artist’s business to see whether or no he mrcufates .
confessed that he too had been “nevertheless tempted, on the verge ct)ed startmi
a quarterly” (Paige 1950: 9-11). Pound’s uneasiness reﬂec SOItEe
acknowledgment of a traditional divide between fschtor and Rubhsh;rt,honr "
one hand, and artist on the other. One of the primary fung:nops o " ?? 1t; z
magazine had been to challenge this distmc.taon, and “fhﬂe it too . 01.1‘1:1‘:1_l
more than a decade to actually bring forth his own review, his work wi
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other magazines on behalf of young artists served to bring down barrierg to
modern literature in the publishing world.

Poetry was, in many ways, too conservative a venture to fulfil] all of
Pound’s needs. In the same manner that he collaborated with Monroe on per
publication, Pound became involved with magazines like the Dial and the
Little Review. He told Margaret Anderson that he wanted “an official organ”,
a medium for his “regular appearance” and the promotion of writers pe
admired (Paige 1950: 106-107}. ' Sometimes, as in the case of Alfred
Kreymborg’s Others, Pound would simply petition American magazines to
include his submissions. Critically, he grew to take a more active role with
such English magazines as the New Freewoman, soon published wig
Richard Aldington as the Egoist, where Pound was installed as literary editor;
most importantly, he collaborated on Blas: with Wyndham Lewis. He
mentioned founding his own magazine again in a letter to Marianne Moore in
December 1918. “T hope to start a quarterly here before long”, he wrote, and
“part of the funds are in hand™. Truthfully, financial conditions were not right
for any such new endeavor in England, and Pound admitted to Harriet Shaw
Weaver that “the cost of printing” was “soaring” in London, and even an
. established magazine like the Egoist was forced to “retrench at all points”
(Paige 1950: 144). In any case, Pound had by this time soured on London,
long ago concluding that “England is dead as mutton™ (Paige 1950: 243, so
he set off to Paris in the early 1920s. In the meantime, he was concemed
about the fate of the American writer, and he still envisioned a role for the
little magazine in fostering talent. He asked Harriet Monroe, “How can the
blooming provincial poet be expected to keep a pace unless we set it?” (Paige
1950: 33).

While he was no provincial poet, Harold Loeb bought a share in a New
York bookstore after the armistice, in part, so he could learn more about
contemporary writing and publishing. With the wealth of both the Loeb and
the Guggenheim families behind him, this prospective literary man decided
. that he might start his own magazine, *T wanted to write, had always wanted
to write”, he later admitted, “and a magazine would give me an incentive as
well as an outlet” (Loeb 1959: 3-4). Besides nine thousand dollars in seed
money, Loeb had an additional advantage: he shared a house with Alfred
Kreymborg, who had established himself as a discerning little magazine
editor during the previous decade with the American Quarterly, Glebe, and
Others. Loeb was ambitious enough for both men; there were many
magazines publishing in the United States, and there were even many that
“were devoting much space to experimental poetry, prose, and painting”, he

. K_reymborg as co-

MODERNISM IN TRANSITICN &0

but he wished to concentrate on younger, unheralde_ad ﬁgures: Wi_th
editor, Loeb devised a plan to publish his magazine in
“ag far as I knew, no one had ever published America’s young writers

admittEd;

.. Rome. i i

. e”, he later reflected, “where it was supposed in ceriain circles
. Of Ecurriggn literature had stopped with Edgar Allan Poe™ (Loeb 1955]: 6).
that nguld Broom, as the new magazine was christened, be a magazine for
n readers unacquainted with contemporary letters in the Unjted_ States?
Eur?seaobscrvations underlined his own uncertainty abou‘t the audience he
L(‘):ht engage, Like many Americans who went abroad during the 1920s, he
mlfﬁ an eZu?vocal view of his European hosts. Indeed, one of the reasons why
ne expatriate American magazines with commercial aspirations failed to
avetr;in themselves between the wars was simply because few ever Qevelqpqd
Suffsectively an audience among Eurcpean readers, in spite of tl'L_clr idealistic
?ntentions to serve the widest possible readera}hip. Kreymborg claimed that he
too saw Broom as “a splendid opportunity to introduce Ie.sser k.ngwn
Americans to European circles” (Kreyrnbo:c_g !925 : 362). But while Amegcan
writing would need an international stage if it was ever 1o scale the l}elghts
envisioned by Ezra Pound, most American gd:?ors, 1ncluc_lmg Pound himself,
proved themselves most concerned with_ shipping magazines b_ack horne: As
Loeb viewed it, Broom could develop in one of two ways: l.t could either
appear “in small editions of a few hundred, just enough copies-to fill the
subscriptions wheedled from friends and would-be contnb:.}tors, plus enough
extra copies to supply the few avant-garde bookshops”, or it cou’l’d be
produced for “a broader audience, in editions of several thousand”. He
perceptively noted that the first option cgn.;ld never geénerate revemnue; the
magazine would appear only until the imt:lal. money ran out. The second
option required greater short-term risk, L-!ut it promised a chance of the
profitability that might sustain Broom mdegimtely (Locl:h‘1959:te;3-léllg.
nfortunately, Loeb chose the second option. Operating on this greater scale,
Ee magazineylost a thousand doellars a month from the time it ﬁmt appeared
in November 1921; by the next spring, Loeb had dlscha{ged ‘h1s co-editor,
banking the salaries he had used to entice Kreymborg and his w1fc to Europe,
In truth, the partnership between the two men was never satIsfac‘t‘ory, for
Loeb suspected that Kreymborg saw him as little more than a “wealthy
backer” who was a “dullard” in literary matters (Loeb 1955_1: 94).

Rome cannot be judged a cultural center for modernism, bpt Loeb was
determined to use his location in Europe to his advantage“ He bell_e\fed that he
“could recognize America’s significant aspects more easily by living ahmacl
for a while and observing them from a distance” (Loeb 1959: 8). In their first
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number, Loeb and Kreymborg proclaimed the magazine “a sort of clearip

house where the artists of the present time will be brought into closer
contact”. They promised that the “path-breaking artist will have, when his
material merits it, at least an equal chance with the artist of acknowledged
reputation” (“Manifesto I* 1921: n.p.). The writing of such manifestos waould
define the little magazines of this period, and as much as possible Broom
atempted to live up to these professed aims. But in spite of contributiong
from Conrad Aiken, John Gould Fletcher, Amy Lowell, Marianne Moore,
Gertrude Stein, Wallace Stevens, and Louis Untermeyer, its earliest nurbers
are now judged as rather conservative, Loeb was a hesitant editor; he wag
slow to put his mark upon the magazine through the writing of editorials,
and Broom lacked identity and direction. Short on bombast, he hoped the
“glamour” of the carefully printed and sometimes elaborate publication would
be enough to engage readers until his “ideas crystallized” (Loeb 1959: 77),

In the meantime, this “international magazine of the arts published by
Americans in Italy”, as it was billed, captured the attention of the expatriates
who were assembling in Paris, American writers like Matthew Josephson.
Like many other literary hopefuls in the United States, Josephson found
himself at the end of the war working in the newspaper trade. His friend
Malcolm Cowley later observed that in those days “young writers couldn’t
buy luxuries even on the installment Plan. They didn’t want to advertise or
sell them or write stories in which salesmen were the romantic heroes”.
These were the writers, then, who looked abroad immediately after the war.
“Feeling like aliens in the commercial world”. Cowley concluded, “they
sailed for Europe as soon as they had enough money to pay for their steamer
tickets” (Cowley 1961: 6). Tn this fashion, Josephson found his Wway to Paris
in 1921, and he fell in immediately with a circle of Americans publishing the
magazine Gargoyle. Edited by Arthur Moss, one of the earliest expatriates to
arrive from Greenwich Village after the armistice, this short-lived venture
was- the first magazine brought out by an American abroad, and it is
noteworthy because it followed faithfully international developments in art
seen in the French capital. Without the sort of financial backing enjoyed by
Harold Loeb, Gargoyle breathed for litle more than a year, and by the time
Josephson found himself in its orbit it was already struggling to generate
enough revenue to continue. In a November 1921 letter to his friend Kenneth
Burke, Josephson mentioned that a fellow expatriate named Gorham Munson
had become associate editor of the magazine, and the two men hoped to make
it less “Villagy”, so that Gargoyle might “try to get circulation purely on
artistic merits”. He also complained casually that the first number of Broom
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i “rather indecisive”, a sentiment not inconsistent with
to rea?h Pa;lsaiggsa;legnt,r and that the whole Italian operation seemed “like
Loeb ¢ (;;fcoffee after the advance notices” (Matthew Josephson ‘Pa[_)ers 2:
ey r the next few weeks, Josephson and Munson discussed ghe 1d§a pf
30 'vaheir own review, perhaps a publication to rival Broom. With this in
St?rt;nidunson struck out for Vienna with five hundrcq dollars. The culture of
tml;;n A’ustrjan capital had been reshaped over the previous forty years by ::1
interesting interplay of artistic impulses both conservative and experimental.

But while the city itself would have been of interest to a young expatriate .

i so discovered that a twenty-four page magazine could be
Aﬁgﬁér?grlsﬁ; t:)lﬂve hundred readers for little more than twenty dollars
(Munson 1985: 163). Hence, Secession was bom: _ . '

In its first numbers, the new magazine took direct aim at its compet:lt_orls.
The Dial required “its pretenses abandoned” (Ml.ll'{SOn 192221: .24); the Little
Review was “like a mudderless ship blown about in all dma::itlons by breizes
from the left of Paris or London or Chicago”; Broom was ’a cacophony”, a
magazine with “the principle of the gen?ral merchandise ‘sr;?re. Have
cve?ything in stock, what one customer doesn‘t want, another will (Ml;rclé.on
1922b: 30). Secession had bombast; what it did not have was an‘ ‘tor
committed to the expatriate life. Munson announced from the l;oegmmng%
“The Director pledges his energies for at least twg years to the contmuanc;? o
Secession”. A little magazine established for a brief run can be, very effective,
as Munson acknowledged when he claimed th_at “b?yond a two”year span,
observation shows, the vitality of most reviews is lowered...” (Munson
1922¢: n.p.}. But while he would not abandon the magazine, he longed to go

home after only a year abroad, and he realized that to continue Secession in |

i would be impossible with the money he had. As fa_result,
ﬂicg;\lfli.tszg S;a;flsan ?)y which PI(:Jsephson would assume responsibility foi
editorial matters and printing in Evrope; ]:;ef a1]1£d Kenneth Burke would contro

itori nd distribution in New York.
edlt%l;la?llsa%;rfhi subsequent disagreement between Munson an;l Josephson
are steeped in expatriate lore, and separate accounts can be found in IUMerous
memoirs of the day. Traditionally, little magazine editors have had difficulty
sharing control of their publications, especially \yhcn great dl.stances
complicate attempts at communication. With Secession, .thc material that
was subsequently included in the magazine and that wl‘nlch was lef_t ’ou:
suggested to Munson that Josephson was circumventing their crngma;1
agreement. Munson later claimed that’ Josephson had to takef f:ill
responsibility for the contents of the third and fourth numbers of the
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publication; John Brooks Wheelwright assisted from Europe in the printing
of the fifth and sixth numbers, but he too did not undertake the task 10
Munson’s satisfaction. The magazine that featured the work of Hart Crane,
¢. €. cummings, Malcolm Cowley, and William Carlos Williams disbanded
soon after. Indeed, Cowley later used the Secession incident to repudiate the
existence of a “lost generation” of expatriate Americans between the wars,
“They were never united into a single group or school”, he concluded,
speaking of the Americans who went abroad. “Instead they included severa]
loosely defined and vaguely hostile groups”, and “all of them Giffered
constantly with all the others” (Cowley 1961: 6-7).

Josephson was unable to devote himself fully to Munson and Secession,
in part, because he had developed a real loyalty to Broom. Before he set up
his own magazine, Munson actually approached Loeb with an offer to replace
Kreymborg. However, it was Josephson who eventually became associate
editor after Loeb tired of Rome and relocated in Berlin, beginning with
Broom 3: 4 (November 1922). Of all the Americans in Europe at this time,
Josephson had one of the most pronounced interests in the work of
experimental European writers. In his first months in Paris, he wrote
Kenneth Burke, “Since I have assumed the living standards of a very poor
man, I have joined the camp of the Dadaists”, It would be wrong, of course,
to suggest that Josephson followed slavishly the Furopean paradigms being
worked out around him. Indeed, in the same letter he admitted of the dadaists
that “looking at a mass of their reviews gives you vertigo™. But he did find
them “young” and “stimulating”, and he held out hope “that some of them
will crawl out from under their rubbish and begin to work in earnest”
(Matthew JYosephson Papers 2: 30). He would eventually reject this art
outright, but in the early 1920s he suggested to the readership of Broom that
there was some benefit to be found among the most maverick artists with
whom he surrounded himself. It was not that any single movement could
provide an archetype for the American artist, but rather that through their
work “a strong impetus has been given to unlimited experiment with form,
to a greater daring and more penetrating humor” (Josephson 1922 269).
Josephson said later that he believed that “it might be fun if we Americans,
who were in Europe at the time, would start a literary movement of our own
for the younger generation” (Josephson 1962: 153). It was with this spirit
that Josephson threw himself into a more active role with Broom, for by
1923 Harold Loeb had tired of the magazine altogether, and he found that
even the backing of his generous relatives had its limits. Berlin, the center of
a burgeoning modernism in the late nineteenth century, was now truly
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overshadowed by Paris after the war, and Loeb moved to France to wiite a
novel. In time, Josephson took Broom back to New York for its final
numbers, brought forward. with-the assistance -of. Cowley -;and Slater Brown.
One of its last battles was over the objections raised to its content by the
United States post office. Determined that “by virtue of its extraordinary
career in the art capitals of Europe [...] Broom has acquired a particular bent
for rejecting that which is dull and worthless”, these final numbers appeared
more spirited than the magazine’s tentative beginnings (Bfaoni in America
1923: n.p.). ) ) )

Cowley wrote that at that time “the exiles of art came straggling hognc
by twos and threes, year after year” (Cowley 19_61: 17_1). Indeed, the_r;mcl—
1920s was, according to Josephson, the time during which many expatriates
retarmned to settle into more respectable employment. But the Europe. they left
behind did have Paris as its undeniable seat of modern creative ach1evemept.
After the war, Eugene Jolas travelled to Lorraine, but when ﬁna.nafﬂ
necessity drew him away from his family there, he did not return to his
newspaper work in New York; instead, he plied this trade in ‘the French
capital, What he found there struck him profoundly. ‘Paris today is doubtless
the cerebral crucible of the world”, Jolas wrote in the Paris Tribune.
“Nowhere does the visitor from America face such a plethora of ideas,
revolutionary concepts, boldly destructive philosophies, ferociously new
aesthetic principles...” {Ford 1972: 96). Jolas noticed with interest that
writers working in English had a number of little magazines at their disposal.
Most notably, Ford Madox Ford brought his British sensibilities to bear‘in
publishing the transatlantic review. Unfortunately, financial difficulties
made its influential run necessarily short. Equally promising at the time,
however, was the appearance of This Quarter, founded in the city by
expatriate American Ernest Walsh, .

Malcolm Cowley described a publication well-suited to its title:
“existing in the pure present” (Cowley 1961: 9). It is true that few magazines
found the rhythm of its time so well, and Walsh quickly earned the respect of
his peers. Like many of the magazines published abroad by Americans, This
Quarter was itinerant: the editor moved it from Paris to Milan to Monte
Carlo in short time. In the first number, Walsh proclaimed that his
publication “exists primarily to publish the artist’s work while it is still
fresh™ (Walsh 1925: 259). Indeed, Walsh and his collaborator Ethel Moorhead
sought new manuscripts aggressively; the first two numbers featured Djuna
Barnes, Kay Boyle, Morley Callaghan, H. D., Ernest Hemingway, James
Joyce, Robert McAlmon, Ezra Pound, and William Carlos Williams. Walsh,
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whose work had previously appeared in Poetry, was a good writer and critie,
and these numbers contained a great deal of his material. Sadly, neither Walgh
nor This Quarter would ever fulfil their promise. Rather prophetically, the
first poeni to appear in the magazine was Emmanuel Camevali’s “Sorrow’s
Headquarters”. 1t begins, “The hospital waits: I, today, You tomorrow”

. {Carnevali 1925: 3). Within a year, Walsh was dead from the residual effects

“ of a war injury; expatriate Americans did not expect the cold hand of the
conflict to reach so far into the ensuing decade. Walsh’s ambitious editoria|
program had little opportunity to take shape; Moorhead published a number
of his works posthumounsly in the subsequent number along with her
promise to continue. But it was not until 1929 that she handed over This
Quarter to Edward Titus, and the revived publication never regaied the
standing it achieved in its abbreviated run under Walsh.

The death of Ernest Walsh not only silenced a promising literary figure,
it also closed an important venue for expatriate American writers. Ezg
Pound, who had been living in Rapallo since 1924, decided that the tragedy
held for him a new challenge. In October and November 1926 he wrote to his
father that he was “having fool ideas of starting a magazine”. Remembering
specifically the disputes he had with Harriet Monroe over Poerry, he liked
the idea of having “absolOOT controll” of a magazine with “no more
combinations or compromises™ (Ezra Pound Papers 61: 2692). Moving
quickly, Pound launched his Exile in the spring of 1927. While this medium
offered him perhaps his greatest opportunity to speak directly to a waiting
readership, there were numerous distractions that prevented him from shaping
his distinct editorial platform. First of all, Pound encountered innumerable
difficulties in shipping the magazine from France, where he had arranged to

- have it printed, to the United States for its primary distribution. This delay
and the annoying pecuniary details of running a magazine tired him. Second,
he decided to concentrate more on the creative side of Exile, putting forth
some of his own Cantos as well as the work of Ralph Cheever Dunning,
John Rodker, W. B. Yeats, and Louis Zukofsky. Pound claimed to his father,
-“I seem to have a sort of head of steam up [...] for the editorial part of the
show {Ezra Pound Papers 61: 2692); but in the third number of the magazine
he admitted that there seemed to be little “room for our editorials. Any scrap
of creative work being in our ¢ye more than lengthy discussion of what
might be but is not™ (Pound 1928b: 102). .

Pound claimed consistently that selection was the most valid form of
criticism, and more perhaps than any other American little magazine editor he
left readers to assemble the critical acumen at work in the Exile through their
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e texts. For this reason, he would savage amageur
rs 51?121 t:nolfnﬁkLown Canadian versifier who complained to Pound’s
oelas” ta,ti-ve inNew.York that if he ever figured out wha}_ the ef}ltor. wanw_d,
represillld write exactly that. “I suppose, though”, he continued, “that he will
be ¥ wig of good, strong vinegar, suck a piece of lemon, and then retum
take ® # wi%h a few sarcastic remarks...” (Ezra Pound Papqrs 423 1790). What
o mséd'torial guidance and encouragement Pound did give his readfars was
e l“Quite simply: I want a new civilization. We have t]1¢ basis for a
o he wrote. “If you have a thousand archltccts_ (_)f great talent
o Poel:;yn ’hours a day, you cannot exhaust the new pr_.mssxblhtles of steel
worklnge If you have a hundred musicians of genius working half the E’lay and
Sﬁu;igt'you cannot exhaust the new impulse in music. Why worry? There
is plenty of work to be done” (Pound 1928a: 108). o
e After the complications that dogged the first number, delays aP c.>oal
him money, Pound entered into an alglreemcnt: with gleﬁegzglggfrm 1?33’5
ici i e magazine in Chicago. Covici _ :
C;;g:l“fgugl I;itr?/utthtg Exilg, and he hoped to use the liaison to gain the
l’lubli's.hing rights to the poet’s newer works. Unfortunately, the ver;?:se
4 ved so unprofitable that the magazine was dlsbanded after four num th’
5:1% Covici’s new partnership with Donald Friede in New York sculp;pergclh e(re'
appearance of planned future works. In a fit o:r: anger, Pound wrgte ecxls fath "
“Exile will appear when and where I see fit... Wh;n_ he hf;td o ect“ d; dga
material “thought to be unsaleable” by commercgl publishers %% e Eliltter
D e P s :c? tCilfbllj;;ﬂtg tﬁafhwg;eigf;gc?ﬁbgét h;ard of the
¢ ” d si off, bu :
Eﬂ?%ﬁsoalilogpmgglz 2696). This is not to say that Pound himself
lost interest in little magazines; indeed, he made plans to launch a new
reVIi%; at;ia?a;fetht?niz 5:?12t Pound was at work in l.iapallo,’ Eugene _Jolas
returned to France from a trip to the Unitel?i States with the mlgeal Iiha;: &’rfo;hce
itions were right, he might start his own magaz .
8?§;nally, he and his wife mtendeclto stay in America and tﬁceoggetri ﬂtIh:
Double Dealer, a little magazine published in N‘ew Orleans. k th,
that publication had been well-received as a magazine of the Axnﬁncag Snoclzl ;;
one of the sectional or so-called “regional” magazines that F;C;aelﬁm?n 2
twentieth-century realist fiction that Jolas had already rej

own asses

newspaper columns and which he countered in his own writings in favor of

imagination. Although the
roach that celebrated the power of the imagination. ’
lalrelt;%;eneous cultural makeup of Louisiana was well suited to Jolas’s
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of

temperament, the southern United States in the 1920s was hardly the bage
from which to champion experimental American and European literature.
Jolas believed that by editing a review in America, no matter how
international in scope, he would be limited by what he saw as the existing
partiality of his initial readership. One of the keys to transirion’s -remarkable

success was that it effectively courted an international readership, the'

unrealized goal of many American magazines published abroad. Jolas’s
publication combined the bombast of Secession with the editorial certainty of
This Quarter, and while it stumbled along in search of funds, it appeared on
roughly the same large scale as did Broom. Jolas found that Paris had grown
no less vital than it had been in the earlier part of the decade: he wrote that
the city remained “a hotbed of literary and artistic insurrections”. Examples of
modem European art were still in abundance, and in spite of the absence of
writers and critics like Cowley, Josephson, and Munson, the cafés were filled
with other expatriate Arnericans who gave truth to Jolas’s belief that writing
in English was readying itself for an unprecedented burst of innovation
Jolas’s own poetry had been published in This Quarter, and after the death of
Ernest Walsh, Jolas concluded that 2 new magazine had to step in and take
the initiative. In the United States, many of the best little magazines were
devoting themselves to political concerns. Pound’s risorgimento had not yet
occurred, and time seemed to be running short. In reflection, Jolas concluded,
“Tfelt there was a need for a review in English which would be a focal point
for creative experiments of the period” (Jolas 1931: 186).

The first number of transition was published in April 1927, and although
the magazine appeared irregularly for more than a decade, its first year of
monthly numbers was in some sense its most exciting. Jolas collaborated
with a co-editor, the well-known American newspaperman Elliot Paul. They
believed that art could play a unifying role in the world of discord. “Of all the
values conceived by the mind of man throughout the ages, the artistic have
proven the most enduring,” they maintained. The continuity of art “jeins
distant continents into a mysterious unit, long before the inhabitants are
aware of the universality of their impulses” (“Introduction” 1927: 135).
Initially, the magazine appeared in a small, compact form, and because of its
modest size, it was somewhat limited in the visual art it could reproduce and
the length of submissions it could accept. Still, these first twelve numbers
featured a very impressive collection of writers and other artists. American
contributions appeared from Djuna Barnes, Kay Boyle, Hart Crane, H. D.,
Emest Hemingway, Man Ray, Laura Riding, Gertrude Stein, and William
Carlos Williams. Important Europeans included Gottfried Benn, Léon-Paul
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Fargue, André Gide, Juan Gris, Pablo Pica§so, and James Joyce. Most
cﬁtg;al]y, perhaps, American readers once again found themselves privy to
the work-ef radical Buropean artists. Just.as Josephson abandoned. them, .quas
found material of interest from former and current members of the dadaists
(Hans Arp, Hugo Ball, Tristan Tzara, Kurt Schwitters) and surrealists {(André
Breton, Paul Eluard, Max Ernst, Robert Desnos). ‘ _

Beyond this first year of monthly appearances, the magazine contmuec} as
a quarterly until 1930, when financial problems_forced atwo year suspension.
Later numbers were marked by a greater enthumas:m on I olas’s part to d_cﬁne
his editorial platform and encourage experimfentatlon. This was aoc:amphshed
through a series of critical articles provided by Jolas and his c_l?scst
collaborators, as well as through the appearance of t“:::a‘ manifestos: ‘The
Revolution of the Word” in 1929 and “Poetry is V_ertlca} in 1?32. But while
these documents were discussed both by expatriates in Pans‘ and by _the
transition readership worldwide, the crash of the stock martket in the Umts.d
States was what truly jolted American magazine publishing abroad at this
time. From the early 1930s until the beginning of thp second world war,
transition had few direct competitors in Paris; indeed, it was a time during
which even American newspapers abroad were forced to 1:etrench. Some of the
new little magazines that appeared in the French cap1§al, along with the
remounted This Quarter, were noteworthy because their editors were also
interested in the questions of language that 50 preoocupjed E_ugenc Jolas.
Sadly, the difficult economic conditions in which publications like Tambour
and the New Review appeared certainly detracted from the effect of the
important aesthetic debates they camied out. These maga;ipes were rarely
active at the same time, but the frequently unanswered positions plottzj,d out
by their editors have become central concerns for schqlars interested in the
literature of the period. In Tambour, for example, editor Harold. Saler?son
printed a manifesto titled “Essential: 19307, Although Salqnson signed Thc
Revolution of the Word”, he used his own magazine to raise the possibility
of “The Revolution of the Idea” and separate himself from wha‘t people saw
as the social ramifications of Jolas’s ideas. While Salemson claimed to have
the backing of American writers in the United States ‘a.n‘d abroad, his
magazine folded before they were revealed to his readers. Similarly, Samu?l
Pm?-lam used his New Review, in part, to voice his skepticism about Ic.Jlas,s
work. Putnam actually launched his magazine in response to EdwarFl T1tuf s
running of This Quarter, but he promised that the New Review, ‘ an
international notebook for the arts published from Paris”, would be “the
organ of no school of movement” (“The New Review” 1931: n.p.).
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In these later years, a number of other expatriate American magazineg
appeared in Burope, and while their editors may have been less concerned
with the aesthetic issues raised by recent developments. in modern literature
than was Eugene Jolas, many of them had past connections with transition.
Whit Burnett and Martha Foley signed “The Revolution of the Word”, and
two years later they brought forth Srory magazine. While they claimed that
their new publication had “no theories, and is part of no movement”, in itg
modest, mimeographed beginnings can be read the desire to explore
innovations in fiction as Jolas explored innovations in poetry, The magazine
Wwas not even distributed in England and the United States, initially, and the
publication sought stories “of significant merit [-.] by no matter whom and
coming from no matter where” (“Story” 1931: n. p.). Similarly, Syd Salt had
also published in zransition, ind he resurfaced in 1934 with Caravel. In both
cases, these magazines were published on the continent, and they reflected
something of the turbulent life abroad for Americans in the '1930s. While
Burnett and Foley traced a well-worn trail to Vienna, Salt found himself in
Majorca. But these publications were little more than interesting exceptions;
the period of growth in expatriate American publishing abroad was over for
the time being. More Americans returned to the United States, and those
writers who did stay in Europe were distracted by the ominous political
developments they encountered.

In the period leading up to the beginning of the war, Jolas too found
himself back in the United States, working for an international news agency
in New York. While in America, he brought forward three so-called “New
York numbers” of transirion on a more-or-less regular quarterly schedule
between June 1936 and May 1937. Like Pound, Jolas had relied on a
commercial publisher for these later numbers; like Pound he now found
himself at loose ends, for the Servire Press went bankrupt. Jolas discovered
that the cultural circles in New York City were now dominated exclusively
by the discussion of political concerns, not surprisingly, and he simply dd
not fit in. While he was more comfortable in"France than many expatriates,
he concluded that his place was in America. Tt is true, however, that he never
belonged to the bohemia of Greenwich Village in the same manner that he
belonged in Montparnasse. But towards the end of 1937, Jolas returned to
Paris to arrange a permanent move to the United States, fearing the inevitable
outbreak of hostilities on the continent. After surveying the political climate
in France, he made arrangements to publish a “Tenth Anniversary” number of
transition, abandoning his own apolitical nature to make this final collection
of international material a defiant stand against fascism. '
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; i in Paris had changed, as well. The most notable
;ﬁeﬁfm;gﬁ: operating in the French capital was perhaps the Bo_osrer.
. inally a publication.of the--American Count_ry Club. of France, it was
one over and surreptitiously converted into a hLiterary magazine by Henry
ﬁli{ﬁzr and his friends, a familiar cast of characters including Lawrence
Durrell, Anais Nin, and Alfred Perlés. I_t henceforth bore no resemblance to
the original publication, however; the ec_htors kept the narme, they announced,
only “because it appeals to us”. Assessing the ter:xse condltlon_s arour!d them
nd clearly led by Miller, they sought to beoqme “a cont;aceptn:e against the
gelf—destructive spirit of the age”. The editors proclaimed, ‘We are nciE
interested in political line-ups, nor social panaceas, nor economic nostru?s
(“Editorial” 1937: 5). They were forced by April 1938 to use the name Delta,
but by Christmas of that year, they brought forward the final number. Manﬂ);
of the American confributors to this ven?ure found a temporary outlet wi b
British magazines like Seven, a publication that‘ was able to c?.n-y 0{1 unti
1940. The war made publishing literary magazines of any k:(_nc[ vu‘tua?ly
impossible in Europe. Laura Riding and Robert G‘ra}ves carried on with
Epilogue in Spain as long as they could, but condm::ms there created an
irregular publishing schedule. They used Epilogue 3 (Spiing 1?‘3?) for a long
and eloquent renunciation of the corruption of poetry by political concerns,
itten with Harry Kemp. _
wthar could o:iyly abalze ternporarily the rash of_ expatriates, however. By
the late 19405, Paris was again awash with Americans, and ‘Lhe story of the
magazines to which they contributed, publications like Pomrs,‘fD, J"arzus,
Merlin, and Zero, is interesting in its own right. These magazines did not
publish the same writers who had appeared in Broom, rrans:’tion,‘ or the New
Review. More than ever, these older figures found themselve§ with access to
commercial publishers, and the revival of American magazines abroad saw
young writers attempt to distance themselves from earhq expatriates. But the
success of one publication from this later time, the Paris Rew?w, best helps
to frame the achievement of the expatiate American.m‘agaz‘mes tl;l&t once
found success between the wars. The Paris Review dIStmg'u_Jshedkztdself tby
ing commerce with art in a way never seen before; it worl out a
cm;gg;oflise with the publishing establishment that shifted the emphasis of
independent publishing to forms that developed ﬁ:om the 1960s on the back
of new technologies, from the photocopier to the internet. After the war, the
whole mode of literary production changed, a revolution that ‘acoeleraxed
through the rest of the twentieth century. The modern little magazine was no
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more, replaced by new generations of little magazines that in their owp
tashion responded to a different world around ther. .

Recent critiques of the modern canon, like that of Walter Kalaidjian for
example, have reminded us of the minimizing tendency in Teading
modernism, especially high modernism in the America, a5 a narrow apg
specific period defined by fixed historical boundaries. He begins his study by
pointing out how “criticism exploits historical framing to prop up
disciplinary authority, institutional force, and canonical power” (Kalaidjian
1993: I). Kalaidjian is particularly wary of a narrow view of the period
between the wars because he properly recognizes in its art a radicalism thar
worked against the establishment of a cultural dominant in the United States,
Nowhere was this “alternative discourse of racial, sexual, class, and
transnational experience” more apparent than on the pages of the little
magazine (Kalaidjian 1993: 3). Because his study is not concerned with the
litte magazine, per se, Kalaidjian is less interested in what his observations
say about the nature of these publications. But we can see that modern ljttle
magazine editors like Eugene Jolas, Gorham Munson, and Ernest Walsh were
torn between the genuine radical impulse to resist a publishing establishment
with which they retained only tenuous links and the desire to have their
vision of modern art acknowledged as the cultural dominant. Figures like
Ezra Pound sought on the one hand to establish this cultural dominant to
respond to the conditions of the modern world, while the heterogeneous
nature of the publications they used to promote their texts resisted the
creation of any monelithic view of that art. That is why a single number of
any little magazine is likely to contain both essays designed to enhance the
critical reputations of certain writers now recognized as canonical modemists
and works of genuine avant-gardists who sought to oppose the institution of
art itself.

Kalaidjian’s critique also serves to remind us that one must be careful in
viewing the second world war as the historical terminus of the modem artistic
impulse. This simply is not the case. But as assessments of American art in
the first half of the twentieth century began in earnest after the war, the
attitudes of younger artists, like the expatriate Americans again publishing

litlde magazines abroad, suggested that their predecessors could indeed be  1ead
as “something”, and they themselves were beginning to look less and less
like what that something might be. This older group was not difficult to
identify; the writers at work between the wars sought to a degree virtually
without precedent t recognize their peers. So, when literary historians set
about the “writing” of “modernism” in the second half of the twentieth
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i had largely been done by the modernists
oentury, (Y g};: dntel;adt t]i:?tlf ‘E;:ed shougld ynot, leave this ve;sion of
themsel‘ves.un uestioned some fifty years later. But canonical revision must
mOdermsghedqfﬁéthadi"célly‘ Modernism, as has been acknowledged, is fond
o 'ap?r?crnal contradictions: it is easy to see why the canonical texts of the
o nt have been culled from the heterogeneity of little magazines. But
Fmvc‘m?na the dissenting impulses in the little magazines themselves al]m’vs
identity ?ary scholars -of modernism an opportunity to better trace its
coﬂﬁyggso and it provides them better access to the primary documents that
f:;lce ihe c;rigins of critical concerns ceniral to modernist debates, #¢°
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pUPPETS, ACTORS AND DIRECTORS:
EDWARD- GORDON CGRAIG- AND- THE. -
EUROPEAN AVANT-GARD

@%@“— |
OLGA TAXIDOU

EDINBURGH UNIVERSITY

The work of Edward Gordon Craig- (1872-1966) occupies an ambiva’lent
position within British modernism. The son of Helen Terry and th:e architect
E. W. Godwin, Craig first worked in the theatre as anm actor with Henry
Irving’s company at the Lyceum. By 1909, having directed geveral operas, he
was ready to abandon England and indeed one its great ﬂ:eatr‘lcal famﬂn_es, and
settle in Ttaly for the rest of his life.’ By turning himself into an emle‘ —a
quintessential modemnist stance— Craig consciously places his \ivork within
the context of the European avant-garde. He also distances himself from
both the Victorian actor-manager tradition in the theatre and the modernist
experiments in poetic drama conducted by Eliot, Yeats and later Auden and
Isherwood.? His approach to the “art of the theatre” not only makes him
unique within the Anglo-American tradition but it also places him alongside
European figures such as Reinhardt, Stanislavsky, Meyerhold and Artaud. To
see Craig’s work within the context of the Ewropean avans-garde is to
hightight some of the visionary qualities that have inspired such
contemporary theatrical producers as Peter Brook. It may also point towards
some of the contradictions and sometimes utopian impossibilities that
Craig's theoretical work presents. ‘

Unlike any other theatrical project in Britain at the time, Craig's work
embraced all the concerns of the avant-garde, exploring the relations of
theatre, religion and politics, connecting with the traditions of’ or,a:l
performance, establishing relationships with the “theatres of thc: Orient”.
While such preoccupations can be found in the poetic dramas‘of Eliot, Yeats
or Wyndham Lewis, the whole experiment in Britain remained stubbornly
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literary, initiated by writers and not “men of the theatre” —Craig’s term for
those great directors of the European avant-garde who sought to create ,
language of performance that would “liberate” theatre from a parasitic
relationship to the written text. The “rise of the director” can be seen ag 4
quintessentially modernist phenomenon, in which a new charismatic leader
figwre resurrected the collective dimension of theatre. Ritualistic,
synaesthetic, quasi-democratic, avanr-garde theatre on the Continent offereq
an exciting platform to stage experimént in the “total work of art”, while g
the same time renegotiating the complex relationships between aesthetics ang
politics. It was with this dimension of the modernist stage that Edward
Gordon Craig engaged when he left Britain,

W. B. Yeats’s experiments with the forms of Japanese Nok drama,
stimulated by Ezra Pound’s work on Ernest Fenellosa’s papers, were alsg
significantly influenced by Craig, the designer for Yeats’s plays for the
Abbey Theatre.’ In his designs for The Hour Glass Craig first used his
subsequently famous screens, as a means of creating a non-naturalistic space,
Unlike Yeats, however, Craig was not a poet but an “artist of the theatre”
—another of the many phrases Craig invented in search of a name for the
director’s role. Craig’s aphoristically-expressed theories —his desire to
replace the actor by the Ubermarionette, his advocacy of the total rule of the
director, and his wish to see women banished from the stage— created a
reputation of which any serious critical attempt to historicise his project
must take account. Known as the man who hated actors, whose screen
designs for the famous Moscow Hamler fell over, who was impossible to
work with and who treated women badly, Craig appears as a charming but
difficult Englishman abroad, a modernist Adneur who travelled around
Europe recording his experiences in his Journal, The Mask, vsually in letters
to himself under various pseudonyms. He was also one of the few English
directors to work with Reinhardt, Stanislavsky, Isadora Duncan and Eleonora
Duse, to meet the Jtalian futurists, and to create a body of performance theory
that has remained influential until today. He also flirted with fascism while
in Ttaly, and tried unsuccessfully to interest Mussolini in fonding his
ambitious theatrical schemes. By contrast, he persuaded Count Kessler, the
“red” count of the Weimar Republic, to fund several such projects. Craig was
never an articulate or “theoretical” fascist, but his search for a totalising
theory which would restore 2 coliective dimension to the theatre and construct
the quasi-religious figure of the director certainly attracted him to the
ideology of fascism. He wrote in his Daybook of 1908-1909; “I want to
study the theatre. T do not want to waste time preducing plays [...]. T want to
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Jeave behind me the seeds for the Art, for it does not yet exist. Such seeds are
ea

‘ot discovered in a moment” (1908: 1.

Like Stanislavsky,- Meyerhold .and ..other .modernist directors, Craig

" spotted very early the need for a language of both performance and pedagogy.

The “art of the theatre”, reconfigured for probably the first_t’ime in history a3
art of directing and acting as opposed to the art of writing p_lays, was in
the h of an epistemology.* Modernism effected a crucial shift from the
icfir;otelian paradigm of theatre. From Aristotle to Nietzsche, whose The
Birth of Tragedy influenced many experimen!er_s of the period,‘ Craig
included, theatre had been read as an essentially written, textual practice, for
all Aristotle’s interest in mise-en-scéne and related matters, The no.tlon that
theatre is “produced” and not simply written, that i_t involvcs‘ “reception”, and
that it occupies a civic space, are all ideas that spring from_ viewing theatre as
performance rather than literature. Acting, stage design, lighting, the role of
the audience, the theatrical space ~—all bccomg: releval}t to the way theatre
happens. Theatre is no longer seen as a translation pr_snnpge em!:odnnent_ of
a play-text. The new view proposes ﬂ?eatre as a distinet dlscmlve practice,
independent of the text, and requiring its practitioners to acquire and deploy
distinctive new skills. . ‘

It is no coincidence that most of the director-theorists of the period
founded schools and established their own methods of training. Fndeed, it was
only as a result of their re-working of the institutions and practices of theatre
that their roles as directors could come into existence. Craig followed this
pattern, establishing a school in Florence (The School for the Art of the
Theatre} and creating and publishing from there one of the period’s most
important magazines on theatre, The Mask (1908-1929). The journal, whl‘ch
combined the “book beautiful” tradition of English 1890s aestheticism with
the more futurist notions of continental design, deploying a rhetoric Wh1ch
was radical and aphoristic, couched in the style of a manifesro, was a site of
Craigian thought and experiment for almost twenty years. It was here tl_1at
Craig conducted his debates with the Italian futurists, recorded his wprk with
Stanislavsky in Moscow, and mounted his furious attacks on naturahsm_. Th_e
“Futurist Manifesto on the Variety Theatre”, by Filippo Tom_maso Marme__m,
appeared in the pages of The Mask in 1913, in one of its first English
translations. Of this, Craig wrote (The Mask 1913: 88-193): “I want you to
remember that it is not essential to our understanding in any way to mistake
the Futurists as a band of wild madmen or silly fools. They are neither. They
are quite serious and strong fellows”.

s _ai.sgwaz
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Later in the same article, however, he comments, with typical
contradictoriness: “The Futurist Manifesto is the most Impertinent piece of
ignorance that ever a set of courageous and frisky young men trumped up to
deceive themselves with while occupied with other and more profound
thoughts™, '

Craig’s quarrel with the ltalian futurists was not about their politics or
their provocative style. It was rather about their adoration of technology, and
their total embracing of modernity.'Craig’s way to tackle what he saw as the
“problem” of modernity was to seek to create a stage that was highly
stylised, ritualistic, and reminiscent of the Wagnerian “total work of art”, The
futurists” celebrations of modernity seemed alien to him: his revivals of the
collective and ritualistic dimensions of theatre owed far more to the influence
of German idealism. For all his proclamations about banishing the actor
from the stage and replacing him with a marionetre, he himseif never
actually made what the fururists unashamedly called “robot plays”. The two
movements with parallels to Craig’s work, Italian futurism and Russian
constructivism, both celebrate the modern. In both, technology appears as an
emancipatory force. Craig, nurtured in the aestheticist arts and crafts tradition
of the previous century, was a technophobe. One way of situating these
different projects in relation to each other is by contrasting the theories and
pedagogies of acting that are a constitutive part of all three.

Central to modernist theories of acting is the “puppet and actor” debate.
The argument is as old as Plato,” and can sometimes be read as a
teconfiguration of his attack on the theatre. The stage is held to create “4
double fantasy”, a world twice removed from the ideal by the operations of
mimesis, and the process of acting is seen as corrupting the actor. Walter
Pater wrote in The Mask that “Contact with the stage, almost throughout its
history, presents itself as a kind of touchstone, to bring out the bizzarrerie,
the theatrical tricks and contrasts of the actual world” (1911: 174). The
“bizzarrerie” that in another cultural context might be read as exciting, even
magical (the actor perceived as shaman), here leads to the designation of the
actors themselves as unreliable, unstable material for art, since the process of
mimesis “contaminates” the actor, body and soul. Craig proclaimed in his
famous essay, “The Actor and the Ubermarionette”, that:

Acting is not an art. It is thereforeincorrect to speak of the actor as
an artist. For accident is an enemy of the artistic. Art is the exact
antithesis of Pandimoniun (sic), and Pandimonium is created by the
tumbling together of many accidents; Art arrives only by design.
Therefore in order to make any work of art it is clear we may work
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in those materials with which we can calculate, Man is not one of
these materials. (The Mask 1908; 3)

This is @ Iegécy (fraig inherited not only ﬁ-opl the aestheticist 1890s but also
from such romanticist writers as Kleist, whose essay, Uber das
Marionettentheater, saw its first English translation in The Mask. Walter
pater, Arthur Symons and Oscar Wilde all appeared in the pages of the

journal to support the case for a theatre of puppets. The Petit Thédtre des

Marionettes, ran by Maurice Bouchor at the Galéde Vivienne (1889-1894),
had acquired almost cult status among English and European artists at the
time. Oscar Wilde wrote in a letter to the editor of The Daily Telegraph in

1892:

I saw lately, in Pars, a performance by certain puppets of
Shakespeare’s Tempest, in M. Mawice Bouchor’s translation.
Miranda was the image of Miranda, because an artist had so
fashioned her; and Ariel was true Ariel, becanse so had she been
made. Their gestures were quite sufficient, and the words that
seemed to come from their litilelips were spoken by poets who had
beautiful voices. It was a delightful performance, and I remember it
still with delight, though Miranda took no notice of the flowers I
sent her after the curtain fell. (in Hart-Davies 1962: 31 1)

The artificiality of the puppet, as opposed to the lifelikeness of the actor, was
what appealed in -such theatre. The puppet is seen as the figure that will
ritualise the modern theatre and connect it to the “great” theatres of the past.
Rather than celebrate technology, Craig’s Ubermarionette will help to re-
introduce the sacred onto the modern stage. In an issue of The Mask devoted
solely to the marionette, Craig wrote, under a pseudonym:

This number of The Mask being dedicated principally to the
Marionette, we have asked Mr. Gordon Craig, who has studied him
s0 closely and knows him so well, to act as Master of Ceremonies
and make the Introduction; and so together with Mr. Anatole
France, “Yorick,” Mr. Arthur Symons and others of those who
believe in “the majesty of the marionettes,” make better known to
Toany who have long been estranged from these wonderful little
things which, with centuries of life behind them and centuries
before, have “in them something of the divine” and “live with the
life of the immortal gods”. (The Mask 1912: 1)
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These “divine” creatures could also, of course, help to construct the *‘godly”
figure of the all-powerful director. A major function of Craig’s writings on
the Ubermarionette was to make the case for the directorial role.

The Russian constructivists, and particularly Meyerhold, provide a
fascinating parallel to Craigian experiment.® Meyerhold’s theoretical
background was Russian formalism, which he combined with Marxism and
Taylorism to produce a highly original notion of theatre in general, and
acting in particular, which designated both as forms of labour. This view
might seem to be in direct conflict with Craig’s concept of theatre as ritual
and magic, a force that could transcend modernity. However, Meyerhold wag
heavily influenced by Craig, whose “First Dialogue On the At of the
Theatre” had been pirated and published in Russia in 1906. Meyerhold wrote
in 1909 that “It is remarkable that in the very first year of this new century
E. G. Craig flung a challenge to the naturalistic theatre [...] this young
Englishman is the first to set up the initial guideposts on the new road of the
Theatre” (in Senelick 1981: 114). Craig was aware of Meyerhold’s work but
the two men did not to meet until 1935, just before Meverhold’s
disappearance and subsequent murder by the Stalinist regime.

They never worked together, but the similarities between them are
striking. Both men had read Nietzsche’s The Birth of Tragedy in the ealy
years of the century. Both experimented with theatres that were visionary and
totalising, and had both aesthetic and philosophical purposes; both made
utopian claims for their work. The shape of their utopias were, however, very
different. Meyerhold, a proclaimed Marxist, embarked on his modernisation
of the stage in the framework of a utopian romanticism inflected by theories
of technology and faith in revolution. Craig, the anti-modem, saw his “new”
theatre as a way of becoming more involved with what he called the “great
theatres of the past™. A telling instance of their different attitudes to the past
appears in their responses to the Commedia dell’Arte, the Italian popular
theatre of the 15th-17th centuries.” For Meyerhold, this was a perfect
example of “organic” popular form; most importantly, it gave him ideas for
his theories on stylised acting and what he called the “carnivalisation™ of the
theatre, In a classically modernist gesture, followed by Picasso and others, he
appropriated the Commedia to his new aesthetic. For Craig, the Commedia
was not a model of theatre to be appropriated, but one to be revered. The
Mask is full of scholarly articles on the Commedia, arguably the most
comprehensive accounts available in English at the time.® Nowhere, though,
do we see Craig invoking the Commedia in the context of his own work
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— not even for the construction of the Ubermarionette, where the potential

" for adaptation is obvious,

For. both-men,. the. idea -of .the- puppet - offered - a way -of resolving the
particular difficulties that theatre sets in the way of the dramatist or director
committed to the exploration and representation of abstract form. The
physicality and “naturalness”™ of the human form make it resistant to
abstraction and stylisation. By contrast, the puppet allows the objective
representation of abstract form on stage without tainting it with the
subjectivity of psychological expressivism. For Meyerhold, supremely, the
puppet provided a model for a mode of training. Mechanical, reproducible,
functional, it could help transform the theatre from high art into a mode of
production that resembled other forms of labour, ensuring, in Meyerhold’s
words, that “The work of the actor in an industrial society will be regarded as
a means of production vital to the proper organisation 6f the labour of every
citizen of that society” (in Braun 1969: 120).

The various traditions in puppetry, east and west, provided him with a
basis from which to create his elaborate system of training, biomechanics.
This was an attempt to mechanise the human form, to make it trzinable, and
hence turn it into appropriate material for & constructivist form of theatre
—one that, as in constructivist painting, could deal with the materiality of
people and things. Rather than .ban the humar form from the stage,
Meyerhold sought to break it down, dissociate it from its conventional
psychological and biological contexts, and turn it into raw material. This
new kind of acting found its model, not its replacement, in the puppet.
Meyerhold’s experiments completed a full circle which, in the end, retarned
to the human form: .

The director came to his senses when he realised that there is a-

limit beyond which there is no altemative but to replace the
puppet with a man, Buthow could he part with the puppet, which
had created a world of enchantment with - its incomparable
movements, its expressive gestures achieved by some magic
known to it alone, its angularity which reaches the heights of true
plasticity? (in Braun 1969: 128) ) )

The objective of a theatre pedagogy for Meyerhold was to repreduce in the
human form the magic, the angularity and the Plasticity of the puppet. He
believed that “Above all drama is the art of the actor” (in Braun 1969: 128).
Craig on the other hand was more interested in consolidating the role of the
director. His views on acting are those of Plato: actors distort reality rather
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than enhance or comment on it, and acting itself is a decadent and coppy,

tin
activity. As late as 1928, he prefaced an article entitled “Flesh, B]oo(? axg

Marionettes™ with a “Nineteenth Century Note” by Joseph Conrad:

The actors appear to me like a lot of wrong-headed lunatieg
pretending to be sane. Their malice is stitched with threads. The
are disguised and ugly. To look at them breeds in my melancholy
soul thoughts of murder and suicide —such is my anger and iy
loathing of their transparent pretences. There is a taint of suble
corruption in their blank voices, in their blinking eyes, in their
grimacing faces, in their light false passion,in'the words thar have
been leamed by heart. But I love a marjonette show. Marionetteg
are beautiful, —especially those of the old kind with wires, thick
as my litde finger [...] heroic, superhuman, fascinating [...]. [ love
the marionettes that are without life, and that come S0 near to
being immortal! (The Mask 1928: 76)

While the futurists were writing and performing robot plays, Meyerhold
experimenting with his biomechanics, and the Bauhaus mounting the Triadic
Ballet, Craig turned his back on the modern and nostalgically revived a late.
romantic vision of the function of the puppet. Kleist’s essay of 1810, referred
to above, was his main source of inspiration. Deploying, in the form of a
polemic dialogue with a fictitious antagonist, an argurnent that Craig would
later reiterate, Kleist had written that

however clear his paradox might be he would never persnade me
that there could be more grace in a mechanical doil than in the
structure of the buman body. He replied that a human being was
simply incapable of rivalling the marionette in this respect. Only
a God could measure himself against matter [-.] and this was the

point, he said, where both ends of the world’s circle fit into ®ach
other.®

The limitations of the human form are imposed by its materiality; the need,
then, is to de-materialise the body of the actor. For Kleist, this was the task
of a God; for Craig, it was the work of the director.

Meyerhold, worlds away from both, rather than de-materialise the body of
the actor, sought to re-materialise it with a theory of training that could be
reproduced and developed. But for Craig, like Kleist, the marionetie presented
an ideal which was not meant to be realised, let alone reprodiiced. Though he
owned the best collection of puppets in Europe (Wyang, Bunraku, Sicilian
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is journals with designs, reproductions and scholarly
and 50 0D, and glsleadngliridjtions of puppetry, he never tried to make the
articles on PUPP that would_displace the actor. Despite his theoretical
gwnofn?‘{fnen of ﬂle theatre”, and his radical influence on men ;uch als;
refereie® %raig never himself perceived the threads that oonm_ac_ted his wor
Meyerbold context of European experiment. While he was writing on about
o mcallzlt;icgf the Ubermarionette, the futurists, literally just down the road,
the g7

erforming marionette plays. Craig wrote of just such a performance in
were p .

Florence:

-om the Teatro dei Piccoli [...] Diavoli. It is quite as
i:lilt égs? ;230 ];ugs?srgd The music had just about as much _formhqnﬁ
structure, the colours true futurism, and as ugly as the music, w 101
as usual contained not one sound not displeasing to lihe 1?311; [aﬁd
Their announcements in the paper spolge of stu_dles in light ar 1
rhythm, et¢ [..] to me the whole thing is like a yo:imfl kg:lr
proposing to play her scales, not well, in public [...] an t” im g
all the while about the “beauty of diatonic sequences
“harmonic simplicity.” That would be fqnny if anyone elie “ﬁl’&
fooled [...] but perhaps not, since there is never 2 lack of gulls.
(The Marionette 1918: 4)

In a turn of phrase that combined pis misogynyj and his mitafl;e ;)f 1-effutl.u'lst
experimentation, Craig presented his account without the slig }:sm ueremets
to the marionettes themselves. He was articulate when ta]kmg about p| pp;
of the past, but became vague and general when criticising marionette
productions of his time. Oddly enough, he _showed no hesitation in
identifying Henry Irving as the perfect actor/ marionette:

i im to have been the greatest actor I have ever seen, and
{ m?g?ﬁe best in Italy, France, Russia, Germany, Holland z_md
America. They were all imitable, and yet he was unique. By Irvu:llg1
the Mask and the Marionette were beiter understood than by ad
other actors [...]. If you will be an Actor in such a day as this, lind
if you are an English man, take but one model [...] the maske
marionette. (The Marionette 1918: 6)

Tt is impossible to imagine other modernist theatre ;:xpen}nenterzl gc?ﬁu&
Irving as the prototypical Ubermarionette. The dllsu‘ncnon co or b
more clearly exposed. Craig’s adherence to the Kleistian trad;rt;im se; s
marionerte theory in a quasi-religious context, where the central preferen
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]

was for an idealised, abstracted version of human action rather than
naturalistic representation. Craig’s counterparts in the European avant-gard,
Meyerhold, the later Stanislavsky, the Ttalian futurists, the Bauhaus, Dada:
found new ways forward. Craig’s “theatre of the future” remained ooted iy,
the past. Yet for all its contradictions, failures and confusions, the radica|
gesture it represented has continued to make itself felt in the work of such
key innovators as Grotowski and Brook. In this, Craig’s thinking helped
build the bridge between the European avanz-garde and the Anglophope
modernist stage, #% ,

NOTES

' Before leaving for Germany and jater Italy he had directed operas and
masques: Dido and Aeneas {1900); The Mask of Love (1901); Acis and Galatea
(1902), Laurence Housman’s nativity play Bethlehem {1902), and Ibsen's The
Vikings (1903).

* There is a considerable body of work in Anglophone modemism which can
be distinctively characterised as “poetic drama”. See Jones, ed. (1960} On Yeats,
see Cave, ed. (1997): for the influence of Noh on Yeats see Taylor (1976). For
Anden and Isherwood see Mendelson, ed. (1989).

* Yeats was a regular contributer to Craig’s jowrnal The Mask, and Craig in
turn reviews the work of Yeats throughout its pages. Yeats appears in The Mask in
the following issues: Vol. 2, p- 148; Vol. 4, p. 61, p. 161; Vol. 5. p.- 2; Vol. 7,
P 137,.p. 174; Vol. 9, p. 50; Vol. I ) P. 66; The Hour Glass, Vol. 3, no. 4,
frontispiece; Vol. 3, pp- 190-192; Vol. 5, pp. 327-346 (play and preface
printed); Vol, 7, P 174; Per Amica Silentia Lunge {rev), Vol. 8, p. 3¢; Plays and
Controversies (rev), Vol. 10, p. 90; Plays Jor an Irish Theatre, illustrated by
Edward Gordon Craig, Vol. 4, PP. 342-343 (rev); Vol 7, pp. 139-140: “The
Tragic Theatre” (article), Vol. 3 p 77

‘ See Roach (1985) for a discussion of the history of theories of acting.
2

* “So you are interpreters of interpreters”, see Plato. fon. 535a; in Russell, ed.
(1985},

¢ Vsevolod Meyerhold (1874-1940) was one of the visionary theatre makers
of the Russian/ Soviet avani-garde. He trained under Eisenstein and started his
career working with the naturalist director Stanislavsky. In 1921, he set up his
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igher Theatre Workshop, where he soughg to
owm studio the]ur:ilgzg;y Sttl?;itr? 5 incorporating  the l_a.test t;cht_lol_oglcal
create @ reVOMe erhold’s view of techmology as emancipatory is similar to
developments: Lmn who visited him and-watched his-rehearsals. He had also
that of Waiter Benﬂ.n Brécht. In 1937 he was criticised by Pravda, and a year later
a mOr mﬂuen;%eatre was closed down. In 1939 Meyerhold an!i his w1fe, Zinaida
the Megerhold ested and later murdered. For many years information abo_ut
Raikh, W darr his life was suppressed. Now there is a Meyerhold Museum in
?\d}tgzz;l:&?mSe?Braun, ed. (1969), and Kleberg (1993).

7 gee Oreglia (1968) and Rudlin (1993).

i ive coverage of the Commedia in The Mgsk is mainly the wm:k

3 Tl:]: lﬂzﬁﬁl LL;es, an Igtalian scholar. Many of the arucleg ?n ihe Comnied‘za

O.f Dorob yCraig were written by Lees. Lees was also Cramg‘s secretary” in
signes yancl they had a child together while he still had 2 wife and family in
g?;fa?; The contribution of Lees to the whole Craigian project has not yet been

fully researched. See Taxidon (1993).

?* Heinrd Kleist, Uber das Marionettentheater, Berl?ne’r Abendblatter,

1811361182?;;3me§ the first English translation‘ of Kleist's essay céctlraaljlzsci
f\.medeo‘ Forestl) in The Marionerte, 1918. The Marionette, also _produg
edited by Craig, was a leaflet more than a‘joumal‘ It gppeg;fc_l ::lltl’:smlt gzalz:
ubstitute for The Mask, at a time whezy Cr@g had financial ic N . J deal
inore specifically with the lives and histories of puppets. It was also

equivalent of The Mask.
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'MODERNISM IN PLACK AND WHITE.:
AMERICAN JAZZ IN INTERWAR EUROPE

JOHN LUCAS
THE NOTTINGHAM TRENT UNIVERSITY

|

Anyone at all familiar with the lives of jazz musicians knows that the tenor
saxophonist Lester Young never recovered from the experience of his war
years. Geoff Dyer’s semi-fictional account of that experience in But Beautiful
feels at once authentic and sufficiently detailed to suggest why Young latterly
withdrew into a near-catatonic, drink-fuddled paranoia:

Exercises in the daybreak cold, men shitting in frent of each other,
food that made his stomach heave before he even tasted it. Two
guys fighting at the foot of his bed, one of then pounding the
other’s head on the floor until bloed spotted his sheets, the rest of
the barracks going wild around them. Cleaning out the rtust-
coloured latrine, the smell of other men’s shit om his hands,
retching into the bowl as he cleaned it

—It’s not clean Younng, lick it clean.

—Yes sir. (1991: 14

What broke one of the greatest of all jazzmen was not the German but the
American army. And those who bullied and beat Young loathed him not
merely becanse he was an uppity nigger, but because they suspected that
although a married man and adored by women —most famously by Billie
Holiday— Pres was a faggot.

There is no space here to offer detailed reasons for this suspicion. I do
however need to remark that the American jazz world itself was for the most
part aggressively macho. Coleman Hawkins, who in the 1930s preceded
Young in the tenor chair with the Count Basie orchestra, and who was
renowned for the fullness of his tone, for his determination to “cut” any rival,

Misceldnea: A Journal of English and American Studies 20 (1999): 85-101
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ODERNISM IN DLACK AND WHITE.:

MIERICAN. TAZZ IN INTERWAR EUROPE

JOHN LUCAS
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I

Anyone at all familiar with the lives of jazz musicians knows that the tenor
saxophonist Lester Young never recovered from the experience of his war
years. Geoff Dyer’s semi-fictional account of that experience in Buz Beautiful
feels at once authentic and sufficiently detailed to suggest why Young latterly
withdrew into a near-catatonic, drink-fuddled paranoia:

Exercises in the daybreak cold, men shitting in frent of each other,
food that made his stomach heave before he even tasted it. Two
guys fighting at the foot of his bed, one of then pounding the
other’s head on the floor until blood spotted his sheets, the rest of
the bamracks going wild around them. Cleaning out the rust-
coloured latrine, the smell of other men’s shit on his hands,
retching into the bowl as he cleaned it.

—It's not clean Young, lick it clean.

—Yes sir. (19%91: 14)

What broke one of the greatest of all jazzmen was not the German but the
American army. And those who bullied and beat Young loathed him not
merely because be was an uppity nigger, but because they suspected that
although a married man and adored by women —most famously by Billie
Holiday— Pres was a faggot. ' .

There is no space here to offer detailed reasons for this suspicion. I do
however need to remark that the American jazz world itself was for the most
part aggressively macho. Coleman Hawkins, who in the 1930s preceded
Young in the tenor chair with the Count Basie orchestra, and who was -
renowned for the fullness of his tone, for his determination to “cut” any rival,

Misceldnea: A Journal of English and American Studies 20 (1999): 85-101
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typities the macho manner which Young opposed, sometimes by Outplaying
“Bean”, usually by choosing to perform sitting down and then Taisine s
instrument until it was in a horizontal position —as though his teno, \:as .
flute, someone recalled— but never by trying to outdo Hawk’s Volumea
Herschel Evans, a tenor man who idolised Hawkins, once said would. e
insultingly to Young, “Why don’t you play alto, man? You got gy alto
tone.” Lester tapped his head. “There’s things going on up there, man,”
told Herschel. “Some of you guys are all belly™ (Shapiro and Hentoff 19.
302). But confrontation was not Young’s style. He enjoyed giving the
men names which contained more than an element of camp. Harry Eddison
told the historian of jazz, Max Jones, that “Prez started calling me “Sweetje,
Pie” [..] and at times everybody was called Lady. It was “Lady Basie” aq
“Lady Duke” you know; and so Billie was “Lady Day™ (Yones 1087: 112,

You know. As Clarence Williams remarked of the early New Orleans
pianist Tony Jackson, “Yes, Tony Jackson was certainly the greatest piang
player and singer in New Orleans [...]. About Tony, you know he was ap
effeminate man —you know” (Shapiro and Hentoff 1962: 302). And many
years later Duke Ellington’s biographer, James Lincoln Collier, wrote that
although Duke grieved for Billy Strayhorn’s death —“he was my right arm,
my left arm, all the eyes in the back of ry head, my brainwaves in his head,
and his in mine”— Strayhorn had not necessarily been 2 good influence o
the master. “Ellington always evinced a tendency —weakness, if you
will—towards hushness, prettiness, at the expense of the masculine leanness
and strength of his best work, the most “jazzlike” pieces. Strayhom
encouraged this tendency” (Collier 1987: 272-273). This is as close as
Collier comes to acknowledging the fact that Strayhom was gay.

It seems that Strayhorn himself only came out towards the end of his
life, by which time he had ceased to work regularly with and for the Duke.
He died in 1967, Pres ten years earlier and Tony Jackson earlier still. For any
of them to have been open about their sexuality would have been difficult,
given that homosexuality was as officially prohibited in the USA as it was
unofficially anathematised in the Jazz world. But —and this is the point—
had any of them spent time in Paris they would have found life a great deal
easier. For Paris was not only sexually far more permissive than virtually
every city in America, it was little bothered by racism. Not only that. Paris
was also the great good place for jazz and had been so from the period
immediately following the great war, when American jazz musicians first
played there. Roger Shattuck dates the arrival of the mustc in Paris to 1918,

big

: with the arri
'ﬁ?ch had been 50 m
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after Parade, when a Negro orchestra from Ameri‘ca played
the v ino de Paris. Tt became fashionable in the twenties, when
a the Ca;d les- Six-adopted.the Bar Gaya as their. haunt. Here the
- ing pianist Joseph Wiener, who had helped to mz}ke
Satie’s m usic known before the war, eamed his keep by playing
»Sait;e‘fxi:ﬁ] a Negro saxophonist by the name of Vance Lowry.

'}1968: 155)

. . . . itude
f Josephine Baker in 1925, the interest in negri
Vala?ked a Feamre of early French modernism re-awoke ancl
he fashion of the season, for others a cause, and for still

came { : -
fo sonzlbs;portunity 1o ratiomalise and, as some would nowadays say,
others

i ir interest in fazz. '
theoii?;};e\:;rhlizfgringsjus to what is undoubtedly the problematic nature of

1azz’s position within modernism, especially anglophone modernism. For
azz

: hile much in modernism Opposes mass culture and mass civilisation, so
while

“saving civilisation” often turns into a resp0n5_1b1hty to save
tha'tdtha? tcz:iis;flilios.faltil:m frgom its contemporary actuality, Jazz_by its very nature
e e shall see, appear degenerate to some modemlsts.—and thus an
o asign of the fallen world of commercialised cuItL}re, while for others it
;xpr‘essre” {for which read “primitive”) pre-commercialised art form.. There is
- l‘puent of special pleading in both positions which often mas‘ks ‘whaF is
anf:;lmmy racism: blacks are inferior, therefore their art form is inferior.
qOT blacks are noble savages therefore their art fonn‘ is untamtzd by :nn
enc;hajned civilisation, even if —or because— bl‘ack ]azlzmen aRn dvs{gn;a
have only recenily been ]iteraflg freedb’from the chains of slavery. y

i into the heart of the problem. . .
e iil;ii usi"ct?;s of modernism find their champmns‘ am?ng]l tglesg
practitioners. The modernist artist, writer, musician, dancer, is typ1tca yin o
the self-conscious theorist. But to the. best of my knqwlegige n? [ha :n u%ic
manifesto exists by any jazz performer from tl}c years historians of the s
usually agree (o call “the classic per_iod"’, that is, roughl)f frpm IS;Z(.L to lusic‘
The explanations of jazz, the justifications and_ champiening of t ? Th ci
therefore came from people who did not play it, or who had no usA - dal‘l
experience of the jazz life, to whom it was indeed new and strang];le. n ;n
the USA, where jazz originated, racism made explanation ugpmballthe, to say
nothing of discriminative appraisal. Scott Fitzgerald 15 credltedthm h cmnmigt
the phrase “the jazz age”, but his use of the soubriquet retv?a}s dr?r:k :n?;”ast
as applying to the taste of white twenties America for illicit
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parmonic Hall. The concerts were not always well attended, but among
who went more than once was the Swiss conductor Ernst-Alexandre
o et, then in London with the Ballet Russe. On October 19 Ansermet’s
Jﬂn, the $SO, as the orchestra became known, appeared in Revue
Romande. As it is of great significance it deserves to be quoted at length.
: e Ansermet begins by remarking that “ragtime has conquered Europe; we
. dance to rag-time undet the name of jazz in all our cities”. And, he adds, the
music “is passing into what I will call for lack of another name, the field of
leamed music: Stravinsky has used it as material for several works, Debussy
' has already written a cake-walk, and I well believe Ravel will lose no time in
oiving us a fox-trot™ (1966: 116).1
“ Ansermet then spends some time analysing whatche rightly sees as the
harmonic limitations of the music played by the 8SO, aithough he is quick
int out that a black musician will typically use “a succession of seventh

Civilization’s going to pi
Liz: pleces [..]. P
gesgmxst abqut things, Have yc[)u ]madvghegogiesg 03? r}?: 2‘ -
mpzrefs by this man Goddard? [...). The idea is if we don™t 12 oured.

clap- ; o
gﬁgn&;ﬂ f-:;n(:h h . inot. . ct?lords, and ambiguous major-minors with a deftness which many European
why black j .. itude, jt’ i gr : musicians should envy” (1966: 120). The harmonic limitations are
an understandin i i P nevertheless real enough, even if they are compensated for by deft thythmic
to find in the UEA i ' ' syncopation and the improvisational skills of individual musicians. The
as well as the wides i i i explanation for these skills is, Ansermet suggests, that the jazz he has heard

. Spread macho stanc i Do ~ is “popular art, —an art which is still in its period of oral tradition” (1966:

120). And he therefore concludes his article by paying tribute to

an extraordinary clarinet virtwoso who is, so it seems, the first of

€scape the oppression ignorance and bi . 5 2
* . gotry of a natjon i 2 4
il;tm OS:iipan only tolerated if played by white musician‘:lz)irebjazsj w?{s for = 3 his race to have composed perfectly formed blues on the clarinet.
1'e audiences. For several years in the 1920s The Cotton C1 Y, Dlacks o T've heard two of them which he elaborated at great length, then
featured nightly performances by Duke Ellington’s orch 0 Club, in Harlem, played to his companions so that they are equally admirable for
greatest groups of musicians in jazz’s hist% ore e5tra, one of the very N their richness of invention, force of accent, and daring in novelty
greatest of all jazz composers. No black "y and playing works by the - and the unexpected. Already, they give the idea of a style, and their
audience. But as Shagtyck notes, Parisi tK people were allowed intq the _ form was gripping, abrupt, harsh, with a brusque and pitiless
- just as proponents and exponent,s of Slag cll‘tbs welgomed t?lack musicians, : ending like that of Bach’s Brandenburg Concerto. 1 wish to set
intc]leCtuaJs, responded enthusiagt Imo SITism, artists, writers, musicians, ' down the name of this artist of genius; as for myself, I shall never
stically to the actual muysic. : forget it —it is Sidney Bechet. When one has tried so often to

rediscover in the past one of those figures to whom we owe the

Asit happens, h .
» Mowever, the . o,
first serious €882y on jazz —it is still one of od ; () wha ng thine ir i i
vent ot our art [...) what a moving thing it is to meet this VEry

the best— wag written in London in the autumn of 1979, That year the black

American musician Wij] Mar;

) arion C : ) —wi i :
22d choiron s Buropean our,aad i rder g oot et © WKC his orchesya f Ehd one ikes wha e does e Tocheads who is very
Or 50 he hoped, he signed up the young Sidi N BIS l‘:’TCI?CSII'& extra appeal, ' save that he follows his “own way,” and when one thinks that his
New York and Chicago as a clarj 3 Y rchet, already known in ' “own way” is perhaps the highway the whole world will swin

net virtuoso, Cook’s tour of Europe began along tomorrow. (1966: 121-122) ' £

‘;1: C.Tl.:onzd&n, l?ere between July and December the orchestra and choir gave
neerts  —afternoon  and evening  performances—. at the
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In his autobiography, Treat I Gentle, Bechet implicitly Contradigs
Ansermat’s claim that he had litde to say for himself. Wit Pethaps

pardonable exaggeration he remarks that the Swiss conductor “used to come

- to every performance [...]. Many a time he’d come over to where I wag ad
he’d ask me all about how I was playing, what it was 1 was doing, wag 1
singing into my instrument to make it sound this way. We talked a whole

lot about music™ (1964: 139). Lincline to Bechet’s side in this. My guess i
that he had plenty to say about his music but that he said it In ways, aq
using an idiom, that would have baffled the classically-trained conductor or

have left him feeling that he had heard nothing of any comsequence from -

Bechet's mouth.
I don’tat all blame him for this. Until comparatively recently thege has
always been a self-protective not to say self-deprecatory element in the way

jazz musicians talk among themselves and to others, a belief that the world -

out there won’t take seriously what they do so they’ll get their retaliation in
first. But as Ansermet’s article makes clear, he did take jazz seriously, and
what he has to say is of the first importance, as much for its timing as for jts
intelligent appreciation of the music he heard. Moreover his praise of Bechet
undoubtedly did much for the musician’s self-esteem. as well as for his
reputation and, of course, for the reputation of the music he played.

I

Jazz in other words was now on the map.? We might put it more forcibly and
say that in the aftermath of the Great War a new art form arrived in Europe as
an antidote t0 what many saw as the discredited art of the old world. To put
the matter this way is to run the risk of sounding merely parodic, but it is a
fact that those who took up jazz most enthusiastically were the young, for
whom it was or could be made to represent the spirit of rebellion: of the
revolt of the sons and daughters against the fathers. T have set out the
influence of jazz on this revolt in chapter four of The Radical Twenties and
do not need to repeat the argument here (Lucas 1997: 111-135). T must
however note that if, for a brief period, Bechet became a musical hero to
those who heard him and/ or wrote about him, the halo was knocked askew
when he was deported from Britain for some pretty wild behaviour. Not
surprisingly, perhaps, Bechet in his autobiography has nothing to say about
the episode that led to his fourteen-day imprisonment followed by enforced

departure from the UK. Accounts of what actually happened in the eardy:

hours of Saturday 2 September 1922 vary, but what is certain is that Bechet

" John Chilton’s
its title is
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iley of unlawfully assaulting a woman he{ claimed was 2

wast;?lutng%glgost reliable version of the night’s events is to be found in

oS! .

by no means a work of hagiography, as is the case with far' too
iazz “Lives” (Chilton 1987: 53-54). Chilton tclls‘us that Bechet was

mﬂ: té Brixten prison, served his term, appealed against the deportation

¢

E der, lost, and on 3 November, 1922, was put aboard the §§ Finland, bound
Qraess *

ork. -
forNGei\:;! Bechet's success in London it is no wonder he had wanted to stay

ished his tour of duty with the SSO he played with a variety
o A?lers hl?yﬁ:cl)?:fl featuring the straight soprano saxophone he had bought in -
ofzg(r]o jﬁ ’Wardour Street, and of which he was to become the supreme
:zponcnt. To earn exira money. he took on pupils, he appeared as a fcatureq
soloist with café orchestras, and he became known to the Loqdon cognos.‘c.entz
as “the King of Jazz”. A far cry from the de facto_ segregation of musicians
and the contemptucus term “race music” of h?s native land. Three years afte:r
his ignominious return to that land, Bechet signed up to appear with th; pit
orchestra of The Black Revue for its European tour, beginning in Paris in

1925,

ch'}‘:lfg star of the show was Josephine Baker. Many years later she recalled
that on board the liner bringing then to France she had voiced I}er fears about
the Revue’s possible reception of Bechet, and “_my spirits hfte:d \’vhen 'he
talked about Paris. I shouldn’t be afraid he said. P?IlSl&IlS didn’t notice
people’s skins” (1978: 46). In fact, negritude in twer}nes France, f::specwlly
Paris, was a positive advantage.” The rapturous reception of .Tosep_hme Baker
herself gave her a status she could never have enjoyed in the Un_ltecl States.
As for Bechet, once the tour was over he stayed on as he had in London,
playing with various groups. He also paid v_isit_s to F}‘ankﬁlrt and Mos_cow,
although by autumn 1928 he was once again in Paris, and once again he
became involved in a fracas that led to imprisonment followed by an order to
leave France.

In Treat Ir Genrle Bechet provides a fairly muddled, not to say opaque,
account of the episode, in which he emerges as the innocent victim of others’
deviousness. Chilton makes what sense he can of the drunken quarrel at a
Montmartre cafe which culminated in Bechet aiming to shoot a banjoist and
in the event hitting a pianist in the leg. (Banjoists are a frequent butt of Jazz
Jokes but shooting them is going a bit far.) The judge ordered Bechet to
prison for fifteen months, although he served rather less than a year. When he
came out he moved to Germany, where he played with what by all accounts
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was a succession of second-rate bands (1987: 86-87). Within a year he wyg
back in the United States. N

But if Bechet made something of a mess of his attempts to find settleg
work in Europe, other black musicians were more fortunate. Among thoge
who lived in France for extended periods during the 1930s were the trumpet
man Bill Coleman, and Coleman Hawkins, after he broke away from the
Basie Band. In his monograph on Hawkins, Burnett James speculates aboyt
why a musician of Hawkins’ stature should choose to move to France,
particularly as he would be certain to find himself surrounded by inferigr
musicians:

One reason was that he was not the) only expatriate among jazz
musicians. Other Americans were around, notably in Paris,
including Benny Carter and Bill Coleman. In addition, many
American musicians, like Dicky Wells, were visitors in Paris and
recording there. Beyond that again, the Europeans were learning
their business, and a number of good bands were emerging and [...]
were quite capable of providing substantial support for their natural
superiors. And there was at least one European Jazz musician of
unquestioned originality, the Belgian guitarist Django Reinhardt,
with whom Hawkins recorded in the mid-1930s. (1984: 35-36)

Astonishingly enough, James never considers the possibility that Hawking
chose to work in Paris because he had heard from other American musicians
that the Parisians he would be likely to meet were non-racist and were
enthusiastic and discriminative lovers of jazz. But then he is at a loss to
explain just why Hawk retumed to America at the end of the 30s. Was it
*because of the now inescapable threat of war in Europe or some more
complex reason” (1984: 45). Complexity be blowed. I would have thought
the Nazi threat to black musicians who played “decadent” music would be
quite enough to explain why the Hawk packed his bags for America.

And to say this helps to explain why black musicians coming to Europe
in the inter-war years favoured France above all other countries, and Paris
above all other cities. Paris was quite sitnply the most tolerant towards them
as human beings, as well as being the most consistently appreciative of their
music. These matters need some amplification.

[ earlier noted how_ Sidney Bechet's performances with the SSO. made him

into something of a hero for Londoners who went to hear him play. No less
an authority than Edward J. Dent of the Athenaewm was struck by Bechet’s

rformance of “Characteristic Blues”, and although Chilton is surely right to
remark that the SSO did not play a great deal of jazz, there is no doubt that
what it did play centred on Bechet, and that as a result he became the
musician to attract most notice, nearly all of it highly favourable (1987: 38-
39). Yet the approval of the SSO’s music did not spill over into widespread
acceptance of black musicians. Chilton tells us that Bechet found a place to
live in Bloomsbury, which adjoins Scho, :

and for the next few months most of [his] life, at work or at play,
was spent within this square mile. Had [he] tried some other hotels
in London [he] would certainly have encountered racism. Even
during the early 1930s black entertainers such as the Mills
Brothers, Louis Anmstrongand the Peters Sisters found difficulty in
booking rooms. The black clarinettist Rudolpk Dunbar wrote of
his experiences in London during that era:“In most lodging houses
where there are “rooms to let” signs, if a black man sheuld apply
the reply will be “T am soiry but that room I had vacant has just
Jbeen let™. (1987: 36) :

Nor was this racism dead by the end of the thirties, as Chilton rather
optimistically implies. I have heard that when the great guitarist and blues-
singer Big Bill Broonzy came o Nottingham in the mid fifties, where he was
due to appear at the city’s Rhythm Club, the owner of the hotel into which
he had been booked came out to greet him with the words “No coloureds
here”. |

It is probably true that had the hotelier known Broonzy was a jazz
musician he would have behaved in a more civilised manner. To say which is
in no way to excuse his foul behaviour, but it does serve to remind us that
from the late 1940s interest in “classical” jazz was running high in the UK
—out of it came many local “revivalist” bands— and that as a result black
musicians, especially those who could trace their roots to the Storeyville of
“balconies, flower-baskets and quadrilles/ Everyone making love and going
shares”, in Philip Larkin’s words, were granted iconic status. They gave
interviews on the BBC, their early records were re-issued, their later
performances, often accompanied by the starry-eyed British bands who had
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brought them over, were in huge demand, and they were written about ip
reputable newspapers and journals. Francis Newton, ak.a. Eric 'Hobsbawm,
had a weekly column devoted to jazz in the New Statesman, and Philip
Larkin reviewed jazz tecords for the Daily Telegraph. The Melody Maker,
New Musical Express, Jazz Journal, which all sold in respectable numbers,
were eagerly read by the jazz world, and by 1957 Rex Harris’s Jazz, first
published as a Pelican Special in 1952, had gone intd its seventh edition,
The Notting Hill Riots make plain that in the 1950s racism was, as it still
is, a prevalent feature of English life, but for all that, jazz was both widely
accepted and highly reputable.

In 19205 Britain jazz also enjoyed a certain reputation. But although
home-grown musicians and composers were increasingly fascinated by it, the
intellectual and social climate of the 1930s between them depressed the
opportunities for black musicians to play or, even more important, to want
to play in the UK. By the end of the decade the Musicians Union had
instituted a ban on overseas orchestras or groups, and while individual
musicians were occasionally allowed to tour; they had to be accompanied by
British musicians. You could hear Fats Waller, but not his thythm, Louis
Armstrong, but not his orchestra. Both musicians came to Britain in the
Tatter 1930s. Neither much enjoyed the experience. . h

Leave the fact that they could not tour with their own musicians out of
it. Both Waller and Armstrong were billed as “entertainers”, with all that
implied of racist assumptions about “nigger minstrel” shows. The music
itself did not matter to the agents and managers who hired them. That this
should be so tells us a good deal about changed perceptions of the music in
the 1930s. In the previous decade jazz had been seen by those who thought
themselves in any way progressive as part of a new wave of energy, of radical
creativity. But in the 1930s intellectuals, especially left-wing intellectuals,
scorned it. Far from being progressive, it was commercial, decadent, debased.
S0 at least the party line on the left ran, and it ran in tandem with that of the
right.

There were exceptions to this rehearsed response, the most eloguent
perhaps being Constant Lambert’s. In his Music Ho! (1934) Lambert devotes
over twenty pages to an account of jazz, in the course of which he writes
sympathetically but critically of Louis Armstrong as “one of the most
remarkable virtaosi of the present day”, who “enthralls us at a first hearing,
but after a few records one realises that all his improvisations are based on
the same restricted circle of ideas”, a remark which can only be understood if
we conclude that Lambert had been listening to the wrong records. They will
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have been the “showrnan” waxings Armstrong was forced to make in the
with King Oliver, which between them Tepresent some of -the ‘greatest music
ever made by jazz musicians. Those classic recordings were no‘E easy tff
obtain outside America. The recording_s Armstrong made under the ‘ gmdanoe
—that is, pressure— of his mafia-installed manager of th;: thirties, Joe
Glaser, are a different and vastly inferior matter, for all tl_u:]; moments of
individual genius. I do not blame Lambert for finding them hl]}lted n scope.

Wwith Puke Ellington, on the other hand, Lambert is wonderfully
perceptive. It has to be said that Ellington’s rocordm%s were easier to come
by, and as he was not being run by the Mob —his music and image were not
as commercially exploitable as Armstrong’s— he was therefore free to record
more or less as and what he liked. From tracks Lambert lists, we know he
had heard some of the best of the Duke’s music. Ellington is, he says, *“a real
composer”, and then he goes on:

The real interest of Ellington’s records lies not so much in their
colour, brilliant though that may be, as in the amazingly skilful
proportions in which the colour is used T do not only mean skilful
as compared with other jazz composers, but as compared with so-
called highbrow composers. I know of nothing in Ravel so
dexterous in treatment as the varied solos in the middle of the
ebullient Hot and Bothered and nothing in Stravinsky more
dynamic than the final section [...].

The exquisitely tired and four-in-the-morning Mood Indige is an
equally remarkable piece of writing of a lyrical and harmonic order,
yet it is palpably by the same hand. How well we know those
composers whose slow movements seem to be written by someone
else —who change from slow Vaughan Williams to quick
Stravinsky and from quick Hindemith to slow Cesar Franck. The
ability to maintain the same style in totally different moods is one
of the hall-marks of the genuine composer, whether major or
minor. (1948; 155-156)

There is more in the same vein and although it is a pity that in -the last
sentence quoted Lambert seems to be hedging his bets, his remains one of the
very best pieces of writing about Ellington that I know.*

Edward Crankshaw had presumably read Lambert's book when he
contributed his essay on “Music” to Geoffrey Grigson’s The Arts To-day
(1935). At all events he cites it in his short list of “Books to Read™. But he
has nothing to say about jazz. Perhaps he thought Lambert’s enthusiasm for

1930s, not the early recordings of the Hot Five, Hot Seven, nor the work .
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it an amiable eccentricity. Those on the left were liable t
accommodating. Here, for example, in his Marxism and Poetry, i the
classical scholar George Thomson, offering advice to young poets o
cuitivate the lost tradition of folk song and ballad: o

Poetry must be reunited with music. Poetry recitals are gt Present
unattractive to the people, because they are unfamiliar; but the

can still be drawn to song recitals. Moreover, there is 2 serioug
shortage of contemporary British working class songs. Havin

regard to these two circumstances, I would recormmend a young poet
seeking a popular audience to try his hand at making new songs for
the people —either new words to a new tane, if he can find 4
composer to work with, or new words to an old fune. Then, having
had his words performed at some demonstration or rally or even gy
ordinary branch meeting, let him call as many as possible of his
listeners together and ask them how they liked it and how they
think it could be improved. If he does that, he will soon find that
many of them have a genuine feeling for poetry. (1941: 78)

This is characteristic of much marxist writing of the 30s. Thomson takes for
granted that “the poet” will not come from “the people”, but will have to act
as their instructor and guide. They receive what he alone can offer. He must
take them by the hand and lead them away from the debased expressions of
popular culture on which they rely. And what are those expressions? Why,
“Jazz and other forms of commercialised music” (1941: 809,

Thomson undoubtedly took ‘his line from Moscow, via the Communist
Party of Great Britain’s offices in King Street. There, disapproval of jazz
went with dismissal of western cinema. Both were assumed to be
commercialised expressions of decadent, capitalist culture, an assumption to
be in the course of time turned into specious argument by Theodor Adorno,
for whom jazz created the “illusion rather than the reality of free creation, and
thus revealed its location in mass culture” (1989: 155). As Kathy J. Ogren
tightly notes of this in her impressive The Jazz Revolution: Twenties
America and the Meaning of Jazz, “Adormo was not informed nor was he
sensitive to the origins of jazz in black music and he regarded the use of
popular song in jazz compositions as  evidence indicating  its
commercialisation” (1989: 155). Stll, never let ignorance of your subject
stand in the way of a good theory about it.

We might perhaps detect something rather more disreputable than
ignorance at work here. Fredric Jameson apparently thinks Adomo must have

0 be far Jogg

~—onvincingly

jazz’s roots
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ic of Paul Whiternan, which bears about as much
tt(l;e jglzl.;sxzs formica does to marble, but Peter Brgok?r
arcues that this is unlikely, given Adormo’s references to jazz’s
(?996: 211). It is at least possible that what motivates
Aﬁ-ican’ r':)O'ttsicism of jazz is an unstated racism or, perhaps, a feelmg that
Adomo * 0 in a kind of wr-peasant society makes it unacceptabl.e in an
socialist culture. Either way, it i.s clear that what we mlighpt cegll
linised response 0 jazz was very dlffem;n't frqm that prevailing in
the St2 cow which, as we have seen, Bechet visited in 1926, and where he
15208 Moglack musicians seem to have been welcome guegts. .
and otherrdino to Chilton, at least two black bands were in Mosccgyv in the
'Aocoof thaot year, and “the musicians soon. linked up socially”. Bechet
sbpecnanmg deeply interested in “serious” music: contemporary work and
3jke v5kyp At that time Monday was a work-free day in Russia, a_nf':l one of
et O‘c:iané recalled that “Monday night was the time for all musicians and
ﬂ:;?olrl;usalnd dancers to meet at various c¢lubs. We had a wonderful time in
idowow. The women loved Sidney” (198‘{: ?7.-78).’ e in 1928, But
They loved him in Germany, too, which he brgeﬂ;i visit lpddl o;* but
neither Germany nor Russia would have lovec! him in the mi lle e
following decade. Hitler and Stalin were as one in their conc}emnalt_:llon- 0 the
music Bechet played.* As for Italy, Mussolini banned all jazz. a?lnce};l e
importance of France —well, Paris— for jazz musicians, especially a:;;l
ones. Because quite apart from the cit)_f’s cha:actcr}sm_: racial a.nd has;x !
tolerance, and the informed delight that_ many took in jazz, Pa1‘ﬂ11§rti -?;Ee
greai advantage over most other calpi?Ii cme.g of the twenties and es:
i clubs where the music best thrives. ‘ :
kmdgglin certainly had such clubs in the 1920s, and as is fvell }cnO\tx];n they
tolerated sexual transgressiveness. Hence, of course, Auden’s going fiﬁe lﬁ
search of boys. Tony Jackson, Lester Young and B_ﬂly Strayhorn vtflol a
have felt at ease in Berlin, especially as, according to John Wi _eltt,h;;
Weimar Germany “a new spirit permeated all the arts [...]. One model he
certainly was the “production art” which had evolved out of Soviet
Constructionism; another was the Anglo-Saxon mythology pf jazz, spor;c],
easy humour and a hard-headed respect for facts” (198fi: 56?). But -al;hlm;gﬂ
Willett reports that Paul Hindemith first‘hean:l American jazz in 19d "
found it “a model of economical orchestration and dynamic drive”, and despite

in mind
re,laﬁOI]Shlp

enlightened

his reproducing photographs of the Bauhaus jazz band and a 1927 painting by

i » : ' inced that jazz ever
Carl Hofer of a “Six-Man Band™ (1984: 99), 1 am not convince Jaz
made the impact in Germany it undoubtedly did in France. And this is less
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because Hofer’s painting shows a front-line of saxophonist and violinist
(unlikely but by no means impossible) than because as far as I know
Armerican jazzmen simply did not go to Germany as frequently or with such
enthusiasm as they did to Prance. Clubs there might be: in Berlin, in
Frankfurt, in Bonn, at least until Hitler closed them down, but where were
the German musicians who really understood about jazz?

By contrast, London had a number of good musicians but lacked the
clubs. That is to say, such night spots as there were typically lacked drinking
licences and were liable to be raided by the police looking for illegal liquor
and/ or drugs. Then why bother with London when Parisian ‘night clubs were
0 much more attractive than London’s? For one thing, Parisian policemen
were on the whole less likely to come crashing into a club, especially as
clubs were mostly licensed, so that you could drink in comparative freedom
and comparatively cheaply. For another, the drink was of better quality, and it
could be drunk for longer hours. By the late twenties the Bar Gaya had “Iost
out to another fashionable boite de nuit, Le Boeuf sur le Toir” (1968: 155),
but there were plenty of other clubs where you could go to hear or play jazz,
among them Les Ambassadeurs, Chez Florence, Bricktop’s, Les Trois
Matelors. '

In his beautiful, affectionate account of Bill Coleman, whom he knew
well in that great trumpet man's later days, John Wain writes:

Sometimes, now, I try to imagine the life that Bill Coleman, in his
ealy thirties, lived in pre-war Paris. It was a Franco-American life,
of course; many of his professional contacts were with fellow-
Americans —fellow-blacks, for the most part— who spent a week
or two in Paris and needed his services In getting their music up to
the right pitch of energy and inspiration. But, after a week or two,
they went back to America, to the security of their regular jobs and
their regular surroundings, distasteful as these must always have
been for the black man. They enjoyed Paris, breathed its more
buman air, and went home. Coleman stayed. He worked with French
musicians like Reinhardt and Stephane Grappeili. He played in
Parisian clubs and recorded in Parisian studios. He had his regular
drink in Chez Boudon, the chosen cafe of the jazz fraternity. He
was happy, and he made wonderful music, (1986: 121}

And that, I think, says it all. For many engaged in the modernist enterprise
“jazz” was a term that signified a variety of either virtues or vices. But for the
men and women who performed it, jazz was what they did. This jazz would
later be contrasted with “modem jazz”. Philip Larkin’s triple-headed horror,
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parker, Pound and Picasso, aligns post-1940s jazz with more mainstream
modernism. Yet we have seen that from the moment it reached Europe, jazz,
especially-the.“classic” jazz so.loved by Larkin, was regarded by modernists
as an art-form (could it be?) of which they had to take a}qcount Eor tha?se
deeply involved in music, as composers, conductors, critics —Hindemith,
Stravinsky, Ansermet, Lambert— this seemed an especially urgent matter.
But for others, too, jazz was at the very least a phenomenon w]_uf:h required
critical attention, if not endorsément. Meanwhile, the musicians made

music.

NOTES

! Ansermet’s article, which has acquired an almost legendary status in‘ jazz
history, has often been translated and made available in English versions,
although many of them are abridgements of the original. The text I use, taken
from Ralph De Toledano’s Frontiers of Jazz, is the most reliable. For an excellent
account of the SSO in Loadon, see John Chilton’s biography of Sidoey Bechet,
especially pp. 35-44 (see Works Cited).

* The perception among European musicologists and composers m the carly
years of the twentieth century that jazz was a radically new and energising form: of
music cannot be examined properly in an essay. What can be said is that during
the interwar period, at different times, jazz began to affect most forms of music.
For more on this, sce Constant Lambert’s Music Ho! and other texts in Works
Cited. At first, jazz seems to have been thought of as coterminous with rag-time,
but by 1919, as Ansermet’s article makes clear, rag-time was pmpcrly_ understood
to be one expression of jazz among many others. The “Shakespeherian Rag —/
It’s so elegant/ So intelligent” of The Waste Land, as well as the syncopated talk
of the characters in Sweeney Agonistes, is evidence of Eliot’s reactionary
modemism, his belief in jazz as a marker of decadence, although he is clealy, if
grudgingly, fascinated by its rhythmic energies. For more on this see Lucas, The
Radical Twenties (1997; 130).

* This is a complex matter and, as with the perception of jazz as radical music,
not one to be explored within the cenfines of the present essay. But tl:Ee la_te
nineteenth-century discovery of “primitive” art, and its enthusiastic reception in
Paris, is of considerable importance for artists, writers and musicians, and is
discussed in Roger Shattuck’s The Banguetr Years, and in biographies and critical

.
|
|




T e e 5 TS = e

|

0o JOHN LUCAS

tE
! -

studies of such important artists as Ganguin, Picasso and Matisse, as well as of
Jarry and Satie, ‘.

* In a fuller account I would want to consider Lambert’s discussion of what he
calls “Symphonic Jazz” —that is, the use of jazz idioms by “serious” composers,
including some named by Ansermet, as well as Hindemith. and, a little later,

Vaughan Williams. The other side of this coin is the wish of some jazz composers -

and musicians to be “serious”, which in one expression leads to Gershwin’s surely
overblown “Rhapsody In Blue” —to name one example of many that could be
cited— and in another to the misbegotten recordings made by, among others,
Billie Holiday and Charlie Parker, in which jazz combos are accompanied by
banks of violins. There is also the beyond-parody, “no expense spared”,
rendition —as it might be called— of “St Louis Blues” by Leonard Bernstein and
the Boston Symphony Orchestra, which grotesquely introdes into the film
Ambassador of Jazz. The film, made in the mid-1950s and purporting to celebrate
the genins of Louis Armstrong, is in fact a woeful piece of Cold War propaganda,
intended to show that jazz is at once High Art and the Music of the People. Eat
your heart out, Zhdanov.

* For more on the hardening Soviet hostility to jazz during the Stalinist
period, see Marshall Stearns (1958: 202-203),

* It also of course played host to many whose interest in jazz spilled over into
enthusiastic endorsement of the soirces of Jazz. Hence, in part, the inspiration for
Negro, a vast anthology edited by Nancy Cunard and her black jezz-pianist lover,
Henry Crowder,-and published by Cunard’s Hours Press in France ~—where else?—
in 1935. ,
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ALASDARR D. F. MACRAE
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A central feature of interwar modernism was its cosmopolitanism. Works as
diverse as The Waste Land (1922), Ulysses (1922), Hugh MacDiarmid’s 4
Drunk Man Looks af the Thistle (1926), Pound’s Cantos (1917-1970), and
David Jones’s [n Parenthesis (1937) incorporate extensive material from other
eras and languages. Translators ate crucial mediators and prompters of the
mysterious processes by which influences and themes are transferred between
cultures, by accident, coincidence or design. Would Ezra Pound’s career, for 1
example, have taken a different tack if the widow of Ernest Fenollosa had not b
entrusted her husband’s papers on The Chinese Written Character to the A
poet? Bdwin Muir (1887-1959) was a considerable poet as well as a pioneer ’. i
translator. His main contribution to the culture of modernism, however, |
consisted less in his own work than in the kinds of writing he made available
to his contemporaries, as one of the leading translators and promoters of
European, and particularly Germanic, literature in the English-speaking e
world. To examine how Muir came to be a translator of Continental s
literature, and the impact of his mediations on the second generation of 3o
Anglo-American modemists, is to cast a representative light on the tole and | i
significance of translation in the production of Anglophone modernism. it
In a 1931 essay on Virginia Woolf, centred on her newly published novel I
The Waves, Edwin Muir wrote: h .

PR

Nothing is stranger in modern literature, and nothing probably %
could tell us more about it, than this hostility to tears, the mark at e
which once even the greatest writers aimed [...]. In spite- of all o
[D. H. Lawrence’s] anti-intellectualism he was more penetrated by !!' :
what he himself called the vims of intellect than George Eliot,
though she was as powerfully resolved to be intellectual, as he to
be “instinctive”. Indeed almost all modem novelists are more
intellectual in a certain sense than any of their predecessors of fifty
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s such as Havelock Ellis, Bergson, Joyce and_Sorel. He found Heine's
and Prose intoxicating, and Dostoyevsky painfuliy close to what he
in his own life; but it was in Nietzsche that he-found-am-empowering
1o which allowed him to rise above the misery around him. He had writien
e in 1909 asking for intellectual guidance. Orage wrote back
athetically and recommended the reading of the complete output of 2
of mind. Orage himself had read Plato in this way and now suggested the
?ﬁe habharata to the young man. Muir, instead, decided to read Nietzsche,
wlfose works had been published in English, edited by Oscar Levy, and
whose thought had been propagated in the pages of The New Age. For more
than ten years, starting when he was twenty-two, Muir was “more attracted to
hizn than to any other writer. He has spoken to me as no one else has™ (m
Butter 1974 21). But he later regarded Nietzsche as a misguided and
. misguiding enchanter, the power of whose writings was ultimately
* meretricious.
By his mid-twenties he was widely but unsystematically read, in a way
" that did not distinguish clearly between “literary” and “non-literary” works.
He read to expand his world of parochial drudgery, to explore challenges to
the assumptions and dictates of that world, and to take pleasure in visions of
life beyond his own, constructing a cultural realm for himself rather than
ipheriting one from his class, family, educational training or nationality. He
pegan his writing career in 1913 with contributions of verse and prose to the
journal which had helped shape his thought. His first book, based on these
contributions to The New Age, was published in 1918 as We Moderns:
Enigmas and Guesses, a choice of title which somewhat qualifies Bradbury’s
and McFarlane’s contrast in Modernism, between the “near-obsessive concern
for the term “modern” [on the Continent] and the comparative disregard of it
during these same years in England, where between Meredith’s Modern Love
of 1862 and Michael Roberts's anthology The Faber Book of Modern Verse
in 1936, the term is rarely used in any programmatic way” (Bradbury and
McFarlane 1976: 37-38). '

The American propagandist of the novel, H. L. Mencken, was so
impressed by Muir’s book that he amanged for its publication in America
with an enthusiastic preface by himself; while Herbert Read, soon to become
an advocate of modernist writing, wrote in his War Diary in June 1918: *1
don’t remember a book that 1 have found so full of acceptable suggestions”
(Read 1963: 133). Muir himself by 1924 found his book of thoughts on
contemporary culture “raw, immature, and an expression of a lamentable bad-
taste” (in Butter 1974: 35). What he presents as “modern” is progressive ideas
related to emancipation, in contrast to mere modish novelty. Heavily
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influenced by Nietzsche, who is lavishly referred to, Muir’s view of “modey»
writing seems very. tame. Galsworthy, Wells, Shaw and Chesterton
assessed and found deficient in progressing beyond the nineteenth-cey
figares he rates highly: Goethe, Ibsen and Nietzsche. Poetry emerges weakly
and there is no awareness shown of Eliot, whose Prufrock and other
Observations had been published in 1917, or of Pound, some of whose work
Muir must have encountered in The New Age, to which Pound was a fellow
contributor. Stranger still, there is no reference to the First World War or any
public events of the time. It is as if Muir were simply showing off hig
reading, expressing a disappointment with his contemporaries, and Waiting
for more significant developments.

Some of these developments featured in his next two prose collections,
Laritudes in 1924 and Transition in 1926, although the titles both indicate
travelling rather than arriving. As early as 1925, however, he could express a
guarded optimism. A period of the “full grown” in literature, he writes,

may come in the generation to follow ours if the experiments of
this age are successfully prosecuted and should open ont 2 new
opportunity [...]. At any rate, with all the disadvantages, I woulqd
far rather live in this age which can show Joyce and Ulysses. than
in the last one, which could show nothing better than Shaw [.]. 1
imow the expense of spirit in this waste -of shame which our
generation is; the mysterious spiritual destruction of such really
fine and gifted namres as Eliot, the spiritual twisting of Joyce, the
distortion of everything, the chaos berween the fall of one set of
values and the discovery of another. (In Butter 1974: 47-48)

Major changes took place in Muir’s circumstances in the early 1920s. After
his marriage in 1919 he moved with his wife, Willa, to London, where he
became assistant to Orage on The New Age, made a meagre living by literary
Journalism, and underwent psychoanalysis in an attempt to release pent-up
confusions and anxieties. As a consequence of the publication of We Moderns
in the United States, Muir was invited to contribute regular, well-paid articles
10 a new, radical, American magazine, The Freeman, and the income allowed
the Muirs to travel to the Continent. They settled in Prague for seven
months and then moved about between Germany, Austria and Ttaly during the
next couple of years. Their work as translators began in 1924 with the plays
of Gerhart Hauptmann. Muir would also date his writing career proper in
poetry, fiction and criticism from this spell abroad. His first book of poetry,
First Poems, was published in 1925; his first novel, The Marionetze,
appeared in 1927,
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tax, structure, narrating voice and ideas of his own
In th:lililgc?i%:};gfglumes .of poems there is little. that would allow us
thees norzbe Muir Zs a medernist writer, and his attiade to modcnpst
© de?centation in his contemporaries was deeply ambivalent. Exasgcratlon
°)Epenm e experimental authors breaks out at times, as, for example, in \fvhat
}wth Sc::;:ull:ly a reaction to parts of “Work in Progress™: “Joyce I l}ave given
. d Stein has always seemed to me a stupid person with good intentions.
W andham] Lewis is hammering away at something or other, but he has’ not
[Wyned to his readers what it is: perhaps he does not know himself” (in
dile 1974: 67). In this same letter to Sydoey Schiff in 1929, h(?weve;, he
Bun;rmended two books he had read recently: Rilke’s Die Aufzezchnan‘gen
zs'o Malte Laurids Brigge, written in 1910 and to be published in tra.n’slatlon
as The Notebook of Malte Laurids Brigge in 1930, and Franz Kafka's Dr}:s
Schioss, published in 1926 and to be translated py the M}lll‘S as The Cqst e
(1930). Much as he was thrilled by the intense introspective prose of ’lt?hml:f’
Muir found his poetry often brilliant but unsatisfying. H; wre_sgle_cl wi . $
difficuities and one form of his usefulness to readers of his criticism 1; ; I?t
he involves the readers with his problems and encourages them to try Rilke
VEs. )
for tlftf?is*se:loe\fel Poor Tom (1932), Muir quotes in German from the opemn’g
of the Duino Elegies: “and even the nodding beasts are a“:éll‘&" that we don’t
fee! very securely at home/ in this ingcrpre_ted world (tr_*anslanon Fy
Leishman and Spender: 170). The insecurity diagnosed b‘y Rilke was, hl(_n'
Muir, a central feature of modern consciousn;ss and f major element in his
own work. It can be related to what he described as ’tht? chaos between the
fall of one set of values and the discovery of another” (in Butter 1974: 48).
His discovery of the work of Kafka was utterly appropriate —one of_ these
seemingly inevitable conjunctions which happen w1¢ artists— and Mll.u{ was
tmmediately caught by that alarming Kafkaesque mixture of otherworldliness
e ffgglrtlfsal of Elgin W. Mellown’s Bibliography of the errz"n‘g.f of Edwin
Muir and the indexes of his Selected Letters and collections of cnpcal essays
reveals the extraordinary range of reference to non-Anglophone hteratl_lre in
his work. Poetry, fiction and drama appear to haye been equally attractive to
his eclectic appetite, and thinkers such as Kierkegaard, Spengler, Jung,
Gabriel Marcel, Schopenhauer and Simone Weil feature in his dlSCIII'SI’VC
prose. The “poetic” or imaginative, however, always appealed, more to him
than realist writing. It was Peer Gynt and Brand, not A Doll's House, that
he rated highly in Ibsen and, indeed, it is Peer Gynr that has come o be
commonly regarded as a seminal work in the early phase of modernism.
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Probably Muir’s longest-running and most substantial PTOmOtion of
foreign writer was of the German poet Holderlin, who di

life in a state of quiet insanity, Not well-kng
even in Germany till a more complete collection of his
in 1916, Holderlin’s poetry was first written about b
included two substantial essa
(1949) and he was still discussing him in a letter of 1956 when he degey
him as “the great modern representative figure” of “bewildermeng
187-188). Holderlin’s poetry exerted considerable influences on Ri
Stefan Georg. His juxtapositions and meltings of past and
and spiritual, human and divine, mythical and immediate;

of ordinary syntax, anficipate aspects of modernist p
which Muir makes: :

The derangement of Hélderlin’s mind can be more cle
the extreme 'disconnections of some of his poetry, where 3 2ap
seems o yawn between one statement and the next, producing zp
effect as if the reader closed his eyes for a mome

ot and foupd
himself in a diffarent place when he opened them: again. (Mujr
1949: 87

arly seen ip

Michael Hamburger, the main translator of Holdertin into English, similarly
relates him to later developments in symbolism and imagism, suggesting
that some pieces “prefigure the kind of agsociation practised by twentieth.
century innovators, such as Mr. Ezra Pound jn the Cantos™ (Hamburger

1980: 15). The figure of Holderlin appears several times in Muir’s own
poetry, for example: -

Mad Holderlin '
Praised God and Man, cut off from God and Man
In a bright and twisted world. (In Butter 1991: 285)

He features also in “Hilderlin’s Joumey” and “A Mad Poet”, Obviously
something in Holderlin’s intense and fractured story matched an aspect of
Muir’s own psyche, and some clash between a romantic, idealist aspiration
and the denial of that aspiration in modemn harshness seemed, to Muir, to be
emblematic of the hazardous situation of the individual in our century.

A second poet promoted by Muir is the Auvstrian Hugo von
Hofmannsthal (1 874-1929). Interestingly, although their lives were
completely dissimilar, Hofmannsthal, like Hblderlin, entered something of a
poetic silence in the second half of his career and devoted his energies to the

ed in 1843, having

poems wasg Pub]lshed

v Muir in 1923
ys on him in Essays on Literature and So-:z'ery

(1974.

ke ang
Present, physica)
and his dislocationg

octics, a ¢onnection
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i ding Hofmannsthal and
1923, when Muir was rea
s I(IE excited by the work of Rimbaud, another poet who
: itsry)'." AsTate as-1956;-Muir was still eager -to-g;?;éc
bstantial on Hofmannsthal. Thc‘ambltlon was never' 11111 don’E
mething Sn oet is highly praised in his essays and letters: T don'
the A?cs,f :11113311‘) perfection there is any ptthrﬂ(l'_{‘rer%a; 1:'gc:‘ea:.ld toT;c;uklc i
. 89), and he is compared with €, iy L
) lgitfsfgrd Chandos (1902), Hofmannsthal presents the dﬂc;n:;xrla&;
famo? Leeieby all serious poets in various dengfcs& ec%f tthe_z gﬁebitx:fsﬁ% &
e d self-defeat in
i i ¢ arentness an : !
mlnisfmgfgﬁhﬁoga?}?lssﬁal in the dramatic disguise of the Letrer seems

and OP
1in, he W

wl frOm po

ui

hink that

writing:

to

i i beliefs about
i ir also found confirmation of his own be :
: mved‘xlll ]slgﬁgj?lr-lofriaméthal’s contentions in other prose pieces. In his
listzra;m‘{%lllc Poetic Imagination”, Muir writes:

mannsthal said once that great im_agination‘ls always
Hugs(;r‘\;zltji\g?fo thsitshhe may have meant ‘that it keeps 1ntactsipﬁ
Eﬂﬁa which unites us with the past of mankind, so tll1at wfe (:ha: Cild
derstand Odysseus and Penelope and the people of ¢ ¢ o
%n tament [...]. Or he may have meant somethmg more:
ini;gination 1s able to do this because it sees the life Iof evpr;ft?gz
as the endless repetition of a universa{ pattern [.“]i-l ?agm tlon
tells us that we become buman by repetition ‘[...]. Orh o mam;uem
may have meant that in the past c_mly is the human bpack m
complete, that there is the place tottwhlch Stl;etg::s:]r:; t;rxllssem k to
i i i 55 pattern.
ﬁlrllgstligsn ﬁplggl:tflalalx}lrd mﬁg bl;.ck to find its answer at a place
\qafhere all is over. (Muir 1965: 225)

All three suggested meanings fit well with what we find in Muir’s own
Poetrgl;liged to earn his living with literary journalism, Mu&rr::rﬁ(;tisgnbﬁltanhz
topics not close to his heart (he produced around a thousand his, but he
wgs free to express opinions and make assessments according to‘n  dastes.
When we come to the books he helped to translate we are 1 it
tesritory. The Freeman ceased publication in 1924 and‘somf: way aa o be
found to eam a living. The publisher of thq magazine invited > uﬁlnriiﬂa
translate Hauptmann’s plays, plays which Ml}lr was 10 find stupi t;:nce "
Muir had taken a degree in Classics but she quickly attained a COmFe - in
German when they travelled abroad. Edwin Muir’s progress was § owelr,
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his ability to read German advanced faster than his spoken
worth noting that they did not undertake to translate poets; in fact, apan-
some verse in the books they translated and Some quotations ygeg in
y try with ap imemi()n )
publish. Willa translated a number of books on her own and ghe probap)
more than her share on some of the longer novels. Particularly in fhe Cage '
Leon Feuchtwanger, where note of the novels is short and some are oy
seven hundred pages, the work was often numbingly tedious.
Feunchtwanger’s Jew Siiss, published in London

were paid a set fee), but their work was widely praised, as for ex
reviews quoted on the end-

papers of The Ugly Duchess,
Feuchtwanger novel, published in 1927 “Mr and Mrs Muijr have
in a translation so beautiful that even commendation seems
Impertinence” and “The translation [...]is a1e

markable fear”,
this they were soon in a position to propose further books for

translatien, J ;
was thus they came to translate Kafka’s The Castle. When they had been in -

Prague in 1921-22 they had not known of his existence. Th

only with Czech speakers, such as the
unaware of the small groups of German speakers. Kafka
thereabouts ‘during their stay and it seems rather Kafkaesque t
were to become so intimate with and entangled in his work, m

him in the street without recognition.The entry for Kafka’
October 1921 reads:

was there or
hat they, who

s diary on 18

Eternal childhood [...]. Life calls again. It is entirely conceivable
that life’s splendour forever lies in wait about each one of us in ali

its fuilness, but veiled from view, deep down, invisible, far off
[...]. It is there, though, not hostile not reluctant, not deaf. If you
summon it by the o

ght word, by its right pame, it will come. This
is the essence of magic, which does not create bue summons. {In
Erod 1964: 393)

This coincides with a central ¢

ontention of Muir’s thinking later to be fully
developed in his final

volume One Foor in Eden (1956), Part II of which

opens with the poem addressed to a Kafka seen as a redeeming figure:

ey had mixed °
dramatist Kare] Capek, and were -

ay have passed

il
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, sad champion of the drab
oo yt?;l’f d;a;ulfmt& the tell-tale shames drift in [..]
Anc [ i and read-en-all the- les_aves of sin o o 1991 116
Et mit;';s secret script, the saving proof. (In Bu
¢

(=511 i is evi y Mlﬁl" 5
‘te h

. i eams,
stage Kafka's stories continued themselves in ?:l:gmd;vably
- ong,i ¥ into slow serpenting nightmares, O v
unfOIneR)gle. They troubled us, but not as real &m yould have
E?)axf: for they did not seem to come from our g:;?ly bt froe 2
¥ A . o g ‘
e periphery of consciousnes turr L for
worksh;: ppfixvau;e psatigfaction, a succession of weird inventio
its ow

(Muir 1954: 240)

) . ightforward: tear the book in
. translating a book was s’tra:lg - ned that
g proceilrrlr;izra half, then edit the other’s half. It ?atsio]f:ncﬂ::nthough
half cac}:j;:r something Christian into the Kafka trans fﬁe riod when they
i&luﬁ- ‘:re;uld not have described hi?]llseg atcsl at e(:;lt]:dsﬂ?ln( t':;ka *spgbles \ sense of
U i e
: novels. Certainly he detect: nt not
e e et is allod “original sin”, but be sav Bl o
What;lit?cgllly Christian but as a kind of alienation similar to
as Speciiic Tke. ‘ Lated
in Holder o andolffillieand most of the short stories of Kafka weni1 ;anjfathe
e thli‘:l r;n the 1930s. Ii is impossible to assess h%wbﬁo Kafln as
o pub11'lS ature written in English since then owes some \?ement without
S by the Muirs. The slewed, implacable logic, the mo begging for
meél:etse;:l bt)l;e falling in and out of focutga, Tt:e lere&iial tjl_l:e Ci%tle ad
Progress, f the world o e : .

11 parts © - tion of
acceptance;wir; wahiclE would have found an echo in tl}e seoc_:md a%.en:rrzb 1‘1:; of
feﬁ? c;1rgne modernists. In retrospect, we see p Sdsmazzs mdelzad W. H.
thgtc ilftcrwar e o ADXifhty”’ wmulé%ufotileth;eczzc{ ‘World War, like its

f 1 orical poem of that name a okcsman of
;ﬁiﬁeisaé: gNew Year Letter, both pay homage io Kafka as the sp

ition. iter i ‘Muirs

the Tfﬂscf: dlitt;(:il::m remains high but the other writer in v;:iltlioglll tﬂ:)cf sight.

i t:d much liime and energy in translating seems to have Sonnous difficult

EYeSSchIaﬁvandler by Herman Broch (1886-1951) is an en has written 2

e f six hundred and fifty pages. Elizabeth HuyermBan o borne with
?fs\;?:;at?nﬂsessay on the laborious business of translating Broch,
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remarkable tolerance by the Muirs (Huberman 1990). Although they s
The Sleepwalkers greatly and translated The [Unknown Qualiry three

later, they declined when Broch requested them to translate The Dearh,
Virgil. The Sleepwalkers was written as a rilogy, with the Muir
translating as the parts were written. For some critics, it, along with The

outside different characters at different times in different social and clag
situations and also with a narrator’s or author’s voice spliced in. The styje of
each section is special to that section; plain narrative mingles with drampagj
scenes in dialogue, discursive essays and sequences of verse. Even ip the

ttny ones; some chapters are bulging and indigestible and one chapter
consists of a single short sentence. The action moves from 1888 to 1918,
but in jumps rather than as a linear chronicle. Each of the three sections hag 5
subtitle, “Romanticism™, “Anarchy” and “Realism”, which suggests a wider
authorial viewpoint or mode of cultural interpretation. This larger scheme is
emphasised by a series of chapters entitied “Disintegration of Values”,

In such a period of disintegration people sleepwalk towards a total break.
down. Muir was astounded at the beauty of some passages, the psychological
acuteness of others, but what most impressed him was Broch’s overal
stylistic control. Broch, in turn, approved of an essay written by Muir to

prospective readers of the novel (in Butter 1988). The essay ‘was published in
August 1932 in The Modern Scot, and in November in the American
Bookman. ' '

Muir’s connection with Scotland needs some comment. Although,
between leaving Glasgow for London in 1919 and 1932, he had spent only a
couple of short periods in Scotland, he had met the main intellectual figures
such as Hugh MacDiarmid, Lewis Grassic Gibbon, Francis George Scott, the
composer, and Neil Gunn, and kept in touch with events in Scotland. He
considered himself a nationalist and, when he was in Prague or Vienna
listening to concerts of Schoenberg or Stravinsky or attending the plays of
Capek or Hofmannsthal, he imagined that, in an independent Scotland,
Edinburgh could enjoy a similar cultural life. His relationship with
MacDiarmid was friendly until he published his book Scorz and Scotland in
1936, which made an enerny of MacDiarmid for the remainder of his life.

Muir, like MacDiarmid, wished to demolish the parcchialism endemic to
Scottish culture, but politically and aesthetically as well as temperamentally
the two men were incompatible. Although he valued MacDiarmid’s poetry

JAnguag
_];:was atth

of -
‘his PO
Death of Virgil, takes the novel beyond the point reached by Ulysses. T,

three sections have each a different narrational focus, Operating within gy D lder, tevo
. i CI',

syntax there is unpredictability. The reader is faced with huge sentences s

coincide with the publication of the translation and act as a help 1o
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i literary

i idered that the campaign to resurmrect Scots as a
M o?ﬁ?rinnable and misguided. MacDiarmid, despite the faqt that
Ao ime in .the. process_of moving from Scots to English in

t -
try as;:{: rgcotr and Scotland as an act of betwrayal to him and to
e’ T

ghly,

Sootian “ eef” not in reconciliation but in conflict. If
wished bu?e(‘tlﬁhxir:dit::t{iz:mzfoils seeking salvation, MacDiarmid sought
Muic 070 lutionary examples. Muir found support in a kind of quietist
rradition; MacDiarmid gave his adherence to Dostoyevsky and a;?E
i Russian tradition. His example was Leon Shestov, whose A
e resible was published in England in 1920 (with a preface by

mﬁgs E;fwiflce) and who argued against rationalist explanations and tdy”
p.H. ’

O vide between Muir and MacDiarmid is apparent in their different

; “Caledonian Antisyzygy”, a phrase developed by
amm&iiuﬁ?dtginiag?lgre‘gcoar; Smith’s Scog;}; Literature: Character and
,I::)?Iience (1919), which pointed to the antithetical fori:nes of the rgal and th.e

tic, the controlled and the anarchic, seen by Smith as a SChlZ»OPhreI].!C
fantc?istioﬁ endemic in the Scottish intelligence. The clash of opposites is
Co?comed by MacDiarmid and, in his poetry, is a mark of his modernism.
Kf ir claimed accord with Coleridge in asserting that “the mark_ of all great

utry is that it reconciles all opposites in a harmony. If Scottlsh‘pqcrlry 1?
gmed forever to express the Antisyzygy, then it contains no primciple o
progress, no dialectic, to use the fashionable cant term, and must remain

i * i 2: 36). o
Swtlcﬂgugﬁdﬁu}? 8was, 313 a literary critic, superior 1o MacDxam_nd, and
although heocontributed $0 much to a clea:ey ,thjnking abouvf modo.?rmsm ﬁ
the European intellectual tradition, it is Mmr‘ s poetry that is s_tauonar{d <
MacDiarmid’s that is dialectical and progressive In the modernist mould. !
was Muir’s receptiveness, his eagerness to listen for what a variety ©
Continental writers could do in prose or verse, rather than a desire to cmarrya‘nd
material for his own work, that made th. such an informed, percepu:;i ™
generous cormentator on writing in English, and such a powerf_ul m ffez tecll.
of Buropean modernist writing to the heirs of the literary revolution efl
by Pound, Eliot and Joyce. %

4. A much more exciting, inventive and dangerous poet than Muir, he
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ris a frequent visitor to literary commentary and cultural smdies,
ing, casually knowing reference, accompanied perhaps
by & scholarly nod in the direction of Charles Baudelaire's poetry or the
comsmentaries on him in the work of Walter Benjamin. The idea of the
stroller or window-shopper as somehow congruent with an emergent
modernity, and its symptomatic expression in the developing city, has
pecome part of modern criticism’s shared sense of cultural history, and of its

scourses upon contemporary forms of urban experience.

own present di _ .
Beyond any number of passing citations, the figure, or idea, have given an

Poems and Fragmenrs_

Press. . . . . . . L=,

- (1936) 1982. o, exciting focus to dlscu_ssmnf% of questions of_ 1dent}ty and perception in the
READ, He)rberf 219'5;20“;;?‘1 Scorland, Edirburgh: Polygon. B city, often in conjunction with other theoretical discourses from feminism,
’ + The Contrary Experience: Autobiographies. London: Faber = b postmodernism and postcolonialism (see Tester 1994). As many recognise,

however, in the process the concept has also become detached from its
moorings in Baudelaire or in Benjamin’s writings: to the point indeed where
one wonders how its current usage is exacily warranted, and why it is that the
' concept persists in the much changed urban environments of the postmodern,
%U i when the world is more likely to be viewed from a car window or the
] supermarket checkout than in a slow tour round an elegant shopping arcade.
The idea has gone walkabout, so to speak, leaving the historical figure
behind.
I want to comment on this different usage in what follows, and to
i suggest ways in which contemporary theory has not only reconfigured the
flénenr’s earlier more precisely historical meanings, sometimes in a
productive way, but has also lost sight, particularly, of Benjamin's reading of
the figure. I want to draw attention here to the way Benjamin understood, not

and Faber.

Misceldnea: A Journal of English and American Studies 20 (1999} 115-130
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- WANDERING FLANEUR OR
TR ETHiNG’ LOST IN TRANSLATION

)

_ PETER BROOKER
NORTHAMPTON UNIVERSITY COLLEGE

I

The fldneur is a frequent visitor to literary commentary and cultural studies,
an appropriately fleeting, casually knowing reference, aqcompanjed perhaps
by 2 scholarly nod in the direction of Charles Baudelaire’s poetry or the
commentaries on him in the work of Walter Benjamin. The idea of the
soller or window-shopper as somehow congruent with an emergent
modernity, and its symptomatic expression in the developing city, has
become part of modem criticism’s shared sense of cultural history, and of its
own present discourses upon contermporary forms of urban experience.
Beyond any number of passing citations, the figure, or idea, have given an
exciting focus to discussions of questions of identity and perception in the
city, often in conjunction with other theoretical discourses from feminism,
postmodernism and postcolonialism (see Tester 1994). As many recognise,
however, in the process the concept has also become detached from its
moorings in Baudelaire or in Benjamin’s writings: to the point indeed where
one wonders how its current usage is exactly warranted, and why it is that the
concept persists in the much changed urban environments of the postmodern,
when the world is more likely to be viewed from a car window or the
supermarket checkout than in a slow tour round an elegant shopping arcade.
The idea bas gone walkabout, so to speak, leaving the historical figure
behind.

I want o comment on this different usage in what follows, and to
suggest ways in which contemporary theory has not only reconfigured the
flaneur’s earlier more precisely historical meanings, sometimes in a
productive way, but has alsc lost sight, particularly, of Benjamin’s reading of
the figure. I want to draw attention here to the way Benjamin understood, not

Misceldnea: A Journal of Englisk and American Studies 20 (1999): 115-130
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simply the more discrete cyf
: tural char. 4
this figwre 10 the urban crowd as “i‘:]tlel‘aof the fldneur, byt ¢

g he T
pedestrian and proletarian. The looser Ao,

S to a later Conirast betwee
N

meanings of recent theq firsily, of some of the details of Baudelaire’s

-hould remind ourselves,

fact, to be both emptj A

less about any coﬁtef;;m’;“d it excess of, earfier accoumsryagém ou iarnin’s conceptions of the flaneir The flarenr had beenanatomised

relationship between this late riqo]g;;lcnt figure than about th:a " © re d Ben].:l'an type in popular journalism from the early nineteenth century.” He

modernist agenda. What the g cultural moment and gy eF;robl s 8l urtmm,r a gentleman of leisure with a scrupulous eye for fashion who
a5 & 5 ’ evard, arcade and opera. Baudelaire drew attention €0

ketchy lineaments of the 1:'<:;stmoclemﬁer "

t, is the problematic sel hoved from caté to boul

are in essays of the 1850s

and 1860s, particularly in “The Painter of
d Harrison 1982). Here he associated but did not

especially embody, I su
i L es
academic theorist or cﬁti%gin

]
j={]

f-conception

i lation to th, .
social world the theorist seeks ¢ 0 the crowd or mass: oo o Frascind
i eeks . $s: th : Life” (in Frascina an ;
straightforward. If the term ig lt:g g?ogse_. el\éiyl general recom ;né’abéon & d::gg the flaneur with the artist Constantin Guys. Guys’s sketches of
tain ! answered Baudelaire’s call for an art of modern life.

" fashionable Parisian life
By “modermity” Baudelaire famously resolved, “I mean the ephemeral, the

fugitive, the contingent, the half of art whose other half is the eternal and the
jm;]utable” (1982: 23). Guys’s glimpses of beauty (the “poetry of history™)
in the ostentatious and squalid appearances of the everyday answered this
‘description and gave him, importantly, “an aim loftier than that of a mere
flaneur”, for he sought to extract and distil something “more general,
something other than the fugitive pleasure of circumstance” (1982: 23).
Benjamin’s main €ssay on the fldneur forms a part of his unfinished
study of Baudetaire, itself the core of his uncompleted study of the Parisian
Areades, first conceived in the 1920s. Benjamin (1973) linked the figure with
other “heroic” urban outcasts (the apache, dandy, ragpicker, prostitute) and
saw the poet Baudelaire (not Guys) as patterning “his image of the artist after
an image of the hero” they supplied (1973: 67). They were “so many roles to
him. For the modern hero is no hero; he acts heroes” (1973: 97). Amongst
8. am F much else that is both rich and enigmatic in Benjamin’s discussion, three key
rostitutes 1 co-ordinates in this identity are relevant here. All of them stress the figure’s
! ' ambivalence: his association with the intermediary spatial domain of the
arcade, “a cross between a street and an intériewr” (1973: 37), his relation to
the crowd, and his relation to commodity production. Entering the crowd,
i Benjamin’s fldneur was by turns intoxicated and contemptuous, lost in its
mo - ) . _ anonymity but aloof in his conspicuous singularity; at once voyeur,
ment in the life of that city; and thar ¥ connoisseur, companion type of the modern detective, and the observer,
as the world knows . . ist; ’ : above all, of passing women whose “beauty” he gauged and suffered in its
» I8 NOwW rounnely dlSCrediﬁed 1 ? s s : . i .
: . # _ agonising transience. Entering the market place “in reality [...] to find a

context I ré-articul
implica:i’on?fgo wTiisoggcJ;L tﬁ. 0y 10 reariculate thesca&;’?lllgro
: . . S Distoricisi ici

including contemporary Commentat(r;rilsmg all the participants in the

There i
Adneur. E:; C?xfmt?(g double conflation to begin with of the £
new urban Y With Bandelaire, who identified this and rel ec? dgure
environments of mid nineteenth-century Paris anzf s typzs_
’ ccondly, wigy

Benjamin, who co j
. mmented apon the cultural sion;
significance of thig fi
1gure jp -
Project,

his earl i .
Michaei, ;\{’v:}i:éleatg;lc%ntuw acings of Baudelaire in his own Arcades
arcade”, of his teve ‘1‘3‘116 (1993), for example, speak £ “Bar:
: work as “famously “botanizing the F;espha?t” Benjamips -

im.mel'Sed iIl th i > )‘
il lng

Benjamj is gaic
ﬂdniurs m?ef{ said to define “people by their spatial activities:
What i - PIOWICTS [._,] sandwichmen” (Shiclds €5; p
at is striking in this s 1996: 230).

Adneur Baudelain Benjamn ometimes compound after-life granted to the

A is that the flanenr belonged stri
nineteenth century, even especially to Paris nagnd \i:;cct)?/i;?erthi
. ’ + : es

buyer” (1973: 171-172), he retained a distance from the bourgeoisie and world
of commerce as he did from the women his eyes pursued. His protest lay in
his idleness and aestbeticising gaze, at one with the pleasures of petty
bourgeois society in “empathising with commodities”, though Baudelaire, at
Jeast, “had already half withdrawn from it” {1973: 59).
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What one must add is that Benjamin clearly saw this environmen
position and artistic distance as passing, as themselves “modern” i,
1860s, and thus, as thic momett ran into the course of history,
of decay. The arcades fell into disuse, the nuances of gaslight were 1og; in the
glare of electricity. Baudelaire’s “sensitivity” to this process lent a “seif.
awareness [...] to the strolling commodity” (1973: 61),-but the Protest of the
heroic individual was doomed. Tt was, said Benjamin, “uncritica]”* (1973: 66).
The fléneur rose and fell on the cusp of early modemnity, before the urban
scene was inescapably awash with commodification and proved hig Creative
incognito unsustainable. “The fléneur”, Benjamin writes, “still stood at the
margin, of the great city as of the bourgeois class. Neither of them
overwhelmed him. In neither of them was be at home™ (1973: 170). Within 5
decade, however, this very system was to commercialise fldnerie itself in the
form of the department store. The advent of this fully commodified realm of
active shopping, Benjamin announces, was “the fldneur's final coup” (1973.
170, and see Ferguson 1994; 34-35), _

Later debate, and its reactivated Sfldneurs, should be understood in relation
to these writings and their respective cultural moments. I want here o
comment on two specific tendencies. The first, occurring within feminist
literary and social eriticism, has debated the fléneur’s association with art or
writing in relation to gender and the position of women'in early or Iate
modern urban environments. The second has assimilated the concept to the
discourses, broadly defined, of poststructuralism and postmodernism, and
extrapolated the figure to a contemporary perspective, in terms of the changed
identities said to characterise global cities or post-Fordist economies.

i

clasg

n

Perbaps the most influential essay in feminist accounts of the fénenr
remains Janet Wolff’s “The Invisible Flaneuse” (1985). Wolff makes it clear
that the flaneur was a male fj gure, inhabiting the predominantly male public.
sphere of nineteenth-century Paris as of other cities. This social reality was
compounded, she argues, by the newly emerging discipline of sociology
which, like the literature of modernity, ignored the private sphere, which was
women’s domain. The women whom Baudelaire and later sociologists
identified as occupying the public realm (the female passante and lesbian,
prostitutes, victims, widows, consumers) were viewed as approximations to
the male type, or the appendage of male status —objects of fascination,
disgust, and display; while other women “in domestic service [...] in their
factories, mills, schools, and offices” (1990: 44) were simply not observed in

: ﬂﬁneusb"
as allegorieg - -

 onstruction ©
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ic discipline, Wolffs essay is titled “the iavisible
the ﬁterat:-ll' b otr tﬂﬁz ;(;aiﬁngfc t?éls' afgument is that there was and oguld be_no
; blitse in_these_conditions._The_social_reality and ideological
ale lone f modernity meant that such a figure was not simply invisible
but now-exifer feels this argument, in Wolff and also Griselda
Eﬁzabcg}j wlissogcgnggxlfirstated, and tl%at wornen played an :llcti\ie a’s; well
pollock (19 ; in the spectacle of “consumerism and erotic illusion™ (57)
i $ I:ha;tl’aris of the Second Empire. Both wri'ters, she f;cls, cqnﬁ;ge
Whlf:h “ia of separated private and public spheres with the soplal reality in
me.ldw 05};1); eroned women did come to occupy the newer pu‘bllc places: But
thh uncstifutes courtesans and other figures of the demi-monde Wilson
i thc_ pmwerc ac,tive in the economy, sometimes c]osc‘ to the centre .of
dcscnt?ef and political power, and indeed symbolic of the disturbing sexuality
financia f the period for writers such as Zola and the Goncourts, they were
o Par\lffi?son concedes, “the ultimate objects of ¢onspicuous ConSUMption
ali”c!’l' 57). The new sites and scenes of city life and entertainment (the copeurla;,l
g art'ment stores, hotel foyers), or the gay subcultu;c where womnen com:|d
& ar alone in an urban spectacle of sexual innuendo, flirtation :
1Je’ﬂj‘apstau:}l)il:s:elaly introduced intermediate interior places between the public
outrlghivaltepsphlares. For middle-class women of leisure -especially - they
an?er?c{cd one realm into the other, chiefly through the nexus qf consumption
:fhich connected the bourgeois home with these other sncc‘i\;. In some ts:el;]iz
ini e were not unlike the intermediate zome ©
theﬁeamgzzdzm;?]anﬁeglagis the fléneur. However, unlike th§ fléneur,
gurtesans and shoppers were not strollers, dependent upon but Pc‘hstanf) :oain;
the world of commodities (contra Wilson, Wolff, Bowlby, and crglus L ae
agreed that the active female shopper is not a fldneuse). Nor, until a la t
figure such Simone de Beauvoir, citqac}‘li:rymWilson, “:Iali a:: a\;féan;laslé “;1:10 ;ﬁ;
i ween her hotel room e pavem \
?:tgl?;::ua?e ct»r writer. Janet Wolff is surely right, therefore, to conclude that
there is no point inventing a fldneuse where there was none. N
Or not at least for the period of the latter Balf of the nineteentt ce:_l_tgri);
Rachel Bowliby argues that while women were disqualified from' ﬂang:];e o
early modernity (1992: 6), the later coipcndence of moclermr‘y’ wi h fhe
consolidated expressions of literary modcmsm prpdt_xcg:d the cic];ndlﬁo:es a?rl;val
emergent modernist fldneuse. Her example is Virginia Woolf, who v
as fléneuse, as Bowlby shows, also overtakes the fi gure ?f th’e ‘passante,wr
ferale passer-by, who had been the subject of: Baudelaire’s original po;g;mi ;)t
a passer-by”, and had become a presence in much subsequent m

=11




The g ] i
- ge nc}; ri(l)l;nj;_gnmdoe us, we are musing, our Prosperity; when
hl.mger—b;ttc g the comer, We comle uponr a bearded Je;v wﬂd’
of b wo[rl& gl_afllmg out of his misery; or pass the humpe& bod ,
L wo an tiung abandoned on the Steps of a public builclirny
sud&en ) iss%grml?tsdithe herves of the spine seem to stand erect: i
never a1 shed in our eves; , question is asked which

- (1967: 159) ' o
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'ﬁowlby feels Woolf resolves the tensions in this encounter: that there is a

mpprochement; -even—aa -identification” - (1992: 24)-cancelling the felt

wmend and shock of difference. Woolf’s “derelicts”, she suggests
ﬁ?;gver, “freely choose” their position: “They are not beggars, but ideal
consumers” (1992: 24). This follows Woolf’s notion that the sites these
street dwellers “choose” near theatres, restaurants, and shop-windows provide
them with “sofas [...] tables [...] sideboards [...] carpets” (Woolf 1967: 159).
The more obvious explanation would be that, resentfully or not, they
position themselves near the places and people who might spare them a mite
of their prosperity. More importantly, the scene would seem to trigger as it _
hurries to annul the sudden impact of class difference: most transparently in
the suggestion that the derelicts are provided with the furniture of a middle-
class interior —of precisely the kind Woolf goes on to furnish in her
imagination “with sofa, table, carpet” {and rug, bowl, and mirror), as her eye
picks creatively over the possibilities displayed in the stores of Oxford Street.
The plain fact is that these street people have neither furnjture nor home,
while she, with “a room of her own”, does not need to buy these things and
can indulge her fancy. True to the role of the fldneur, she can window-shop
but does not {need to) buy. As she returns home she muses how one can tell
oneself stories of those encountered, in the “illusion” that she and they are
linked; that “one could become a washer-woman, a publican, a street singer”
(1967: 163). The “illusion” is precisely that: the stuff of fiction. The
fldneuse, like the fldneur, is fascinated by but distanced from these others in
the crowd: a figure apart, economically, socially and in the very reflections
her walking the street makes possible. The expression of modernity in this
case is embodied not by the passante but by these others who are the object
of her fictionalising gaze: the old, the poor, the ethnic down-and-outs, whose
social meaning flares and dies in a shocked moment but haunts her still. The
truth of the essay lies not in the rapprochement or linkage it may wish for
but i the gulf exposed in the glare of the moment it cannot look at: the
question it poses but cannot answer.

What thexefore remains interesting both about the fldneur and the later
fléneuse is their relation with others in the city, defined by a configuration of
class and ethnicity as well as gender, and the way these factors come to I ght,
and so reshape this figure, in the changing conjunctures of urban modernity.
If Elizabeth Wilson over-identifies the féneuse with women in public places,
she has some interesting things to say, in terms of this fuller context, about
the fldneur’s relation to women in the sexual economy of the emerging
metropolis. “It was the fldneur not the flaneuse who was invisible”, she
announces (1995: 75). What this neat reversal means is that the sexualised
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presence of women in public places served in fact to “attenuate™ 4
ma‘sculmity. Following and extending Benjamin, Wilson sezt: h;hr: tJ;lanews
of ‘the gexual life generated by capitalist relations™ (1995: 74). Th . ?Omls' 5
dislocations” of urbanisation had destabilised masculinity " m;{- Violeny 3
,ftlfn;‘uf I;ss the predatory male of standard myth than a ﬁgun; who ;:gistte}::
its disin tion: “a projecti i 8
bourgeoisiawer” (1985: J;:;Ton of an{gst rather than a s:ohd embodiment of
Ang:'rr, of a different kind, but connected in its own way with a sh,
bourgeo.ls power, is surely what is felt by Woolf’s fldneuse. Both fi ook 0
fact register something of the “fear, revulsion and horror™ Ben'affres o
su_ggested was provoked by the encounter with the city crowd (153]?0-1]11 fed
this, and the “attenuation and deferral of satisfaction” AL

. : i Y acco ine
commodification (Wilson 1995: 74). The desire for oneness Woolf ?r?tz?t};ﬁz

is only the other side of this social sexual and psychic instability. Bog,

figures, and not only the fldnewr of Wilson’s description, are newly

ambivalent, passing types, who venture out to ri :
: s risk the new
unequal social/ sexual relations produced by capitalism. Beosraphy amd
A_s such, both figures stand in need, as Wilson says of the fidneur, of 4
new discourse to replace the old (1995: 74). In fact, one waits in |

- Munt knows what she is doing: “simplifying, condensing, extracting and
24 pably bowdlerising the fldnenr here, as a vessel to be filled by the lesbian
e so that Tcai contribute to-the unfixing of the-supremacyof the
ual male gaze” (1998: 36). But what is perplexing is why this
unfixing needs to stick with a term which in its own way assexted this
smwanted suprermacy. Perhaps because unﬁxing history, as this usage does,
Jeaves anly a set of words as symbols and signifiers, the detached rhetoric of
what Edward Said has termed “wravelling theory” (1983: 226-247), to
supposedly match a mobile transgressive subjectivity.

Tim Cresswell, following the implications of the metaphor of travelling,

< parrative,
) he[erosex

romanticised the outcast” (1997: 361), and links this with- the
wromanticisation of the nomad as the geographic metaphor par excellence of
ostmodernity” (1997: 360). His examples are Edward Said himself, Michel
De Certeau, Delenze and Guattari, and Tain Chambers. The fiéneur in this
thinking mutates into a company of similarly representative outcasts or
marginal figures: the vagrant, the refugee, the exile, and above all the
migrant and nomad. These symptomatic types are seen to express the

the wings, condition of movement, decentredness and displacement marking the

"I‘he tepetitive monotony of the flaneur’s regime of swolling”, Wilso 3 postmodern, and are deployed to critique the ideas of belonging, stability,
writes, recalling Benjamin once more, “is an instance of “etemalare’cumn . unity, and tradition (or the quest for these) seen to characterise modernism and
—the eternal recurrence of the new which is “always ever the same™ (19;; N 3 modernity. Cresswell is critical of the dehistoricising generalisations this
?4)_. We recognise here a description of the logic of commodity producti ' ' produces and of the sleight of hand by which “migrant experience” is equated
f”hlch has produced the discourse of postmodernism. Is this, or a version Orrl ' to “migrant thought” (1997: 362); that is to say, how a highly differentiated
H r:he @scourse of the newly transformed, or the discourse oE endless novcl? ¥ social experience is appropriated to a supposedly migratory postmodern

Wh}ch is the hell of late capitalism? Does it offer new life to the onocy intellectual consciousness.
extinguished flineur and destabilised bourgeoisie or spell still further - I cannot here consider postcolonial or postmodem experience, nor the
disintegration? - operation of these characteristic metaphors; nor do I wish to suggest that the
populist or anarchistic character of this tendency in postmodern theory is
v ' without its disruptive force. What is remarkable is the way the figure of the
> _ flanenr haunts or is directly recruited to its ranks. De Certeau, for example,
“Is the fdneur so . . famously contrasts the totalising, rationalistic mentality of a vision of the
Sally Idfun ( lgggfe;’ﬁnf E"E: 2§§f°Pﬂf{t°d for our posimodern times?” asks city from above (the World Trade Center in New York in his example) with
after the “metaphor” o ‘ the /12 our magmations, is her answer, gazing _ the everyday “operation of walking, wandering and “window shopping™
anomie” (1998 39, as i passige;; rzs“t‘t}lsordell-jhne personahty"’ C::f “angst and _3 (1984_: 97) down beloyv. Pedestrians are “passer_s-by”, walkers and writers
Wilde’s sexual wan derings” (1998: 34 cd“;grdaﬂdy, P:audclaue to “{Oscar] combined, “whose bodies follow the thicks and thins of an urban “text” they
and lesbian life in Harlern Gree. > 1)1 i ge Sand’s cross-dressing, gay write without being able to read it” (1984: 93). These ambling, rambling,
Actuality stands flat-footed, ;s ‘g}lc d illage and Presint-dgy Brighton. illegible stories of the everyday are the narrative traces of “‘ordinary man” and
of “indeterminate sexualite™ lsggl and 1mage release a “roving signifier” the “common hero™; “tactics” which deviate from and deflect the disciplinary

y” (1998: 36). ' “strategies” of technocratic civic authorities.
1

sees the flaneur as a figure adopted by a privileged “artistic elite who
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Miraculously, the fldneur appears not only to have multiplied but ¢,
have changed sides, no longer the detached hero of modernity and lost in the
crowd so much as at one with it. This metaphorical appropriation, invérjably
risking the emptying out of historical specificity, is plainest of all in the
description given of the flaneur by John Lechte, in a reading of James Joyce,
He writes that: . ‘

The fldneur’s trajectory leads nowhere and comes from nowhere, J;
is a trajectory without fixed spatial co-ordinates; there is in short
no reference point from which to make predictions aboyt the
féneur's future. For the flaneur is an entity without Ppast or future,
withont identity: an entity of contingency and indeterminacy
(1995: 103).

The fldneur is identified here entirely with the fleeting and contingent, with
one side only of Baudelaire’s definition of the art of modernity. The fdneur,
Wilson had commented, “floats with no material base” (1995; 74). Here he

continues his flight into the skies above all material reference: “at home
when he is not at home™ (1995: 103},

but somehow embodied in the figure

of Leopold Bloom in James Joyce’s Ulysses, and in ‘the text of Finnegans

Wake, an “exemplary instance of writing as indeterminate” with “no intrinsic
link with signification” (1995: 104): .

Ironically, all of this, we might suspect, remains allegorical of wider

processes in something approaching Benjamin’s sense. For now, in a

dehistoricised or trans-historical reading, the fldneur becomes an allegorical
self-portrait of the postmodern critic him/ herself: the intellectual nomad in
search of a new discourse, scooped up in the very swirl of mass
commodification Benjamin had anticipated. But if the fléneur is really a
name, in the fullness of a historicising allegory, for this condition, this
reading 00 is abbreviated, caught mid-logic 50 as to produce a Self-validating
“image” (as in Lechte) of a now thoroughly textualised modernist “figure”,
valorised for its very emptiness and disconnection: a real nowhere 'man (or
woman}. This hollowness, once achieved, is necessary, as Munt realises, if
the figure is to be filled with a new content. The problem is that there is so
much indeterminate “content” that it overflows and spills everywhere: to the
opera, the park, cafes, bars, and malls; to anthropologists and social
explorers, common pedestrians, lesbian and gay iconms; to shopping,
travelling, theorizing; some of these analogous to but some at 2 considerable
{metaphorical) distance from the nineteenth-century fldnenr and modernist

flaneuse, and their symptomatic ambivalence towards the crowd and
commodity production,?
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. CIg ) Jtec-Snsan-Buck- S
jan moment of flitierie was fleeting”;-writes Susat;nBl;J;kmMOIS
‘%65??54) The historical fldneur was harassed a“gthov artificially created
(% 'rt aI{d mass production, cordoned off in dereound passageways”
transpo ents of pedestrian streets, parks and un g{{ Morss argos, 3 2
enmo-nm44) as in a zoo or museum. What survives, Buck-Mor on 2
o 5;‘ exception and of “being in. the worl ?g“ mgs iscg?sg\l*irtisi;g,
moc}z (t)ha}tj extends flanerie to the imaginary gratilica othc mall, cinema-
s ted journals, fashion and sex Magazines, CTUISINg Ane Friedberg
1lllillsfgraf)f sflﬂomjng’across TV nefworks Mddthilmtl'zgg:; (:k?: connection the
go les evidently :
else, these examp! A -
éﬂiﬁé{%ﬁi e]1':13 with physical city enwrtontnl:?smsig IEI:S!; cc]’;luck-lf\dorss
o e all with movement, ) .
o tlsS tisg;m:ritﬁ-ld t;; tourist taking in cities and exotic ‘I:Scaiﬁi Cgouli;f:ﬁﬂ;f
suggests, “The flaneur has become extinct”, 1es,
P e & myriad of forms, the phenomenclogial
onty )-[Stizslzf which, no matter how new they may aPPCal‘ére visible in
;halahc'tsertlraces as ur-form. This is the “truth” of the flaneur, m
car o * ) . . = .
his afterlife than in his ﬂouni?l;‘(l)%m (l(igiél:;"‘ﬁz‘ there is none? The abg:re
an ur- .
cxan?polestr?fesa ;%nggdem flaneur/se woulglr;t;ggesagggnha“ié t;lllfllltoﬁclasl
; : into the many con a floating, me t
explosmna;ﬂ;h?zo?;%i:lam of the historical figure are dlspersehci 01]1]1t0 orbit
eAst;CE::C suggested, it is the mannex of this appropnat;on ﬂTc posr_maoqoduuemﬁ
aterial reference, as the “flaneur” has become a name for 1, the term is
m?:‘ ¢t and in par;:icula.r the cultural intzllcc_tua‘l. _In this I‘c‘tipce;-o b and its
Zu le ed still to congider the relation of the individual i'omass o e, Since,
ot :Jcnts in the community or mass, or the forms o the “fldneur” helps
Equw 1, these latter terms are themselves problematic, the f;nd il
a?u“‘zfl\li:té a relationship with their corresp‘?ﬂdmgly. expl here eclecticism,
ression in a de-massified, post-Fordist society W f the day. If the
E)}(fpbr?gity, mobility and mi%f_m)f h?:ebmlz;ea;;l;rﬁzﬂixsed in th'e mesh
i dern subject 15 A . lat
gi“l g:c;voafncedme i%i?ugn:r society, the “fldneur E@ﬁgﬂfgozln itambuaory
" . all 1) or “in theory” & N
pmgima} mggszaﬁﬁiﬁgoonﬂiers): as we have seen, saw the role of tgif&ﬁ:
a E?wl:a{ent élnd unsustainable. Interestingly too, Benjmnlism off his
}Sl amCd After 1937, as the tise of fascism took the utopian o now
fhiilnkginé his writings communicate, Buck-Morss says, less a

: i #+ : 304), His
political possibilities than of recurring political dangers” (1993 ) |




comments on the fldneur she sees as indicative of this change of mood
the late 1920s Benjamin had seen Bandelaire as instructing those of pg o
generation in realising the nature of their relation to the market place. Th
role as intellectual producers argued that their interests {unlike Baudelairgy -
converged with those of the proletariat (in Buck-Morss 1995; 304), Bu{-
where, in an early note, Benjamin had seen the streets, as “the dwellip

itical or political
: to have forsworn the role of critica it
aleciuels S0 <0 tbink of this in terms of strategically mobilised

3 T + 1 A (LN G ”’
-u?tr;;sn?rhe adoption of the “flaneur”, like the “nomad” and “migrant
ectivl .

o Slignand that intellectuals, writers and artists are both disengaged and too
> dily)

i is di these collectivities:

icise this disengagement., Who are
of the collective”, this had been replaced in a similar passage from the laua,' willing 10 ron;inul:fllacks, oS, peens, 1oad protestus, the “nemployed
19305 by a reference to “a background of despotism” (in Buck-Morsg:. 304 workers, WOIET, . e on Hoes. the intellectual] arts

303). The flgneur of this later period appears as 2 salaried photo-jo
reporter, himself a spectacle whose very trade is to loiter. The |
warns against is one which produces “the “tue salaried flineur” gy
“sandwichman” Henri Beraud, protofascist Journalist”, who “peddleq the
fascist line” (1995: 307). In a further passage quoted by Buck-Morss, fhe

Fry

crowd” on which the flaneur feeds his eyes is the mold into which, 79
years later, the “Volksgemeinschaft” was poured” (1995: 307). Nevertheless,
Benjamin is able to identify a figure who escapes the “assimilation into g
massified clientele” desired by the totalitarian state. Thus

“the op]
unreconciled opponent [..] in this conmection is the revolutionarjy,
proletariat”. This “destroys the illusion of the crowd with the reality of the
class” (in Buck-Morss 1995: 307). .

The flaneur whose. critical moment comes and goes in the 1860s is by
the late 1930s compromised by the Joint operations of commodity production
and the totalitarian state. At the time of completing his “lasting (solid)
materialist “Baudelaire™ (Broderson 1996: 238), Benjamin saw Bertolt Brecht
as “probably the first important poet who has something to say about urban
man” (in Gilloch 1996: 132). Present-day appropriations of the fla

homeles 4 .o .
squa iiﬂ?: explains this gulf? Can it be crossed? This is the kind of

i i k it again we
; ieve, Woolf glimpses and glides over. To as ag
' quesm::c:,efi ?; lxlc?::uit back tlguough the project of m?denuty, reahsm‘g! thhat
.' Eou]dshiﬂing possible collectivities are the flaneur’s other, even his/ her
ese .

. Opposite‘

JOUInalist o
ogic Bi‘«njamin

Vi

i i is issue. The haunting question which
P igﬂi gal.tsllll iﬁzc?gf ‘\?iigtihnlisa 1‘?001’:"5 fldneuse echoes two other
e uti‘ the flash of Baudelaire’s encounter with the passante and” the
momend‘ cription, in Benjamin’s “Theses on the Philosophy of }hsto;y , of
f’a;;?zu:ir etfle ‘I‘iime,of the now”’, when 2 moment in the past ﬂar.es up in l}e\ﬁ
cznstella‘ltion with the prcse:;\t.fThils 'ﬁm?:t?i ;1 1;3;;1;21 Eg&so&g:sr;:;i& uof

i ial. inal illus this aspe

%f.e;?:r?;?r:lr%?;l); )Egtt ?:Ell:ém the fléneur for present times. Rosi Braidotti sees

neur the woman of ideas. She looks to Benj amin not f01j this nOthlil,
would seem to transpose the earlier high point across a cenfiry or more while - ) ﬂfwﬁﬁﬁ for his conception of history. Her example ;15 Laur:c BA:mE
ignoring its perceived logic, along with the history and historical sense | song “The Dream Before (for Walter BenJamm) , whic enacz_l > I:J:-c o
which framed it. Benjamin’s “solid” Baudelaire melts into air, and the eleventh thesis on the philosophy of history as a conversalio
historical fldneur disappears, as if abducted by a future intelligentsia to a '

. o ! Hanse] and Gretel:
time where commodification of the bourgeois subject, fascism, and the

revolutionary proletariat are a bad memory, if not airbrushed out altogether. She said: what is history?
The discourse which spoke of such things belongs to a “modemnist” political And he satd; history is an angel
moment and analysis. If we believe this mode and vocabulary (production, _Being blown backwards into the future
revolution, class, Brecht) to be untenable, then the outcome is not He said: history is a pile ofbdelins d fix things
surprising:. a self-regarding nomadic discourse which prefers the magpie in And the angel wants to go bg ?)?oken
Benjamin to the materialist. To repair things that have been

In Benjamin’s thought the comparison of the fldneur and proletarian is '
linked with the role of an anti-capitalist, anti-fascist social collective. Much
of course has changed since the Europe of the 1930s. However, artists and

v~

that oppositional social constituencies do not present themselves so
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But there is a storm blowing from paradise
.And the storm keeps blowing the angel
Backwards into the future

And this storm, this storm _

is called

Progress. -(in Braidotti 1994: 280)

Braidotti comments: “Walking backward toward the new, which is also the
unknown, in order to0 be able to name a better and fairer present, feminigig
and other nomadic intellectuals are the strange angels of a failed System,
stumbling to a new age” (1994: 279-280). This crosses the vestigial idea of
the flineur with Benjamin’s materialist conception of history so as
produce a newly politicised, committed, critical but estranged (stumbling)
intellectual. Braidotti calls the kind of reappropriation there is in Andersop’s
song “metabolic repossession” or “mimetic repetition”. ‘The Fdneur needs
some such strategy to walk away in a new guise (even backwards) from hig
later shadows. %€ :

NOTES

' Why or which Walter Benjamin walks the pages of contemporary
commentary would be the subject of another essay. One generdl reason surely ig
that he has remained chic; that his unorthodox marxism, fragmentary, aphoristic
writings, awareness of an emerging mass society mean he can be read less as a
marxist modemist than already a postmarxist postmodemnist and founder of
Cultural Studies. Nons of this is “wrong”. It may in fact suggest how a link with
modemity necessarily depends on re-routing its more maverick and marginalised
voices. At the same time, I suspect “this” Benjamin —when it produces the image
of Benjamin as “exemplary flaneur”, for example— has left seme important body
parts behind: not least Benjamin’s materialist theory of history which suggests
precisely how such links might be conceived, See the closing discussion below
and see McRobbie (1994) for a discussionof Benjamin’s place in Cuitural Studies.

? Priscilla Ferguson (1994) shows how thie fldneur was a conspicuous urban
type in the first half of the century and had aiready drified out of circulation at the
time of Baudelaire’s writings. Elizabeth Wilson (1995) draws attention to an
anonymous pamphlet of 1806 in which all the features were already present.

* An allusion to Jack London, Archur Morrison and tumn of the century social

explorers oceurs in Chris Jenks’s “Watching Your Step. The History and Practice
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aneur” (in Jenks ed. 1995). In a, in some ways, quite singular attempt to

of the Fl te the analytic force of the flaneus”, Jenks argues that the figure has

“reconéltituﬁcﬁ i, Incluing
been th £ “a brand of social realism” (1995: 145, 147).
Besjarins l;j[g?i;:;m of the flineur by Baudelaire”, he argues, harboured a
. Ofs“aesthetic excess, abstract expression and the at?sthencmgngn ocfl‘
cel‘?bmvlon‘tsclf” (1995: 145). In the irony, “wry and sardonic potential atp
5°'?1’?l life tLd interest” marking Baudelaire's fldneur he finds the source siill of a
“dlsplteres 1o the commodity form” (1995: 149). The assumption that the ﬂ&neur
insm@?ﬁl with Baudelaire, and -Jenks's reading of Benja_xpjn’s‘ re_admg are
e 01.I{;mabut his dehistoricising, aestheticising interpretation 1s mtcmally
d“’baFab ei and consistent with other poststructuralist appropriations. Wl:fat_hls
consistel oduces, like these others, is “the flaneur as cultural eritie [...] “out of

aig;fﬂ?:iil?rlhe Jate-modern rhythm of the city” (1995: 150). Why we should
ste

aitrbute this sardonic mode of critical enquiry to what is now an “analytic form, a .

parrative device, an attitude”, and call this the fidneur, remains unclear.
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. THERE A SWAN IN THIS POEM? YEATS
;D SYMPOLIST POETICS

MATTHEW POTOLSKY
UNIVERSITY OF UTAH

At least since Arthur Symons dedicated The Symbolist Movement in
Literature (1899) to Yeats, calling him “the chief represemtative” of
symbolism in England, critics have been at odds over the depth and breadth of
the poet’s connection to the European fin de siécle. Edmund Wilson (1991}
famously included Yeats among the writers who stand at the culmination of
French symbolism and mark its transition to the modernist mainstream.
Readers such as Bruce Morris (1986) and Jean-Louis Backés (1981) have
oimted to Yeats’s assimilation of, respectively, symbolist rhetorical and
theatrical techniques. The majority of critics, however, tends to resist
attributing any of Yeats’s poetic innovations to the direct influence of
Furopean writers. While acknowledging the undepiable impact of
fin-de-siécle literary ideas on Yeats's poetry, they reject suggestions that
Yeats should be unproblematically grouped among the symbolists. Thus
A. 1. Bate, for example, refers to Yeats’s “affinity” with contemporary
French writers, asserting that “he was “influenced” by —though may not
have known— works which defined the late nineteenth century Symbolist
acsthetic™ (1983: 1214-1215). Haskell Block, similarly, insists that Yeats
developed his notion of the symbol primarily from his reading of Blake and
Swedenborg, and “was not dependent on contermporary French doctrine for his
formulations” (1990: 9). Daphne Fullwood points to his “instincdve”
understanding of Symbolist practice, but also minimizes the significance of
any direct or programmatic borrowing (1970: 356). Denis Donoghue
suggests that while Yeats may have “started out as a Symbolist, [he] ended
up as something else” (1977 104). And Gayatri Spivak argues that Yeats
may have shared with the symbolists certain thematic tendencies but “did not
practice Symbolisme” (1972: 101).

o ' .
Rl . | | Misceldnea: & Journal of English and American Studies 20 (1999): 133-153




34
MATTHEW POTOL Ky

Yeats himself notorious]y |
| Ye sly both affirms and i
thduwat “Iln;luence. In a letter to Emest Boyd in Febrdemes fthe 5
[fave never had any detailed or accurate knuc?\?;egl Eaw.
C g k4

garde vwriters (1959; 367). But i
the Body™ (1898), he acknow
Vl}hers de I'Isle Adam as

ledges the work of writers such azhhflaﬁmu

ba o
b ;ctséls C;E ; ;gu;_ual mgdpmanon for developments on the i
carly i ﬂ?nk ﬁ]ng of the V.::z‘f (1922}, describing the soure i
given elaborate form toﬁ:j[zsv);mons ? rT 5o yoors) e Mallarme Jl:iiyoieills
e T8€s of those years, to th o
Among the Reeds, to The Shadowy Waters, w}?ﬂlgte\lf:iﬁ?:r? sdg f1 ?le

Tsle

Adam had shaped wh i
(1927 214 ped whatever in my Rosa Alchemioa Pater had not shapeg>

Among th —Imo ;
ﬁctic?l‘-lg—_ ‘S" jjfl;‘;‘rff (1399), The Shadowy Waters (190;‘:, ];Ectilagg em f o
Yet themast o 3} shows the clear impact of symbolist ideas day y short
commes 1o i 2ni icant effect of the European fin de sieci o snagery.
hot in the poet’s short-lived fascinat 1€cie on Yeats’s poetry

and themes we have oo ion with the limited set of images
correspondences, the valori me o call “symbolist” (the doctrine of
. rization of imagination over fact, an interest in

. mysticism and th
& occult, and so forth), and with which most evaluations of

ssibility

of curren avang.
mn of

. dumbrati
I . resistance © 3
part of the vanguard in g “Strllggle‘al’ mé gng

~_:up0 o this Poetic strate
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s relationship to symbolism have been exclusively preoccupied.
1 shall argue in what follows, Yeats takes from the symbolists a
& “strategy” and not a-coherent. theory -or thematic. constellation. This
is explicitly post-romantic, and seeks to challenge prevailing
awggc conceptions of poetic language and subjectivity from within the
ﬁ;ﬁﬂc paradigm-3 Despite his shifting theoretical allegiances, and his
ng a single poetic doctrine, Yeats continues to draw

gy, even as he explicitly rejects the thematic and

s of fin-de-siecle symbolism itself.

orical trapping : :
rhet > French symbolists, Yeats worked self-consciously within

Much like the
conception of lyric poetry. Scholars of romanticism have long

. 5 romantic e ; . . . ;
i the specificity of this lyric derives from its claim to find- the

poted that
iritaal in

imagination,

British and cont

the material, to assert a continuity between nature and
the objective and the subjective realms. The chief aim of both
tinental romantic writers, M. H. Abrams notes, “was to join
together the “subject” and “object” that modemn intellection had put asunder,
and thus o revivify a dead nature, restore its concrefeness, significance, and
human values, and re-domiciliate man in a world which had become alien to
him” (1970: 218). In his classic article on romantic nature poetry,
Ww. K. Wimsatt suggests, similarly, that “the common feat of the romantic
nature poets was to read meanings into the landscape”, to draw “the spirit or
soul of things [...} out of the very surface of nature itself” (1970: 83). The
poem thus stands not so much as an actual record of the poet’s -observation,
nor as a mere solipsistic utterance of purely personal emotion, but as an
embodiment of a dialectic between imagjnation and nature, self and non-self.
Romantic poets find themselves in the landscape by investing that landscape
with spiritual qualities, and asserting their own unity with the natural world.
What Abrams calls the “greater romantic lyric” offers a paradigm for this kind
of interaction. Such poems present a dramatized speaker in a specific and
localized natural setting (often named in the title), whom the reader overhears
pondering a memory or idea inspired by the setting. The poem often begins
with a description of the setting, then tums inward to the speaker’s
meditation, and then returns to the outer scene, which is now described in
terms of the insights or emotions the speaker has gained from the meditation
{Abrams 1970: 201).

This poetic model was crucial to nineteenth-century poetry, and
continues to underlie modern assumptions about imaginative writing. Yet it
does not come without its problems. As Paul de Man argues, in his essay
“The Intentional Structure of the Romantic Image”, the interaction between

\_\
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subject and object that shapes r. i ‘
estrangement between nature ela)jd th(;m;?g;inﬁitie rgflfetrry thaneS[s t0
union ﬂ?at the’major Romantics seem to depict. Inde;,d the dream
Interaction arises from a feeling of lack, and not ’as readers o bech m
?SS:rTle’mﬁmE a new sense of closeness to nature, De Man notv.=,lsmb‘1 :
aigsenc;c :;d "fhhe existence of the poetic image is itself a sign (;flgj this
apsenc 3 e .c conscious use of poetic imagery an admission of b
nce” (1984: 6). Poetry thug becomes a weak substitute for the immedti]a]::

relation. For de Man, nineteenth
! n, : -Century poetry presents a TOCESS]
(fellggi ’a;temgs to bnng language closer to the ontological staptus ES;"SIE: of
hrasé ) Beromaﬁuc_mter magines that words can rise, in Hélclerhm,e
fhin s’ WIZ lumnen ‘[hke flowers]; but to the extent that words are o
Thegc;ﬁa:llcn genlji/nantlhblguot_zfs;y “natural”— this ideal will always fa}| shgrc*:t
¢ unilying power of language —in the abil; :
tn{:z;apﬁgg] oilggsopopoma to join, if only conceptually, subject anc?tgl])figct o
€s romantici its limi inherent
concatm de cism and also marks its limits and inherent
For symbolist poets such as Yea |
! : ts, I would argue, the es
b:tweenbsubject and object that de Man finds at the gheart of thﬁzg;::;m
11_30 ;jl:c:i i:cqmes an all-eqco;npassing concern. The confident assertions cI:f:
S,eemnh;ll){;r‘;c agct)utth the priority of nature and the power of language come 1o
‘ . ¢ same time, however, these poets never rei
E?I_I;anue mot:.iel they question. Instead, their poetry recgrds a sort ofr?oenit'mrg:
§ narrative concerning the presuppositions of romanticism itself.

case, the swan in question seems to stand 2
° ) _ _ $ a symbol for poetry, the
lt:: Eoet s relationship to his past. And in each case, the %oen{ confgl?r;ts’ ?1:
¢ part to the structure of romantic nature poetry. Yet, I will suggest, both

an the happy

|
E who cedes the initiative to words, mobilized by the clash of their :I
|

&
A
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work io undermine the philosophical assumptions about nature and
oemsﬁ vity that seem t0 produce them. Both the natural image and the lyric
iect begin to break down under the afabiguitics of poetic language.
JMa]Ja;mé’S poetry consistently makes the tension between lyric
- ciousness and its objects a central concern. His poems generally follow a
C.Onscl similar to that Abrams describes in his account of the greater romantic

mode put with a crucial twist. The poems are often “about” an object —a
yne, the sea, a head of hair— which is described and commented i

- qunset, a sSWan, o . s )
pon by a coherent, if diffuse, subject. But Mallarmé’s persistent ,

foregrounding of the material aspects of language (sound, etymology, even i,
the :hape of letters) works to break down this interaction. As he writes in a :

crucial passage from his essay “Crise de vers” [Crisis in Poetry] (1895) —an
essay that Yeats knew in Symons’s translation— the reciprocal interactions
of words in a text pose a challenge to the coherence of both the subject and

the object: _.
. I

L’ceuvre pure implique la disparition élecutoire du podte, qui céde

Vinitiative aux mots, par le hewrt de leur inégalité mobilisés; ils _

s’allument de reflets réciproques comme une virtuelle trainée de -

feux sur des pierreries, remplagant la respiration percepiible en ".'”1

TI'ancien souffle lyrique oun la direction personnelle enthousiaste de gy

la phrase. (1992: 276-277) :

[The pure work implies the elocutionary diéap[;éarance of the poet,

inefuality; they light up with reciprocal reflections like a virtual 1
trail of fires over precious stones, replacing the perceptible i
breathing in the lyric inspiration of old or the enthusiastic
personal control of the sentence.} (my translation)

The “collision™ of words with each other, Mallarmé suggests, suspends both \ |
the referential and the expressive powers of language. The brilliance of the |
object becomes obscured by the “trainée de feux sur des pierreries” [trail of i,
fires over precious stones] generated by words; and the poet disappears in the f="|:
linguistic chains his “souffle lyrique™ [lyric inspiration] sets in motion. The f|§,| |
“pure” work is thus purged no so much of exiraneous images or ideas, but of !
those referential and expressive agpects of language that draw attention away X
from the play of words. i




disavowal. The poem “suspends” reference in both Senses of the
holding it before ws and rendering it inoperative.* We cap take ag
paradigmatic example of thig Suspension the sonnet “Le vierg

a
€, le vivace et
le bel aujourd’hui™*:

Le vierge, le vivace, et le bel anjourd’huj
Va—t-il nous déchirer avee un coup d’aile ivre
Ce lac dur oubli¢ que hante sous le givre

Le transparent glacier des vols qui n’ont pas fui!

Un cygne d"autrefois se souvient que ¢’est lni
Magnifique mais qui sans espoir se délivre

Pour n’avoir pas chants Ia région odl vivre

Quand du stérile hiver 3 resplendi I’ennuj,
Tout son col secouera cette blanche agonie
Par Vespace infligée % 1’oiseau qui le nie,

Mais non homrear du sol oit le plumage est pris.
Fantéme qu’a ce lieu son pur &clat assigne,

I s’immobilise au songe froid de mépris

Que v&t parmi I’exil inutile le Cygne. (1992: 68-69)

[The virgin, the vivacious and the beautiful today/ Will it tear for

swan of another time remembers it is he/ Magnificent but who
without hope frees himself/ For not having sung the region in
which to live/ When the enani of sterile winter shone./ All his

Critical opinion generally holds this text to be a statement about poetry and
the place of the solitary poet in the quotidian world. In terms of its explicit
imagery, the poem seems to depict an exiled swan trapped in ice. This scene
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bolizes at once the poet’s exile in the barren | winter (“stérile hiver”) of
ym

nodern life and his double existence (as poet and modern man) from which he
-

; i t to which he is bound by his own brilliance (“pur éclal_r”)
soeks ht;:;a;? Itl“ot:‘uthtg world (“songe froid de mépris™). The swan is quite
ad 08 exsonified. It can hope for freedom (stanza 1), remember its past (“se
clearly Iz”) recogmize its plight as an exile. We are led, indeed, to understand
Souvwil'ti::m morally, to see its exile as a2 punishment for actions untaken
it‘s e is ui n’ont pas fui”, “pour n’avoir pas chanté la région olt vivre™) or
‘('lesd:s} h?elcl ("mépris”). Bemard Weinberg (1966) adds to this scene a
amt!l.dramatized narrator (the “nous” of Hne 2, grammatically a datwe'_of
e st rather than a subject) who observes the swan and reflects upon its
myeret If we accept the notion that a dramatized narrator {and not t}_va swaq)
1Jh(;{h'l.aes the scene, we can read the poem as a greater romantic lyric, albeit
d%‘(:ll;-llique example, and can treat the winter landscape as a gtab]e na!:ural
o oe perceived by a coherent lyric subject. In support of this essentially
e tic reading of the poem, which most commentators more or less
mmar:, many critics point to the long tradition of romantic bird poems
gg%elaire’s “Le Cygne” being an obvious examp!e), as well ass to the
common romantic trope of the animal as a representation for the poet.

All of this is, at least on one level, entirely comect. Mallarmé presents
an image which can (and indeed must) be und_erstood within a rep::esentathnal
frame\;ork. One can construct the poem in terms of a subject/ obJe:ct
interaction, and discern a specifically roqlanuc’memc. But a number of c!ctallls
might leave us somewhat wary of stopping _W1th 2 mimetic or schematically
allegorical reading. Take, for example, the first stanza, which would seem to
form the basis for the traditional readmg of t_he poem, _We can summarize as
follows: a swan (depicted synecdochically here by a wing) trapped in a had

forgotten lake (“lac dur oubli€”), which represents flights unflown, hopes:

i ould also be the narrator’s, if we follow Wcinbcl"g) that the new
Elt:;s\gﬁlljea‘lclow it to break (“déchirer”) the ice and cscapg its haunted and
forgotten state. Although this stanza would seem to estabysh the scene as a
winter landscape (references 1o a frozen lake, fr0§t, a glagler, as well as the
predominance of “icy™ sounds such as *“§” and “v’ ) the th){d stanza says thz_it
the swan (or, metonymically, his “plumage™) is in fact trapped in 5911
(“sol”). Ice and soil are hardly to be equated, at‘le‘ast 1_f we are concerned with
a mimetic reading, but the text refuses to dlstmgt_nsh bctwe{;n them. One
might respond that “sol” is a metaphor for ice, that in context it is merely a
more general term for “ground”, But such a mctaphqr would be difficult to
assert, since the poem describes the swan as trapped in a frozen lake, not in
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frozen ground. And if, moreover, we can read “sol” as a figure, w
prevent us from reading the entire winter landscape as itself merely allegorie ad
rather than mimetic? The landscape is by no means specifically designateq

and is in great part indicated by words (“stérile”, “blanche”, “froid”) which .

need not refer only to a winter scene, or indeed to any natural scene,

Another word that interferes with the construction of a staple
representation is “déchirer” [to tear], In this context, it refers to the breaking
of the ice, but generally it describes the tearing of paper or fabric. Thig sense
of tearing would seem to be supported by the predominance of sibilants i,
the phonetic structure of the poem —always of significance for Mallarme__.
which conspicuously “sound” like tearing rather than shattering. Here again,
one might respond that Mallarmé uses the word figuratively and “really
means” breaking, but allusions to paper or cloth in Mallarmé’s later poepg
are never incidental, and given the whiteness of the poem’s ostensibly namra]
landscape, we might just as well claim that “jee” really means “paper” o
“textile”, or any of the other associated images (veils, lace, or images
associated with whiteness, such as foam) that inhabit Mallarmé’s Poems and
necessarily bear upon the reading of each of them.$

If, then, we cannot establish a stable mimetic landscape, what of the
swan? Its presence in the first stanza would seem to be deducible by its body
parts (its wing, its neck, its “plumage™) and its association with sotg
(“chant€”) and flight (“vols™). These synecdochal and metonymic connections
are confirmed by the poem’s explicit naming of the “cygne” [swan] in stanzas
2 and 4, and by the word “oiseau” (bird] in stanza 3. In terms of the poem’s
syntax, however, even these seemingly clear references become destabilized,
The grammatical subject of the first stanza, for example, is not a bird, but
“aujourd’hui”: “Le [...] aujourd’hui (.. Va{...] déchirer [...] Ce lac dur” [the
[...] today [...] will [...] tear [...] this hard lake] (my translation). This fact
could, of course, be accounted for in terms of a kind of symbolist indirection,
but it nevertheless destabilizes the image of the swan as the literal
“protagonist” of the poem or as the object of a viewer’s perception. Indeed,
the homonymy between “cygne” and “signe” (linguistic sign as well as sign
of the Zodiac —compare “le Cygne” in the final line) alludes to the swan’s
tundamental (and final) status in the poem as a “Fantdme”. There is, in this
respect, nothing to prevent us from seeing the entire poem as being not
about a natural swan, but about the word “aujourd’hui”, which, like the
swan, is notably “winged” by the apostrophe which divides it. Tn support of
such a non-mimetic reading we could also point to the predominance of the
letters “{” and “v” in the poem as material traces of 2 neck and wings; or to
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ary of the poem, in which these paired letters are “trapped” within

e vocdbl (Vlerge, VIvace, Va-t-11, IVre, gIVre, souVlent, déllVre, Vivre,

any words

" much as the swan-seems-t0-be-irapped-in-ice. On this level, the poem
~ ),

IV d)be about the workings of language, about release of language from iTts
lga e to reference, and not about a swan or the_status qf the modern poet.

My point here is not to construct an alternative reading to that avgﬂab!e

the thematic Ievel of the poem, only to suggest th:_zt such a reading is
o0 ivable. Mallarmé&’s poem by no means conclusively foreclose_s the
c?nce;ic of subject and object, and the romantic model of the natural image
ﬂasnderlies it. Yet by allowing both a mimetiﬁ? and a non-‘mimet:ic reading,
-+ foregrounds the conflicting claims and limitations of poetic Ianguage. Tl}f:
: readings, that is, are mutually exclusive. In order to sustain the themzimc
tw%mo w: must foreclose the linguistic reading, which directs our attention
;f;m waljlat language represents to its sounds and to the f:'listributlon of letters
on the page: the swan in this reading is nothing but ink and paper. If we
settle on the natural image of a swan trapped in ice we have to overlook
several manifest inconsistencies in the language of the poem; and if we try to
read the poem as non-representational, we nevertheless‘ come up against the
undeniable thematic presence of a swan anc} a winter landscape. Tt_le
decomposition performed by the poem thus shifts attex,l,uon from“the lyric
subject, who, as Mallarmé suggests in “Crise de vers”, shoulld ‘oedc the
initiative to words”, and from the object of contemplation, \fvh}ch is sh_own
to be ephemeral, to the work of language. Bather t_han prowd}ng a reliable
medium of representation or a means of uniting subject and object_, Iang‘uagc
shows itself, in the course of the poem, to be independent o‘f such intentions,
and hence to be a problematic means of ensuring the relation of subject and
object, imagination and nature.

It would be misleading to suggest that Yeats’s poems are con;parable on
this level to the poem we have just examined. Tndeed, Ycats‘ is far more
invested in the romantic tradition than Mallarmé is. Like romantic poets such
as Wordsworth and Coleridge, Yeats often names his poems after_ specific
places and times (e.g. “Coole Park and Ballylee, 1931, or “At Algecr.ras —A
Meditation on Death™), and regularly follows the chief conventions of._ the
greater romantic [yric.? Many poems seem unambiguously auFoblographlcal,
speaking of scenes and events that Yeats knew or lived thrcmgh.
Nevertheless, I would argue that Yeats's writing is at least as thoroug13301ng
in its decomposition of romantic assumptions as that pf Mallarq:e. For
alongside their romantic structure, Yeats's poems are also inevitably invested
in a complex network of what Yeats tellingly calls “symbols”. According to
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quotidian world, a realm open to the sensiti -
ey sitive poet in

contemplation. As Yeats writes in his i pos Toments

Shelley’s Poetry” (1900, Ton o %52y “The Philosophy o

arrangement, into the abundance and depth of N.

Fssences and pure ideas must seek in the half-lights fhat gﬁoet o
Tom symbol to symbol as if to the ends of the earth, all thal\.ltm}fr
epic and dr_amatlc poet finds of mystery and shadow j e
accidental circumstances of life. (1968 87 ’ " the

(tﬂa:h J;eplca:ecfs both the““accic_lentil circumstances of life” and the subjectivit

o aripse fo;v:h th: half-light” of essences and ideas. While symbols ma§
f se Poet as a result of some observation, the i

1nto entities that bear no necessary relation to their orig i the poors t 2

X 1r origin in the poet’s li

(t}:; ;amil wor_lcl from wlzmh they are drawn. “Tt may bgg”, Yeats a.ri-?tez légeﬂ?é

somc]gl;s?g 131(1: Shelﬁ § p]cl)le;)é, “that his subconscious life seized upon
: ene, mo it into an ancient symbol without h

grfom tiafeﬁhmg but that great Memory” (1968: 81). As in Mallarmé’s :ccoil:

pure poetry, Yeats § account of symbolism suggests that both

places expression or representation over “the hidd i
ession en laws” and inter i
of symbolism: “we should come to understand that the l:}crj,lz]l:l stgfehﬁ:

pe
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chanted by our fathers that it might unfold the pictures in its heart, and not
nmjn-or our own_excited faces, or_the_boughs waving outside the_window”
(968: 163). In the early poem “He hears the Cry of the Sedge” (1898), for
oxample, Yeats evokes a natural scene, described by a first-person poetic
subject, that in fact gains all of its significance from conventional rather than
rsonal or representational criteria:

1 wander by the edge

Of this desolate Iake

Where wind cries in the sedge:

Uniil the axle break

That keeps the stars in their round,
And hands hurl in the deep

The banners of East and West,

And the girdle of light is unbound,
Your breast will not lie by the breast
Of your beloved in sleep. (1987: 165)

This poem conforms in its basic structure to the romantic model of an
interaction between subject and object. The speaker walks by a lake and
listens to nature (the wind in the sedge). Nature is personified (it cries) and
spiritualized (it utters a fruth unknown by the speaker). Despite this
structure, Yeats glosses the poem’s imagery in terms drawn from Biblical
references and Irish mythology. The “axle”, Yeats tells us in a note, refers to
the biblical Tree of Life; and the *T” of the poem is in fact the Celtic figure
Aedh rather than Yeats himself (1987: §11-812). The poem also incorporates
all of the four elements —earth (the sedge), air (the wind), fire (the stars), and
water (the lake}— upon which, Richard Ellmann notes, Yeats regularly drew
in his compositional practice (1954: 29-38). Given these emblemiatic
correspondences, knowledge of any autobiographical or representatienal
context for the poem —why Yeats was by the lake, what lake he had in
mind— adds nothing to our understanding of its imagery, and the imagery
does not lead back to the autobiographical context. o

It is, of course, received wisdom among Yeats’s readers that the poet
explicitly turned from the emblematic imagery of such early works to a more
realistic and conventionally romantic poetic in the twentieth century. As
Ellmann writes, casting Yeats's development in terms that recall Plaio’s
allegory of the cave: “The poet emerges from his candle-lit room into the
open air, and seems almost ready to stretch and rub his eyes in the light”
(1934: 103). While it is doubtless true that Yeats rejects the symbolist
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poetics. This skepticism comes across, I shall sugg

The trees are in their antumn beaunty,

The woodland paths are dry, _

Under the October twilight the water
Mirrors a still sky; -

Upon the brimming water among the stones
Are nine-and-fifty swans;

The nineteenth autvmn has come upon me
Since I first made my count;

I saw, before I had well finished,

All suddenly mount

And scatter wheeling in great broken rings .
Upon their clamourous wings. :

I have looked upon those brilliant creafures,
And now my heart is sore.

All’s changed since I, hearing at twilight,
The first time on this shore,

The bell-beat of their wings above my head,
Trod with a lighter @ead.

Unwearied still, lover by lover,
They paddle in the cold
Companionable streams or climb the air;

imagery of his early verse, he continues to share with

Maflarmé a crucial skepticism regarding the underpinnin
gest, it a similar
of decomposition to that we noted in “Le vierge,le vivace”. But wp,
process of decomposition in Mallarmé’s poetty turns upon a sug
reference -and a disjunction between two  linguistic

Tepresentational and the phonetic or material), the process of decompag;
in Yeats’s mature poeiry turns upon a subtle tension betwe

fidelity to nature and the allegorical or traditional associa
image." In many cases, T will argue, this tension takes
distinction between a lyric subject that “thinks” it is romantic, and
structure and imagery that seems to “think” something different. In ¢
that will serve as my example here, “The Wild Swans at Coole”,

subject makes a claim to unity with the natural image that is belied
the poem’s diction and by associations with Yeats's emblematic syst

tions of g py
the form of a
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i 1d;
Their hearts have not grown old; .
Passion or conquest, wander where they will,

Attend upon them éti'll.'.'

But now they drift on the still water,
sterious, beautiful; )
.l:glong what rushes will they build,
By what lake's edge or pool
Delight men’s eyes when I awake some day
To find that they have flown away. (1987: 322-323)

i i tic lyric, is
is poem, and its relation to the greater roman ,
the fugumcnt Ct'i f:lhilsscgrn. The poet walks in an autumn landscape observing a
relatl\mbf{ :E\lvsgns he had counted nineteen years before. The swani,, onc; :
o tE:Jr desire, now allow the reflecting poet to understfnd t_hch 088 k?a 2
ﬁgqrz (ostensibly for Maud Gonne) that defined his youth: lf"hezr eartsd ve
et wn oldy/ Passion or conquest, wander where th;y w_1ll,f‘ Alteliﬁ lgpthe
- gr?‘u” (emphasis mine). The implication of these lines is that, w. e (b
e tain their youth and desire (“Unwearied stfi]J, lovler by lover”), the
S\:eatnliarselost his; and whereas once the poet saw hlrrllls_elf in the sgia:?;; n%}z
| but still relates them to his own condition.
heui?gg apoar?sfgglllnaﬂrl:aﬁing with reference to a number of imagistic lewtitlalg.
1(;001- exangglc, the entire autumnal context of the poem (“The tr:fess .aull-z;nI f::;rt
", “The nineteenth autumn has come upon m .
Elllatggl E‘L}?egggt”) alludes to the common conceit companl?g ;u]f‘fne tct:) a;hde
: indicate the approach o .
f the seasons: autumn would mdlcate’ b
Ela:st;pgl?o(r)ically of old age. The same confgltb eécltepii artgesth?h . %tt?rb:
» : o ’
ilicht”, which compares a life to a day. oth instar
:ﬁ;iry would metaphorically embody the poet’s feeling of age and
dejec\it\lfgnc;ould also point to the.many images of alnd figltilr:sﬁizl; thilne;;lon t1112
;i ion, for example, in : “th
the poem. We find a literal reﬂecuoq, he first stpza: e
i i " ht read the many implicit and expli
water/ Mirrors a still sky”. And we mig e many Implicit and exp Lot
in the text {the swans paddling “lover by lover”, dis
ggtlijfn 1[1;'16 p?)et no‘Er and the poet then, or even the Past) doub%n;;r gsf tfhov.:
AT , as
he swans implicit in the poet’s comparson) as ligures
f:f?;c?iﬂgl ‘t‘ ';his notion of reflection was even more emphatic in tpe or1g1;1a;
ublicatic;n of the poem, in which the final stanza.of the d_eﬁmtwe versL?al
Efas placed between stanzas 2 and 3. With this ordering, the cen
speculation about the future (stanza 5) was in the center of the poem, framed
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by the two reflections on the relation between past and present (stanz,s 2
3), and framed again by two more or less objective deserj
landscape and the swans (stanzas 1 and 4), which, in their
resonances (autumn, twilight, pairs of swans) made the distinction begy,
past and present, poet and swans, even more explicit. This “reflective» s
structure, along with the literal and figurative reflections within the Poeq
would seem to support the basic claim that the poem belongs withiy the
romantic tradition. Despite the mood of dejection which pervades the poer
its imagery and its very structure could be said to enact a

natural image with Iyric consciousness by means of poetic lan
and object, in other words, would come together according to a mode] of
reflection, of finding analogies for one’s own dilemma or state of ming
within the natural world. The subtle personification in stanza 4 of the Swang
as  “lovers” who experience “passion”, and. of the streams g4
“companionable”, would complete this chiastic relationship between poet ang
nature,

Some aspects of the poem and of its textual history, however, shonlg
give us pause before we unequivocally accept such a reading. Let me focus on
the poetic landscape itself. Although the poet presents this landscape in
apparently meticulous detail (noting the season, month, time of day, precise
number of swans, geographical location), it comes across as being, in &
Man’s words, “oddly void of substance and texture” (1984: 204), The
emphasis is primarily on quantifiable elements, and most of the adjectives are
flat (“dry”, “cold”, “still”) or abstract (“beautiful”, “brilliant”, “mysterious”),
Moareover, the drafts of the poem show Yeats actually removing pertinent
descriptions, and minimizing the speaker’s presence as an observer, from later
versions. Early drafts describe the lake as “narrow and bright”, the swans as
“white”, the stones as “gray”, and the path as “hard” as well as “dry”. Some
defails are altered over time. The lake, for instance, is initially described as
“low” rather than “brimming”; the number of swans changes twice; and one
version suggests only nine autumns have passed.

It is clear, to this extent, that observational fidelity cannot entirely
account for Yeats’s presentation of the landscape in this poem. The landscape
does, however, conform with remarkable precision to an emblematic system
of correspondences that Yeats developed out of his editing of Blake in the
carly 1890s, and supplemented with his readings in Theosophy as well as
with traditional associations. This system, to which Yeats remained faithful
throughout his career, and which informs the composition of many of his
poems, brings together the seasons, times of day, ages, elements, and the

ptions of the .1.
“Symbol_icn :

jOining of ﬂ'[é
guage. Subjecy -

YEATS AN-D SYMBOLIST POETICS

ass directions in a series of equivalencies. Ellmann schematizes the
comp _
?;:6311 as such (1954: 26}

. : :
i?r;ﬁigng Isqoon ) Evening g;%h;

0 Manhood )
Y'outh }gﬂglolﬁoenoe Manh, garrt&
2];; South West o

i i inent: that joining Autumn to
two series are especially pertinen Jjoin
For ouf ey o“;d to Water to the West; and that joining lfaumr;]njejrlot;
e :c’lolescence to Air to the South. In th; first scrles,‘we vgetaﬂ st
Noon t present in the landscape that begins tl}e poeIn; every y ,wn
A It is an autumn evening (the sun going 4o

ds In some way. w
?acttl;:?vr;zgotﬁer; is a body of water, and the poet clearly represents age
in »

d. The same kind of relation holds between the deplctlortlh of ;1\1: a:.\:a;;z
manhes "ff nt points} both series. In the parrative present, the ns e
and_(at dlﬂ mﬁn 1Jon the water (thus lining up with the other‘ elements
depicted h(':li ing the narrative past they are flying. Fror_n !:hlS we trila; moet’s
scene \ly ion to adolescence, noon and summer (pointing to the aﬁd s
oty aﬁlon are no images in the poem that evoke the ‘ﬁrst series;
yoqth}.T :‘rethc images that directly evoke the final series -—the woodlanda and
et h re-—a allude to the poet’s major metaphar t:?r the pass gl !
gath al‘l‘d th’e Shznved since T [...)/ Trod with a lighter step”. Every detail o
e s Cbe r;ad in this way as an aspect of Yeats’s emblematic systetni
v poatll?' cglctent any actual observation of nature fenher p‘?stl or plrliened”
??i:tlfoll;fsbcside the point. Despite the It:lotit’s cl:liam i;h?;rmt 1@? : sh ]%t ir;

i i i xt of the . .
ilircnged tg;e, ;éégzzts,lzug] ;otteof the reﬂep;ivc model the poem seelgi
o loge. A p?l in reading the poem we might be led, like the narral

ivilege. As suc ] B
L%?%\géifcmdsBaﬂylec, 19317 (1932) to say of the flying swans: “Ano

P (1987: 490). .
embk:?r]]; tthzlf; wg?:onclude)from this model of emblem_auc corredipqlgi?c‘;lsé
and h \:;l does it relate to the model of refle:t:ti‘vef consc1ou$;m(a:sls lpl ed e
embogied in the poem (particularly in its original order)? Clearly,

faced with a decision between competing and perbaps irreconcilable claims:

. : h
on the one hand a model of poetry as observation and reﬂecggg(,} 1;:;11(:1 s(;;l; . rz
other hand a model which takes its starting point In a c;:aﬁw lonal sysiee
derived from Yeats’s reading. Both models are legible in the poem,
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offer equally persuasive Interpretations, although they can co-e

equz I _ Xist opj
uneasily, if at all. The two models tellingly come together in a cry, "

cial imp

from the first stanza: “the water/ Mirrors a still sky”. As I suggested &bov:

this image conforms to the romantic practice of reading emotions into Nature

The water reflects the speaker by embodying his reflective mood. Buyr in the
context of Yeats’s system of the elements, the image entirely excludes the
speaker, and evokes what Yeats describe in his essay on Shelley ag e
“glimmer from symbol to symbol”. In this reading, the water would reflegt
another element (the air) and not the Darrator’s state of consciousnegs.
Whereas a mimetic reading of the image must insist that any symboljc
Tesonances are secondary or supplementary to the observation, the Symbolje
reading treats the representation of nature as a mere pretext, and to a grey
extent can ignore it entirely. The same thing is.frue of the swans, whick can
be read as either actual birds or emblems for the air, or for that matter can be
assimilated to the many literary (Leda, the story of Baile and Aillinn) ang
philosophical (Plato’s image of the departing soul in the Phaedo)
associations that swans regularly hold for Yeats.?

As with Mallarmé’s swan, then, so here with Yeats’s own: the natura)
image and a romantic mode] of the djalectic between subject and object are
presented in a way that undoes their representational stability, but refuses 1o
reject it entirely. For Yeats, as I have suggested, this undoing takes the form
of a tension between the lyric subject and poetic form. In this respect, we
could read Yeatss reordering of the stanzas in a manner that de-emphasizes
the poem’s reflectiveness as a gesture toward the emblem; but we could also
see it, insofar as it gives the poem a more “realistic” time scheme (moving,
roughly, from present to past to present and future), as a gesture toward the
romantic model. What I would want to stress here, as with Mallarmé, is the
fact that such models coexist, and that a thorough reading of the poem has to
account not simply for the presence of such elements, but for their mutual
undoing, In this instance, the undoing of a reflective model by an emblematic
model emphasizes the lyric subject’s false sense of identification with nature,
and not, as in the conventional take on the poem, his mature resignation:
what he takes for a swan, “we” can more plausibly read as an emblem.

I have been arguing that the poetry of Mallarmé and Yeats arises out of a
conflicted relationship with the romantic tradition. Both poets produce their
mature work within a specifically romantic problematic, but maintain an
ambiguous stance toward that tradition, Although both poets make at least a
pretense toward basing their imagery on natural objects, and toward engaging
this object by means of a coherent lyric subjectivity, there coexists with this

r———
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’ i ture, as well as
the poem’s claim to represent nature, vell a
© O p\xgth the natural world. For Mallarmé, this

etells N . i

. subject’ ms of unity 2 L

th% o ]ge\ﬁf):kg&lmugh the irreducible semantic and material richness of his
o oln A LA it B sinkl

e b hresent—Biit it is ‘always being
ject “seems” to be preseni, ‘but itis ‘
mages. The F%?e;’eats, by contrast, the undoing pf the na}atprailn:l:nagc
dﬁ with reference to the emblematic systems Wl\:fﬂll gtggdi E tlL?.l‘ r wgc;rlg.
2 i i na claims a romantic union ,
Where:.lsral{minllfglgspflfis: ‘persona describes evoke a sysﬁm otfhel‘;glrz:tg} ttg:
e i aware. In both cases, then, the
S o \%;th? ]:’:lc St':zgilgrin an undecidable vacillation !aetwgﬁp otvut'o
osrlﬁacaggseioo;oew to neither of which Mallanmé or Yeats is willing o
ap i ‘ | . + . :
comén lxtl'lbolism offered Yeats no easy solution to thlS’ dilemma. H:mez‘t:g
dissatfsfacticm with fin-de-siécle literary utfdes ;nhd (]):1]1151 ;u?osigzrin tum avay
ore thoroughg
B e movementfh t‘iai'ris,'aze niilrom this fact. But this turn, as I have

peopelz a;fef 11?3? xsnzli}; :;n away from the problem itself, only a continued
argued,

’s
ffort to work through it in a different way. 'No thoroughh?cllcollélri:lsc:ift l;{::tsl s
: ott can wholly ignore the post-romantic legacy w l::ct consttes L
(%T)Zlg Park may be many miles from the Left Bank, bu

beyond the shadow cast by symbolism. %8

NOTE.S

i ist
i As René Wellek points out (1969-1970), the HEEIOH _ ::fs a(bseyg?r?noihg,
ment is largely a reirospective creation of htera:ya]l stonu Al
mﬁz s, with Symons). None of the major figures usvally groupe
ls);f-nbgli‘sts either accepted or acknowledged the title.

? James Longenbach suggests that “dissatisfaction with a symbolist aesthetic

i de of the twentieth century”

i i Yeats's work in the ﬁrgt deca X ‘ 4

1990 55, refmr; thlmls,g]:lassage from his autobiographical account of the "1"1-:-_;g;3
oo Yeats goes. + himself as a survivor of the la

Dlneteenﬂl Cerltllly, aﬂd nes the lnﬂUED.Ce Of ]iu-de—ﬂécle Wr1{ers (here \;U a].tel

P his generation: “Three or four years ago I_ re-read Marius the E?ﬁ;??’t
e ing fgi d T cared for it no longer, but it still seen:.led to me, a\sI ! thinl

e & tg]l nf us, the only great prose in modern English, and yet 1 beg o
seemde; itt? it 0? the}attitude of mind of which it was the noblest expression,

WO )
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not i
Smtg;:ﬁegu t;lz ggls;ii;e;ec;ti'r my friends. It taught us to walk y
in a storm” (1927: 372-37éf[ld e were et to keep our feet

pon a rope, ¢ gh

3
Moris NP
as Mallarmmé sai-lfg:lff that the similaritics between Yeats and F
rather than ot ost entirely attributable to their sta fench poegg g
ctly symbolyst, poets (1986: 111). Sias as post-
4 : d
According to Jack ; , !
language ; son, this resistance to th .
guage in both Mallarmé and Yeats is grounded i?-l ?iﬁiﬁfn

* For some versi .

. ons of this basi o

readings by Chisholm 1C account, see, in additj )
; 19 addition to W,

Richard (1961 251056, > Coro (1980: 124-132), Lawier (1535 and

3
imaginaire dezr;{ lz.ll;:‘l::a;i s ?;ggtgnentaj sfudy of Mallarmé’s imagery, 1’ pn;
associative chai » remains the best compend > & Uhlverg
nains. Jacques Dermida, though, offers perspuzns?:fzmc ‘Ot{ o
i Tilique of

grounds of that re ;
. presentation ; .
difference. The i : 8 a praxis of spacin nkn
other objects aslslgcaigai:e gn “?iﬁe_rt “T;Otd;’l points not psimpﬁ; tglaan Oiiict matcelﬁal
fan, for instance, i I, out also (and crucially) t > And to
very model ogi’eﬁelgi_‘;ﬂy adfan, but also a book, a fj{))ld,o ath\:izgt gfcwrm::ig_ A
i 1ty and’ differentiati : » ClC., and the
constituted . on by whicl N
both too muglggci :2 511_'254)' To assert that we };‘33 nmlil'li;;dll)u? se;les Somd e
have noted, which il?glugﬂe- In “Le vierge, le vivace” the word “gé ?ntl is to say
text up to the many 'Lrna? an ?ssoElation with paper and cloth wgmge open ‘f{re
. - : ages of veils, silk 1y open the
pocms. ‘But in additi ? s, and lace that arise ; arme’
. dltlonb to both of these thematic associativ:eclsaiﬁanto ti]s
. e

Mallarmé’s themati .
: - matic chains, in oth s
possibility, are i e o er words, insofar as . X
. axe imeducible to any one meanin g: Or even ttc?Z{?}'ﬂliD;ftof‘e their own
meanings.

upon a Swaying I'OI.J'_

pbjlosophical SOUIces,

Romanticism (1984).
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are, in this regard, Spivak’s reading of the poem (1972: 104), It is
poting, IOTCOVET, that Mallarmé would make the placement of words and

'« a crucal issue-in “Un-coup-de- d_s” (1895)... . ..
Jeats and the greater omantic Iyric, see Bomstein (1986: 27-93).
kind of poem as “last

£
o ly labels Yeats's approach to this

; éomstein nice
Omamicism"-
9 On the backgrounds of Yeats’s symbolism, and his knowledge of occult and
see Seiden (1962) and Wilson (1958).

between natural and allegorical

draw my basic account of this tension
, reprinted in The Rhetoric of

1% I
“Jmage and Emblem in Yeats”

jmages from de Man's

1 On the significance of reflection and doubling in the poem, see Eaves

{1992).
i por a discussion of Yeats’s variants, see Bradford (1965: 43-63).

U (On Yeats’s swang, 586 Billigheimer (1586), Levine (1981), Melchiori
(1960: 69-132), and Stauffer (1949; 48-79). See, also, Smith’s astute reading of
another of Yeats’s famous swan poems, “Coole Park and Ballylee, 19317 (1994:
228-231), which finds in this poem mary of the same tensions between world
and text that I note in “Wild Swans at Coole™.
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. have had an elective affinity © each other.
. At 0.2 BB P
% itade towards European culture, has historically given 2 privileged place t0
& dings of Dante, a5 thoug Dante in SOme ways_looked forward to America.
Indeed, Charles Olson, in concluding 2 discussion of Ahab_ and of Moby-
Dick, which he segards as the American text, sees the quest in that _novel as
anticipated by Dante’s Ulyssess the “Aflantic man”. The American has
continued with the transgressi"e flight of Ulysses (Inferno 26): ‘he has 10
further boundary 0 cross (01501 1947: 118)- But Dante rea:dmgs in Arerica
have not followed a single P& though they no™ have, 1t M4y be‘arguefl,
2 consistency of approach. archaeology of which 1 want o investigate 11
£ change in Americal readings of

this essay, by focusing Oont 2 moment o1 © 1 n 1
Dante —one which makes for modernist appropriations. There

al
is very little of what might be called postmoders readings of Dante, I part
because of the power of the modernist “take” on the text. This, in America,
has inscribed Dante with & conservati and an internal consistency which
resists plurality and any reading for what Barthes calls “the return of the
different” {1974: 16) __the «different ba:ing that.which is Tepressed 1D amy
: reading that seeks a uni theme and unified subject-Tnatter. Another sort of
7 conservatism, it should be added, is at work in Britain. o

' ' so. 1 would argue that some hints for 2

It has not always been ] _ !
postmodern reading of Dante a® to be located in the Asmerican m}letaenth-
century reception of Dant® which was dJsplaqed by modermsal
particularly by 2 modernis™ inflected by the assertion of European values. I
American modernist: T. S. Eliot, though I

want here t0 conW
n Studies 20 (1999): 155-172
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shall also make subsidiary reference to George Santayana (1863-19

ta Harv.
h ;16%’12 ?t D ard and whose essay on Dante in Three Philosophic 53236 who
us, tante, Goethe (1910) influenced Eliot. Discussion of Poe:s:
ound,

equally important in iati i
e mediating Dante for modernism, must wait for anothey
T. S. Eliot’s relationshi
. 1.5 feiationship to Dante can be explored throuch h;

h:‘id cl::;l:mfsl?, bug It 18 important to remeémber that it \wasg nlcl}is Fostry or

xl?csult ofc{)e iis desire to_ attach himself to European tradition, but an frimply 4

copcicl altng soaked in t.hc New England culture of the nineteenth;';q e

oo ):: auedHarv“Eaégg’wlg;:h sel:al upS a Dante Society in 188]1. F. R Leav?;ur'y X
t's Classical Standing”, coincidenta deliverey

Harv?.rd, says that Eliot “overvalued what ante had toti)ft!g ff;nzﬁt ?fgg;%ig?

beyond quoting Dante, what use does Eliot put him to, i |
. e 0’
g}f{agff ?g %.lcl)l'l.lral Z'r}tlmsm? Isita convengonal use, ormd;Jeos“ilt pri?;?d ?Lﬁ
interestns o dr:er:e‘ ta, and ask thg reader of Eliot to do the same? Is ii
own At 408 n-:t L[:'ils_surne a Ieadmg of Dante that cannot notice Dante's
mystoisen, oy o & 51 ac_cor_}nts of_ h}m as the poet of order, catholicism
Leavié’s commeyt esis o c@assxms_m and medieval christianity? ,
rocall e o nis on E}lﬂt In relation to Dante and Shakespeare, which
e voc: bu ary of Eliot’s clagn that “Dante and Shakespeare dix:ide the
modem world ctween them; there is no third” (Eliot 195 1: 265),! have their
o Dg?1 nda. aiaws would want to assert the pre-eminerice of Shakespeare
pver Dan abouty [r):ase, a}nq not just in relation to Eliot. Most of what Leavis
st ob);e bout :ug;a is in relation to Eliot. In the essay quoted above
and women with evulson or disvaste e et ey O LCULeER Tren
1969: 42). Eliot’s poetry can barely nc;otiatcs westions of o Da{lte” e
i questions of sexuality:
Er;;}tfn isz,e at §hc relations between men and women via Dante’s tzﬂ;t;glnc?g
: . Leavis assumes _the non-sexual nature of this relationship, and

iI],li:((i);::l u:gpilflnic;l l\jalgld tct> consider ﬂ\lvhether this diagnosis of Eliot is
I ally, 0 suggest the relevance of thinkj i
and Dante in relation to the politi ¢ i Eliors gy
politics of modernism. While Eliot's de d
on Dante may reflect an American anxiety of influence about Epl‘fnro;?:ne
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g, Eliot’s use of Dante is a gestural refusal of that in favour of a

onal European. tradition and a Europe of what C. §. Lewis would call
ahe discarded image”, in other words, a Europe of an imagined unified
sensibility, in partial contrast to Shakespeare. The essay on Dante says that
he “is first a European” (Eliot 1951: 239) as opposed to being “merely” an
gtalian. “The culture of Dante was not of one European country but of
Europe” (ElLiot 1951: 240), “In Dante’s time Europe, with all its dissensions
and dirtiness, was mentally more united than we can now conceive” (Eliot
1051: 240). Not by chance, Eliot’s next sentence refers to the Treaty of
Versailles for its separation of mation from nation, as part of a “process of
disintegration”.

American criticism of Dante before Eliot was associated with the
nineteenth-century drive to translate Dante into English; after Cary, the most
influential of these versions in Britain being J. A. Carlyle’s prose Inferno
(1849).2 This was to become the basis of the Temple Classics version, for
which P. H. Wicksteed translated Paradiso and Thomas Okey the Purgatorio;
Hermann Oeslner edited the Italian text and the version which Eliot used

noti

' appeared between 1899 and 1901. Carlyle had already influenced his more

famous brother, Thomas —the results of that appear in Heroes and Hero-
Worship (1841), discussing “The Hero as Poet”— and the effects of Carlyle’s
enthusiasm are discernible in Emerson (who translated the Vita Nuova in the
1840s) and Melville. Interest in Dante in America was fuelled by Longiellow
(1807-1882), who had been Professor of Modern Languages at Harvard, where
he was succeeded by James Russell Lowell. Longfellow’s blank-verse in terza
rima translation of the Commedia, worked at since 1839, appeared in 1867.°
Lowell, Longfellow and Charles Eliot Norton (1827-1908), the Professor of
the History of Art at Harvard, who produced a prose version of the Commedia
{(1891-1892), were instrumental in setting up the Dante Society in America.
Further examples of the New England tradition of Dante translations may
easily be found: in the versions by Henry Johnson (1855-1918) who rendered
the whole into blank ferzine in 1915, and Courtney Langdon (1861-1924)
who did the same between 1918-1921, Norion was succeeded as Dante
lecturer at Harvard by C. H. Grandgent (1862-1939), and with Grandgent we
arrive at contemporary American Dante scholarship, for his edition of Dante
(1909-1913) is one of the bases of the version of Charles Singleton (1909-
1985), without question the most influential voice in current American
thinking about Dante.

Singleton’s work, beginning with An Essay on the Vita Nuova (1949),
was from the first associated with new criticism. In 1952, he contributed to
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an issue of the Kenyon Review edited by Francis Ferguson.
contributors included Allen Tate, R. P. Blackmur, Rabert [

himself, Jacques Maritain, and Erich Auerbach. T shall “retury to

New England as a new Exodus, and to Singleton’s reading of the Commediy,
as dominated by the image of the Exodus —the w

ords “In Exitu Jsrge; de
Aegypro” [“When Israel went out of Egypt”], the title of one of Singleton’s

most famous essays, being the words cited by the new pilgrims amriving g
the shores of the mountain of Purgatory (Purgatorio 2, 46).* However,
Mazzotta contrasts Singleton with Emerson, saying that “unlike Emerson,
who sees Dante’s poetry as a place of transgressions of the imaginary, as »
political project for the American future, Singleton restores the Commed;

a to
the role of an idyllic simulacrum of the past as legitimized by the theology

of Saint Thomas Aquinas” (1986: 38).°

- Having sketched out this history, Eliot’s place within it and his changes
10 it can be assessed. He studied at Harvard between 1906 and 1914, taking a
class with Irving Babbitt (1865-1933) in 1909 on literary criticism in France,
and then spending the year 1910-1911 i Paris. Babbitt, like Santayana, whose
courseés on the “History of Modem Philosophy” and “Ideals of Society,
Religion, Art and Science in their Historical Development” Eliot also took,

and the American College (1908), a text calling for the cultivation of the
“classical” spirit and for impersonality. Eliot left Harvard in 1914, and
Charles Eliot, who was a distant relation, corresponded with him in 1919,
urging him to return to America, where a post awaited him at Harvard, He

said that America was the only place where Eliot’s talent could be nourished,
and cited the example of the expatriate He:

from America, he said, had contributed

notice; indeed, in 1927 he became a British subject.

In Paris in 1911, under the influence of Irving Babbitt, Eliot bought
L’Avenir de Vlmtelligence {1905) by Charles Maurras (1868-1952), founder
of Action Francaise, anti-semite and nationalist (he hated Germany), supporter
of the Catholic Church, and royalist (for only monarchy, in his opinion, was

tzgerald, Eliot-
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ible with catholicism). The book is described by Michael Sutton as
afl

o as
i 1982: 49). Eliot’s response to Maurras w:
;nFll;s:’).tS V{&Iédyx :gft&r much of Maurras’s wilﬁ‘ had bfiel;o};;]ti S(;l

. - 3 + - Sm an

—Pi I not wishing for the a]hapce of nationali )
the Joce Péllllsoic r:n in The Criterion his own two-part trans]:imo_n of
g Franc‘c_};rologue to an Essay on Criticism. It h.as been ct?nwnmngi
Mam‘rasthsat Eliot’s description of himself that year, in 'thc ‘Prc atrl:F:tizz For
shov Andrewes, as “classicist in literature, royalist in_politic -
Lancefofth olic in religion™ parrotted Mauras’s self-description H];j e
el 0-§?e Revue Francaise in 1913, as “classique, E:athohque, monarccm;qt;ect
Nof‘Veggg- 58). Certainly, the classicism is the point of most E?‘S};’s ract
(J?t}? 1\IfIaur1"aS In the following September, 1929, Faber issued Elio
wi .

decisi\fc.

: o¢ SHOT :
" book on Dante, the second piece on Dante that Eliot had written —the firs
0 L}

i cred Wood in 1920. The book (later repnnted as a SQ?EIOD
app?ar?s'ijljcgjie ,f:isays) was dedicated to Maurras, a?d its eplgragél ran: ﬁ
f hJ‘S'l'té sauvée d’elle-meme et conduite da:rls Iordre, est edvfnuglder
55;151!)1 1d’ rfection” [“Sensibility, saved from itself and submitt 0 Wr;
g;nﬁgmiicpﬁnciple of perfection™]. Th_e w?;d.; ﬂi]ﬁ?& l\élgt}ir;sr; ; o

i an introduction :
;;:EZ Eong?lzgzilzdvgfgtnweif 1912, Maurras reissued the essay in book-form,
j nte in 1920. ) .

* L%e{::f‘g:esf:i:;lﬁing on the epigraph, and noticing t‘hat in latgll_" repiraﬁ
Eliot cut it and the dedication, one should note Fhat Eliot never d lfls.sortlcl o
i fully from Mawrras’s brand of fasa.sm plus rmonar i 'that
hlodmfelf'st Egropean reading of Dante seemed to mvolvc‘tpe possllgistyn at
gangnslhohld be read as a supporter of a pro}::-fagmst posn.x?‘l;oI;lsome s 01f =
essay entitled *Hommage 4 Charles Maurras”, Eliot wrote; x o ternp[e’:
Mau);-ras was a kind of Virgil who lecl_,us to the doorsEﬁ e tmple”
Margolis 1972: 95). It is alarming to think what temple Elio tg s
; ar'%lered Maurras a fit escort to; but the point is that the ;eferenoe OStatius
C?xg?;s from Purgatorio 22, 6473, the words ‘of the Christian po;t Starius
?o the’ pagan poet Virgil, in which Vi:gl'l is seen as LE; Furzs gin X
Christianity who led to Statius’s conversion. The passag .
Temple Classics translation:

at “best-erabodied.the substance of Maurras’s_thought” o the years_ . ;.
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And he [Statius] to him: «

Ao 18] to him: “Thou first didst
Thouasdsil(liitt(l}igmk In its caves, and then didst ﬁgl'liez‘i n o G
bim, and proﬁtsoﬂzt“;go goes by night and carries the ? e o
him, mself, but maketh persons wise ltghl:t ?eﬁmd
When thou saidst: “The i .
first age of man, and a ne“?ﬂd ety descen
Through thee I was a
1901, 2: 275)

Jjustice ret
progeny descends from heaxl.-l:]s., and the

poet, through thee a Christian [.)
L B antc

No hi i |
gher praise of Maurras could really be given, or could ev

. association of the ist wi
have g e French
PIIe seems not merely fortuitous. The temple Eliot 1;32;2[ t‘zl

hl p ¥ PO ] I~ OCTa;
tlc’

according to Albert Thiba
det, commenti
177), but als 1oa enting on Maurras
© a commitment to theological pessimism, t EEHI?;:;aJ;rhO té965:
’ - Stant

ideas of the power of the indivi
definition is e ‘mc‘lmdual, and to non-Pelagian: :
Centraf?n ;S form and restraint in art, discipline and au‘;ffl?mstm. Eliot's
i’.tléi.SsiI:is;m o government (either as socialism or "y In religion,
Sin —ﬂiepr?éf:l;so‘t; ! for e d as essentially a bgjc:;a_rchg e
s sity for austere discipli "6 in Original
Eliot ipline [...]".° Dant
Fi b oy o s e e e
ineteenth centurs (o saod for a great deal of what one hated 1y o
must originate from for 1951: 262). Original sin and a belief that e
Charles Eliot's sducationa] cobrre s mitarian optimism. Biot had roecny
the changes he had maadco b refon‘x‘ls which favoured electives accountr‘c T
the human will [...) whi y his “optimistic faith in the natural dmg for
(Sigg 1989: 2277 Belaop b naps 8 sounder theology might havs comenn,
(that New Eﬂgl.anc[ dlcflél original sin would never tolerate romcznnt?mciesi
protestantism. product of Emersonianism), or democracy, or

In the quotation fror Maurras used in

Dante’s meeting wi

g with Beatrice, and th .
. E) . e .
has in her presence. But sensibili new accession to feeling that Dante

accented, M fce. Sensibility has been corrected. Order

Ownppolitic Sat:;a:xs ?g:;l“{mg ‘take” on Dante. has little to do wimha]; bee,n
mention this text li)neshis ]Ijl;;"lfonarchfa, o instance (nor does Eljotm;:i;
account of Action Frangaise, Maon o i Eugen Weber says, in his

SEs

e, Perhaps,

the book on Dante, the context is

th the poet of -
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nationalisin was a lesson that could be leamed from classicisim.

o), and
olitios): 4\ faurice Barrés that

seher qUOLES

[N]ationalism is more than merely politics: it is a discipline, a
reasoned method to bind to all that is truly eternal, all that must
develop in continued fashion in our country. Nationalism is a form
of classicism; it is in every field the incarnation of French

continuity. (1962: 77)

submission 10 order on Dante’s part is, then, both in the field of a
sublimated Jove and nationalism; these are metaphors one for the other.
Eliot’s Dante criticism is heavily compromised. In the essay called

“Dante” which appeared in The Sacred Wood, he argued that in the
Commedia,

(Tlhe emotiori of the person, or the emotion with which .our
attitude appropriately invests the persom, is mnever lost or
diminished, is always preserved entire, but is medified by the
position assigned to the person in the eternal scheme, is coloured
by the atmosphere of that person’s residence in one of the three
worlds. About none of Dante’s character[s] is there that ambiguity
that affects Milion’s Lucifer. (1920 167)

Here it should be noted that the attitnde is the opposiie of Auerbach’s in
Mimesis (chapter 8), in hs account of the damned atheists Farinata and
Cavalcante in Inferno canto 10. The chapter has the weight behind it of
Auerbach’s earlier studies of Dante, Dane, Poet of the Secular World (1929,
the same year as Eliot’s littie book), and the essay “Figura” (1944). Both are
referred to in the chapter in Mimesis. For Auerbach, the figural realism of the
figures in the afterlife exceeds their reality in life, so that:

In the very heart of the otber world, [Dante] created a world, of
earthly beings and passions sO powerful that it breaks bounds and
proclaims its independence. Figure surpasses fulfilment, or more
propetly: the fulfilment serves to bring out the figure in still more
impressive relief. We cannot but admire Farinata and weep with
Cavalcante. What actually moves us is not that God has dammned

them, but that the one is unbroken and the other moutns sO heart-.

rendingly for his son and the sweetness of the light. [...] All
through the poem. there are instances in which the effect of the
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earthly figure and its carthly destiny surpasses or ;
- 1

the :
effect produced by its eternal situation. (1957; ls_}’,i‘leerved b
o HRERal VA R

(Inferno 15), or Ugolino (Inferno 33) i

within Eliot’s own . o
commentaries in Sell::oet?. Ambiguity, present in Eliot recalli
room for the argurne; et" 0 ypes of Ambiguity, is denied fo Dant g Empson’s
1t that Auerbach’s figuralism sanctions: thz.t '{'}I:ere i 00
‘ e TCaIiSm

elgdiﬁd;a] Talent™, that “p

cape Irom emotion; it i i

fron:;3 IlJ’ersonaIity” (1951: _1251)11 ot the ex
_ Eliot’s reading is, of ¢o nduct

crigial sin, whick, it may be noted, is 5 doomns: pie i
ommea’.za, whose topic is so ofte
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John Freccero, whose Augustinian argument says that a

ante is-thedeficiency of the will, and therefore sees the humanism

of Inferno as 1
:oht. In turm, this means reading allegorically, i.e., away from the letter

rit. An allegorical reading continually corrects what has

ne before,

finding misunderstandings being infroduced for the sake of a correction of

in a book-review comparing Auerbach with Singleton,

aralleled success which Singleton has had in his
explication of the poem is due in large measure to his conviction
that the Divina Commedia is one poem, with an aufonomous

structare coherent in itself in each of its parts [...]. The

distinguished - American Dantist has stressed the poet’s use of

Biblical allegory, not simply in order to sitnate the poem in time,
iqueness and his daring, while

but also to underscore the poet’s uni
Auerbach elaborates the principle of figura as a general cuitural

phenomenon. (1965: 107-108)

[Thhe unp:

seen as one, not as three cantiche, is made its own

When the Commedia,
interpreter, the allegorical method fits with new critical procedures. Freccero

adopts the same attitude as Eliot’s towards seeing a hierarchy of emotions
structuring the Commedia when he says that it “tells of the development of a
pilgrim who became a poet capable of writing the story we have just finished
reading” and that Dante has been “exorcised of the demon of subjectivity”
(1965: 108). The same anti-romanticism we can notice in Eliot’s approach.

In reading Dante for this order and correction, Elior’s modernism —his
anti-tomanticism and his sense of the autopomy of the work of art— goes
against the earlier New England mode. Emerson had said that Dante’s “praise
is, that he dared to write his autobiography in colossal cipher or into
universality”. He contrasted this with the situation that “we have yet had no

genius in America” who would do the same (1983, 2: 21). Dante was one of
the poets who would inspire America. Following on from Emerson, James
of 1872, after summarising Dante’s life

Russell Lowell, in a review-essay
and works, wrote, “The first remark to be made upon the writings of Dante is

that they are all [...] autobiographic, and that all of them [...] are parts of 2
mutually related system, of which the central point is the individuality and
experience of the poet” (1904, 3: 37). Later he says, “whatever subsidiary
interpretations the poem is capable of, its great and primary value is as the

eeding to be reread and corrected by 2 Platomic— -
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he grants that Dante “saw beyond it at times”. Thirdly, and here
. can Hok Santayana’s position with Leavis, he says that “love, as [Dante]

e to Paul Elmer More will serve for a comment On
antayana’s critique of the doctrine of hell. Elmer More did not like Eliot’s
£ hell in the 1929 book. Eliot wrote back that

1 am perturbed by your comments on Hell. To me it is giustizia,

sapienza, amore. [Tustice, wisdom, love, a reference to Inf. 3, 4-6.1
And I cannot help saying {...] that T am really shocked by your

assertion that God did not make Hell. It seems to me that you have
lapsed back into Humanitacianism, [...] Is your God Santa Claus?
[...] To me the phrase “t0 be damned for the glory of God’ is sense
and not paradox. (Jain 1992 027.228; see also Margolis 1972:

137-146).

The attitude that speaks here is violent rejection of individualism; and its
classicism implies its refusal to recognise that there may be issues in Dante
which the text itself cannot resolve. Here Eliot's aim would be to become
more Dantean than Dante ever was. Yet it would be fair to say that the
current state of Dante criticism, armed with the argument that Dante writes in
imitation of God’s way of writing, endorses Eliot’s position, and not
Santayana’s, of the nineteenth-century view, and has foreclosed on the issue
whether the doctrine of hell can ever be thought of as justified. But then,
America has become the country whose authoritarianism of interprefation
makes it choose to demonstrate its superior technology by its practice of

capital punishment.

The objectivity that Eliot reads in Dante means that the emotions ae

subdued, as they are in Maurras, in obedience to Beatrice. Samtayana’s
preemptive remarks about Dante’s love being unhealthry act as a corrective to
Maurras and the repression he stands for. Leavis’s comments about Eliot’s
use of Dante will be recalled, but it will be seen 100 that Leavis's comments,
while they may be aware of them, omit the politics that lies behind Eliot’s
subservience to Dante, as this demonstrates his adherence to a Maurrasian
standpoint. I would like to draw towards a conclusion by considering
Santayapa’s critiques of Dante in the light of what Eliot makes of them.

In “Dante”, Eliot refers to the pageant-vision Dante witnesses in the
Earthly Paradise, when Beatrice reappears (Purgatorio Cantos 29 and 30) and
he says it belongs to “the world of what I call the high dream, and the

modern world seems capable only of the low dream” (1951: 262). He returns

515 i, i ot normak-e whS&lt-h}l—lO_\Lel(_lQi?);_Llﬁ):.____..__. . _
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eep and waking”, and the sequence continues with the
e Vita Nuova title in “the new years” and “the new verse”, and

thc-vi-sion«af—Bea-&ieeiﬁwgawzio__SQucgugcm, or_fulfils, the

e 5ense that ’ -
e of that earlier poetry —restores with a new verse the ancient thyme.
< Eliotic dream is of a poetry with no entropy, where the point of closure
f completion, Of else correction of what bad been misunderstood: the
criticism. It entails redemption, which is sought in the poem.
Redemption suggests that what is restored reappears in a higher, sublimated
torm, and wsublimation” is associated with what Eliot calls the “high dream”.
The vision may be “unread” becanse the‘modem world is only capable of the
jow dream, 00t capable of sublimating its emotions. To “redeern/ the wnread
vision in the higher dream” entails becoming capable of reading against the
packground of death (“the gilded hearse”) ~looking to death for what life
cannot give- Sublimation is renunciation of life; time must be redeemed,

taken as it is, and neither can experience, evoked as “the

because it cannot be
fiadles and the flutes”, be taken at face value, Materiality exists in the

gorgeous deadness of “jewelled unicoms draw by the gilded hearse” (unless
these strangely phallic unicorns, as animals remembered from medieval
pestiaries, and perhaps associated with Dante’s griffin (Purg. 29, 106-120),
are to be seen as bearing away what speaks of death).

The beauty of the passage comes from its indirection, suggesting a
certain evasion within the work, which fits with the desire for sublimation.
Whatever may be said of Santayana’s view of Dante on love, it seems that
Eliot has deliberately opted to read against him, and to praise a view that
Santayana dislikes. How Eliot’s personal repression, which Jeads him him
use the psychoanalytic term “cublimation”, and the influence of Maumas
intersect here, is a mnatter for speculation, begging questions about the
psychoanalytic structure of quasi-fascist thought. Unlike Santayana, Eliot has
opted to take Dante in ro?o. His essay on Dante constantly refers to the
importance of the philosophy within the postry and to the question of belief,
which for him can be resolved into an issue of “poetic assent” (1931: 257),
as though nothing of Dante’s world-view need be lost. There has been no
entopy, and no historical differences, or other marks of difference, are negated
by the nostalgia expressed 1n the desire that the years should be restored. The .
“new verse” and the “ancient rhyme” suggest Eliot and Dante together,
Dante’s ancient thyme being wholly available in Eliot’s present. On this
basis, the function of Eliot’s poetry, Or of modernist poetry itself, is not o
reread the texts of the past, but to repear them. Qlder nineteenth-century
readings of Dante had no such sense of the text being so commanding. It was
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rather there as a form of inspiration, working from its own differeq;

standpoint, _
Perhaps it is time for a postmodern reading of Dante, to get away fr,

the politics of modernism, and so to do service to both Dante and to Eliorf

To take two of Santayana’s substantive points: objection to the doctrine .

oc
eternal damnation, and objection to Dante’s sense of love. Eliot in hiTTe of

to Elmer More shows that he reads the Dantean text entirely referentiany as
though the orthodox Christian hell and Dante’s could be used 4

point that the textual nature of the Commedia separates it from being judged
In a continuum with the schemes of theology or philosophy, Neither
Santayana nor Eljot register this. Indeed the text, with Eliot, is in danger of
becoming authoritative, just as its authority is elevated by Singleton’s Stress
on the work as the “allegory of theologians™, whereas Auerbach’s methog
gives the text no such singularity or privilege.
A second point might be made with regard to gender-issues. To locate
Dante’s positions on love solely with regard to Beatrice is (0 miss the
omnipresence of the question of sexual difference within the text, f is
everywhere, especially when it is not referred to openly. The issue of Beatrice
needs confronting, but it is not the necessary place to start in considering
Dante in relation to sexuality, and this may be an instance of the margins of
a text being more interesting than the ostensible centre. A famous article by
John Peter assumed that Eliot could be read in terms of a suppressed
homosexual interest in Jean Verdenal (1969: 140-175).° Certainly, Elior's
reference in ‘“Dante” to “the relations between man and man” lends some
weight to this possibility, and it would explain the place given to
sublimation in his readings. John Peter recalled, in his article, the special
Place that Eliot gave in his poetry o Brunetto Latini in Inferno 15, source
for the “familiar compound ghost” of “Little Gidding”, and a sodomite; just
as Dante gives a special place to the sodomites by assigning them two cantos
{inf. 15 and 16), and shows no semse of distantiation from them. Arnant
Daniel, similarly privileged within Eliot’s text, and quoted constantly, also
suggests the pathos and the joy of a sexvality which may also be
homosexnal, or which is called “hermaphrodite” (Purg. 26, 82). The
sodomites certainly rush by in this pardcular canto, joyfully accusing
themselves in carnival manner, and sodomy and poetry, or rather the
hermaphrodite interest and poetry, are inextricably linked together. Lovers are
poets and poets must be lovers.

o
Eliot
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NOTES

iello (1989); see also
i i d Dante, see generally Manganie

1 C;n ;l;%gp;;doggggrtlﬁwﬂ}. In my discusmgns of5E11ot, I do not refer to
i}lcgajr:d(essay on Dante, “What Dante Means to Me” (1963).

] A, !
? See, for instance, Margaret Fuller’s review of Cary’s translation, in Michae
* See, )
Caesar {1989: 561-564).
> On these translations of Dante, see Cunningham (1965).

: from the
i ' Frecerro (1966: 102-121). 1 qu?te
I Sln_glet%gmsi&;egnlm ]}-ne: “According to Dant’c E:E'p:st!e‘fzf) fCt;zlr;
Ecmpclice E:if Sl';:; the anagogical meaning of this Psalm (114) is “the exi
ron L,
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sanctified soul from the slavery of this corruption to the liberty

of et
glory™”. The Temple Classics edition, like. Singleton, N

assumes Dy,

authorship of this Epistle; the matter is by no means certain, apg R

implications for the way the poem is read as allegory has
theologians”™— as Singleton insists it is; i.e. writing that claims for itself the
same truth as God’s writing,

* The same issue has other articles on Singleton, including a biography, 1,
Richard Macksey (1986: 45-57). Other material relevant to this Paragraph
appears in De Vito (1982: 99-118). I discuss Singleton’s work in detail iy
rela;igon to 6Freccero, Mazzotta and Auerbach in Tambling (1988) and Tambling
(1999: 1-16). :

¢ Quoted, from “Syllabus of 2 Course of Six lectures on Modem Frenep
Literature™ (1916), in Sigg (1989: 19). : :

7 Eliot's essay, “The Christian Conception of Education” (1941) quoted ig
Sigg (1989: 277). .

¥ The point is derived from Jain (1992; 221-227), partly based on a reading of
Eliot’s Clark lectures of 1926, on seventeenth-century poetry.

* The implications of Santayana's own homosexuality for his arguments, and
the place given to masculinity in the Harvard that Charles Eliot presided over,
need developing: a beginning may be made with Townsend {1996).
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RGINIA HOOLF AND POST-

oRE 3 SIONISHM:
SENCH ART, ENGLISH-THEORYAND—————
MINIST PRACTICE!

JANE GOLDMAN
UNIVERSITY OF DUNDEE

«on or about” November 1910, Roger Fry invented the term post-
impressionism o describe the departure from impressionism by French-based
artists “out of the cul-de-sac inte which naturalism had led them” (MacCarthy
1910: 10). Desmond MacCarthy, the secretary to Fry’s notorious exhibition,
“Manet and the post-impressionists”, recalls that here “for the first time the
British public saw the works of Cézanne, Matisse, Van Gogh, Gauguin,
Seurat, Picasso and other mow familiar French painters. No gradual
infiltration, but —bang! an assault along the whole academic front of art”
(1945: 123). The spectacular colourism of this new French art was the point
ot which the assault was most brutally felt by the many hostile members of
the public and outraged critics who came to deride the exhibition.

When reactionary critics were not pouring scorn on the primitivism and
insanity they saw represented on the walls of the Grafton, they were snorting
in disbelief at the most obvious symptom o them of such degeneracy: the
aparbaric” colours.? Most furore is aroused where women are depicted in
exotic and “unnatural” colouss: '

In a typical [Gauguin] hideous brown women, with purple hair and
vitriolic faces, squat in the midst of a nightmare landscape of
drunken palm trees, crude green grass, vermilion rocks, and
numerous glaringly coloured excrescences impossible to identify.
[...] A revolution to be successful must presumably revolve; but,
undeniably clever as they often are, the catherine-wheel antics of
; the Post-Impressionists are not likely to weke many responsive
' chords in British breasts.®

Misceldnea: A Jowrnal of English and American Studies 20 (1999): 173-191
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impr
artists “out of the cul-de-sac into which naturalism had led them” (MacCarthy

1910: 10). Desmond MacCarthy, the secretary to Fry’s notorious exhibition,
«panet and the post-impressionists”™, recalls that here “for the first time the
British public saw the works of Cézanne, Matisse, Van Gogh, Gauguin,
Seurat, Picasso and other now familiar French painters. No graduat
infiltration, but —bang! an assault along the whole academic front of art”
(1945: 123). The spectacular colourism of this new French art was the point
at which the assault was most brutally felt by the many hostile members of
the public and outraged critics who came to deride the exhibition.

When reactionary Critics were ot pouring scorn on the primitivism ard
insanity they saw represented on the walls of the Grafton, they were snorting
in disbelief at the most obvious symptom to them of such degeperacy: the
“barbaric” colours.? Most furore is aroused where women are depicted in

exotic and “unnatural” colours:

In 2 typical [Gauguin] hideous brown women, with purple hair and
vitriolic faces, squat in the midst of a nightmare landscape of
drunken palm irees, crude green grass, vermilion tocks, and
numerous glaringly coloured excrescences impossible to identify.
[...] A revolution io be successful must presumably revolve; but,
undeniably clever as they often are, the catherine-wheel antics of
the Post-Impressionists are not likely to wake many responsive

chords in British breasts.’

Misceldnea: A Journal of English and American Studies 20 (1999): 173-191
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MacC i
e 1 1 e o g oo o e 0 e paings i
his return Fry’s actual coining of the term pos e, 1tmessed
. . i .. o on
_lgnu;r;allilli ?:;? r\x;s_ to }aell’:-’ us vyith Publicitye’: “Rogie%?sin;i?vigtreda —
e e 0 e 4 4giing s i o
alternatives. At last Roger losing ter i O Tore et of hi
i At last s patience, said: “Oh, let’s iy Is
11:-24). Pressionists; at any rate they came after the hnpressiojniittsf’z’lll(fg:?
Cézanne, Gauguin and Van Gogh, the most i |
anit s rominentl ;
Dt o 91 o o G ot TS
e of 1ves and Cubists such as i
iﬁz fehggg htg;;:dx‘:ate the continuation of this newly defullﬁ?itgscslfoz?dbiltcisso
S Smpha Ijvinas thrown on to the old masters”, as Be:nedict,NicoI e
aeives. The Cubg were 1ot rePresenwd by their most recent, avam-garsa? ,
oot 1 Th:3 cxhl'?l‘ in fact “was the most serious omission” (Nicol .
cvangarde enbiden T etk 19102 3 efing moment
. : T oment of European ism’
:;;ﬂ:;tfr::gnmﬁpggt on the _practices: of British artists,pbut itlllizd:ig{l)srzls
o m(l::ltlSh .formahsf theories first emerge and shape the criti T
s Lor bermsm.' Fry’s .neologism, Alan Bowness remarks ™
o becz;use £ wis ;capsc 1t was invented 25 years after the art it dcsm:ib .
of oot was an?’mlv;nnon of an English critic arranging an exhibit:i:ﬁa’
e rench o (1979: 9). Fry’s historic exhibition is often cited t
B (15oA oolf’s enigmatic statement, in “Mr Bennett and M:O
et 1986-15590013}- or about December 1910 human character chanoed’s’
(Woolf 1986-1590, 3 4311). Andrew McNeillie, for example, glosses Woolf's
Biward V11 (o Woolt?1986 post-impressionist exhibition and the death of
of Bagor Fre oy o 6-19_90, 3 ‘437). 1910 and the formalist aesthetics
o oger P B:eadx . w.; Bell with \jvhlch this date has become linked are also
et o gs o ITo‘ the Lighthouse (1927) to explain the painting
Form oo eﬁ Wr:;:otz it is worth noting. that Bell’s theory of “Signiﬁcanct
in oo s e second post-impressionist exhibition in 1912, but
oot b assoxqetlmes been conflated with Fry’s formalism, and
In what foHowsyI wfﬁflzgﬁig}érﬁlg ‘l‘;{i(gfs?iﬁc:h‘vith s oan exhib,ition.
vhat ‘ w other eve ing
%rxggtl);’usogoiz}; “:_e n}xgl?t acknowledge as relevant to Iliti?ysugg:;ﬁ]’lscgz
Contemporafyei?ﬁiiﬁlm;m tion of .
' n 0 -. ) Do
Literary engagement with i, ipsuggest, I1350 Sitnlfll?lggiﬁogl;mthzn iufvg:gégz
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activism occurring at the time of the 1910 exhibition, culminating in “Black
Friday”, when a demonstration ended in violent assault upon most of its
-the~hands-of the-police. -On-18 November. 1910 (the post-

articipants at
impressionist exhibition opened ten days earlier on 8 November),
suffragettes massed to demonstrate at Westmninster against the loss of the

Bill (proposing the enfranchisement of a narrow category of
the crisis in Parliament and the imminent fall of the Asquith
assault and arrest followed. Woolf did not participate in
but she did attend the huge rally at the Albert Hall in
few days earlier (Woolf 1975-19%0, 1: 438). What is of
is a wider critical argument over the significance of
critical moment in the interpenetration of these
llery walls was brought into dialogue with the
litical events on the streets outside. I will argue that {what amounts to)
Woolf’s manifesto on 1910 seems to xesonate both with the formulations by
Fry and Bell on European art and with the formulations and practices of
British suffragist artists —I will look at the work of Mary Lowndes in
particular~ and that these two combined influences may be at work in
Woolf's Kiinstlerroman of 1927.
Rita Felski, in Beyond Feminist Aesthetics, takes up some of the issues

ext and context to arise from Toril Moi’s notorious ingervention
ériticism and Woolf studies:

Conciliation
women) due to
government. Mass
the demonsiration,

eparation for it a
interest in this discussion
text and context: 1910 is a
gpheres when the art on ga

conceming t
(in Sexual/ Textual Politics) into feminist

Feminist theories of “textnal politics” grounded in a modernist
aesthetics —for example, the celebration of the writings of
Virginia Woolf as radically subversive of patriarchal ideology—
are thus open to criticismon the grounds that they continue to draw
upon static oppositions between realism and modemnism without
taking into account the changing social meanings of textual
forms. The assumption that the political value of a text can be read
off from its aesthetic value as defined by a modemist paradigm, and
that a text which employs experimental techniques is therefore
more radical in its effects then one which relies on established
structures and conventional language, is oo simple. Such’” an
assumption takes for granted an equivalence between automatized -
language and dominant ideology and between experimentalism and
oppositionality, an equation which is abstract and ultimately
formalist in its failure to theorize the contingent functions of
textual forms in relation to socially differentiated publics at
particular historical ~moinenis. (.] It is thus increasingly
implausible to claim that aesthetic radicalism equals political
radicalism and to ground a feminist politics of the text in an
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assumption of the inherent] i
innovation. (1989: 161) y subversive effects of $tylistie

I want here to consider the “histori :

- > “historical moment” i ;

E POmS \ ent” of the i

al?dgi:g\lvf?hr?slaln;i? 3nfrelaﬂo; to the context of the feminil:f ;If:ntlliot:::a?f Pl? s

: v nform “the changi i PR Spher

impressionist “textual forms” changing social meanings™ of Woglfg pgs,f
First, it is useful to remind o :

: urselves of the differenc
g:::ur’l;jl;:t approaches o TQ the Lighthouse and recent, textual) based
somehow?‘l?gﬁ?;chis Which argue that Woolf's “stylistic innova)iii " e
an sarly commn ently subversive” and feminist. David Daiches, for exon y
poer A entator on Woolf’s novels, finds Lily Briscoe,’s sromple,
e p pamting at the close of To the Lighthouse, a unifyine ymber o

rings formal harmony to the novel: ’ Ying symbol that

€S betWeen earli et

Symbolically, the past returns and shapes

/ I the

ggimie;alba;ic }nto Lily Briscoe’s pictur p;s she ﬁ?iﬁﬁmﬁ?sw

o r%r g Sign ten years before, and out of this meeting of tthe

oy e é-ent personalities across the vears the final ing “;10

et .0 b arrouss ,thlel water at the same moment Mr Ramsay by iit

e of es’s handling of the boat, is exorcising the éhost ;
Carly resentment, also ten years old, and all the threads g:

the story are finally comi :
constraCrion (1945:)( gz)nnng together. It is a masterly piece of

Daiches also offers an interestin decodin,

s g g of the novel’ istj
gar:_:;%ucaggcc;ftgolqur. On th_P: other hand, Makiko MinoW—Pinllcrfe sogl;;st;aﬂt?d
ctudy ot g f1:1se to Moi’s more recent challenge and offer a I;ook len £
Sy of sames wc?rlg, based on the t_hcories of Kristeva, Derrida, and Lacin
iy s boﬁpamtmg a celebration of the loss and impossibiliry 01;
reading dozsm ¢ meaning. ;nteresﬁngly, Minow-Pinkney’s sexual/ t

gesture toward historical context too: e

Lily’s line represents am ups
_ _ urpassable bar betw: i

:iﬂ?slegsf -and the sym_bohp order, which "always oi?gct;:f‘zg
s bt ﬁgﬁnes to subjectlv_e conscionsness as the result of a
st b from the plemtqde of the Ramsays to the dearth
safter subyecte post-war generation, It is the necessary condition
ol he s ojf theas firsucm and reacts back to interrogate the symbolic
oy o e t kalf of_ the novel. The book’s ambivalent
ranght e § baror gap is finally grounded in the daughter’s
ation to the mother. Mrs Ramsay’s death is the bleak
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loss of the possibility of total meaning, yet it also reveals an
arbitrariness in the sign which reduces even her impressive
symbols into fictional constructs with no compelling authority

"~ gver the nexi generariomn. (1987 116) — -

Whether interpreted as  symbolically unifying or distuptive  and
deconstructive, Lily’s picture is usnally understood as a homologue for the
povel in which it appears (Stevenson 1992: 165). Let us now look at one of
the most cited passages in To the Lighthouse, where Lily Briscoe explains to
william Bankes how to read her modernist painting. "It is often argued that
this is also a lesson in how to read modernist literature and To the
Lighthouse itself. The novel describes Lily’s erection of her easel while all
around her people are reading and reciting literature. Mr Ramsay nearly
inocks down Lily and her picture as he recites Tennyson’s “Charge of the
Light Brigade™; Mrs Ramsay is reading aloud to her son a2 Grimms’ fairy tale;
Jater Mr and Mrs Ramsay read privately and silently from Scott and
Shakespeare; later still Mr Carmichael’s bedtime reading of Virgil is noted;
and in Part Three he reads from a Yellow Period novel, while Mr Ramsay is
pusy reading a book as the boat reaches the lighthouse and as Lily finishes
her (second) painting. All the works of literature named are by male authors.
Like the many pictorial analogies, these elements feed into the self-
consciously aesthetic quality of To the Lighthouse, but they also suggest a
tension between Lily’s creative activity and the other characters’ readerly
activities. Lily has to fight for the space to make her new text. Her visual art
intervenes in the midst of all these (patriarchal) literary texts. Lily also
distinguishes her aesthetics from the impressionist’ic art of the French-

sounding Mr Paunceforte:

The jacmanna was bright violet; the wall was staring white. She
would ot have considered it honest io tamper with the bright
violet and staring white, since she saw them like that, fashionable
though it was, since Mr Paunceforte’s visit, to see everything
pale, elegant, semi-ransparent. (1927: 34)

She seems to find Mr Paunceforte’s aesthetics as distasteful as she will later -
find those of Mrs Beckwith, “that kind old lady who sketched” whom she
recalls for her repugnantly compliant domestic politics towards Mr Ramsay
(1927: 236). Mrs Beckwith is precisely the kind of domesticated, patriarchal,
womnan artist that Lily wants to avoid being positioned as —or mistaken

for— when she sets up her easel.
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Taking out a penknife, Mr »
) Bankes ta,
han, : . pped th ;
dle. What did she wish to indicalze bye t%ii;lv;; a]\:glzhl the bope
. ar

Shape, “ust there?”
J 1e?” he asked. It was Mrs Ramsay req ding 1 JP'lrpIe .
ameg,

she sai i fant]
hum:ffihfpl? ‘“B“Et‘”sﬁ’éshiﬁj eetion —that 1o one could (el 4y g
- made no att ' 1t fo
For what reason had she introduced tﬁﬁttﬁ;g{eﬁfss’ksg‘? ‘Saécla1
? asked. W,

lndccd? —-exoept 'th N
at if there, in that co X
» mer, 1t was bl'ight, h .

Cre, in

this, she felt the need
mis, | _ of darkness. i i
com ;ﬂglzw_eé ba'lse,cltt was, Mr Bankes was interelsrtlisl:(:lle’M Ot?wous’
e ot 6] ; of universal veneration, and in.thj g, 2
o shadous or her b?auty—— might be reduced hes o
o Dueple sh Ow w1th_out‘1rreverence. But the pictt’lre Wpondere¢
i s m 11*:,l not in his sense. There were other se s o
honich. instanget Il:ievergnce them. By a shadow here a?-nsc‘les ight
ppased 4 e . Her tnbutc‘took that form, if, as she et
soposed: 2| shade must be a t{lbute. A mother and child e duet
adgo 102 H:wc ;qugldou;d ureverence. A light here r?iqlﬁii‘lédbe
+ + " er . a
smenuflcally in complete good fI‘-sI:?th‘.sth;ng;:[?és geat “;j'lk X
0 his

scienti inati
o r;ggozian;;nmn of her cenvas. The question being on
P ses, _of lights and shadows, which toe l:?f
enlained 2d thenz:;gszdere@ before, he would like to ’have .
the scone bopat the she wish to make of it? And he indicat lc:
sho witod Hore the 1(:::)11e .She looked. She could not show him v.?heat
brush o por ke ¢ t1t,kcould not see it even herself, without
with the dim eyes- and t?lg aggei??riggrz e ming posicion
MPressions as a woman to somcthi.ngemiim;f;;‘esgﬁ:;zg [aJI] hn;r
W) I

85)

Significan _—
fo;-gl}:c;w totigz;d“l;tﬁezly 15 asked to explain her work —formulate th
brush again in th — she in fact stops painting (she does © a theory
upheavals) Furthc novel until Part Three after the passing ;l?ttplck up her
. - . ermore, in explaining to her ¢ en years of
relations of masses, of lights and shafiows” urln fi:nj; ilfe;‘i‘; :}flii ;iugstiom, of

orm, she
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the process, “all her impressions as @ woman to
jing much more general” {my italics). This suggests she may be
some-ferninist-import to. her visual _aesthetic, practice which is at

lanation she offers to a man, It also seems

the abstract verbal exp
wriking colourism becomes subdued as she offers her formalist

(the purple triangle becomes 2 shadow in the above passage).
st critics about this exchange between Lily

cribed as “subduing” in

js des
Somé‘tﬁ
masking
odds with
that Lily’s §
interpretation
What is important for mo:
however, is that it seems to echo quite

priscoe and William Bankes,

straightforwardly the aesthetic th
connection with this, close attention is often paid to

now she imagines To the Lighthouse should be read:

eories of Roger Fry and Clive Bell. In
Woolf*s letter to Fry on

“nothing” by The Lighthouse. One has to have a central
ok to hold the design together. I saw
accrue to this, but I refused to think
e would make it the deposit for their
own emotions —which they have done, one thinking it means one
thing another another. I can’t manage symbolism except in this
vague, generalised way. Whether it's right or wrong I don’t know,
but directly I'm told what a thing means, it becomes hateful to me.

(1975-1980, 3: 385)

1 meant
line down the middle of the bo
that all sorts of feelings would
them out, and trusted that peopl

Fry in his own aesthetic ferms. But

following the exchange between Briscoe and Bankes, perhaps Woolf too 1s
woman to something much more

“subduing all her impressions as a
general”. She does indeed often use vocabulary picked up from her painter
friends to talk about her literary works as, for example, where she says in an,
earlier letter to Fry: “I'm not sure that a perverted plastic sense doesn’t work
itself out in words for me” (1975-1980, 2: 285). “Plastic” is a key term for

Lily’s apparently gemeralising

Fry; and we can see how close Woolf’s and
vision is to his from the following extract from his Vision and Design

(1920):

Here Woolf seems -to be courting

becomes of no more significance than
aman’s head is no more and no less.
rather, these things may be so of
pot according to the rhythm that obsesses the artist and
crystallises his vision. Since it is the habitual practice of the artist
to be on the lookout for these peculiar arrangements of objects
that arounse the creative vision, and become material for creative
contemplation, he is liable to look at all objects from this point of
view. [...] It is irrelevant to ask him, while he is looking with this

The greatest object of art
" any casual piece of muatier;
important than a pumpkin, or,
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generalised and all-embraci i
-’ + CI i
objects which compose it. (%gzoflggn'

The “objects of unj
of universal w for”
shadow wi . veneration” Bankes se€s “reduced
without imreverence” are close to the obj:csts arouss (] toa Plrple
- in

vision”. It ma ’
Y we]l be that the “SOmEthing much mol-eg Fry by “Creatjve

subdues Lily’ - .
Siocues Lily's feminism, then, is Fry's “gencralised and alhongy. 1D
~embr.

The 1910 post-impressionist exhi - i
by Fry. Mi%;ﬁ}:mpressxqmst exhibition catalogue was not i ¢
ticklish job of wr't)i(’ ventriloquising Fry, anot?ymougl tin fact Writtep
which the post-im ting the preface” (MacCarthy 1945: 13'24Pel'f0nnecl “the
naturalistic PrOjecIimoSf§ lgtht-amSt,s individual expression is at’oggcord'mg 0
analysing the phas ot v, IEressionists. The latter “were i S With the
they refined u;)oiy xw?lfalgil:saﬂ eiléadf};v into a multiplicity ;‘;ﬁ;isgt:trisé?d in
I " X y illusive i > ours:
mpressionism, then, is concerned with puesl:il;‘lgnznm;cyngaCCarthy 1910: 8§

a nod to MacCarthy’s preface:

Tmpressioni

e o e pa oL i

much upon the impoga?n particular circumstances. It iﬁfiﬁ?ﬁd o

his work often co ce of rendering this exact impressi ; that

transferred to ¢ mpletely failed to express a tre at al that

“freencss” of ﬂ;a;was it was just so much shimmer and ai Al as

associations o htrce was not rendered at all; all the eCO our. The

omitted...). An(él d?irg?zsntéla‘}j' be made to convey in Q‘;?é;nwﬂg

im e N : enying tha

IBpressionists is sufficiently discoﬁcerﬁ]t:lgtheltw D?l; l; of the post-
' even appear

This distinction between im i
‘ be essioni St-1 i

fgmhe;m;so iistat;) cgms who ;onpfilse th]:f\?o \32211 rizgt‘-n:gl %f)ssll? i

amimon e pressionist, particnlarly when invokin Oh’ P

ot g el gusagc from “Modern Fiction” (1919) % i ,fam_ous

to MacCartun )&c f;;eistim blos§om on the banks of the Ken;nefe’mkes o

and final ol i on of lmpressionism, whereas Lily*s seiems‘ el
are more in keeping with his post-i;u;fezsitgﬁinsﬁe

about the natyre of g
€

L
-

Intgr_esﬁngly MacCarth
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y assoclates the latter with the achievements of

yoelry-
° glive Bell's theory-of

formalismm, but these the

“Significant Form” is not the same as Roger Fry’s
ories evolved in close PIOXimity, sometimes
converging but someiimes diverging. Bell first used his famous term
«gjgnificant Form” in the 1912 exhibition catalogue to introduce the work of
English artists converted to post-impréssionism by the European masiers on
show in the 1910 exhibition. Like MacCarthy, he too finds literary analogy

helpful:
For the second post-impressionist Exhibition I have been asked to
choose a few English pictures, and to say something about them.
Happily, there is no need to be defensive. The battle is won. We all
agree, now, that any form in which, an artist can express himself is
legitimate, and the more sensitive perceive that there are things
that could never have been expressed in

worth expressing
traditional forms. We have ceased o ask “What does this picture
represent?” and ask instead, “What does it make us feel?” We

expect a work of plastic art to have more in common with a piece
of music than with a coloured photograph. [...] What I mean by
“simplification” is obvious. A literary artist who wishes to
express what he feels for a forest thinks himself under no

obligation to give an account of its flora and fauna. The post-

impressionist claims similar privileges: those facts that any one
book he leaves to the

can discern for himself or discover in a text
makers of Christmas-cards and diagrams. He simplifies, omits
details, that is to say, to concentrate o something more important

—on the significance of form. (1912: 9

Bell distinguishes the high art of post-impressionism from mundanitiés such

as greeting card illustration or diagram making; and in his highly influential

book, Ar?, two years later, he extends his theory of “significant form™ to
(‘aIIBS a_['t:

account not just for post-impressionist ast, but for

There must be some one quality without which a work of art cannot

exist, possessing which, in the least degree, 1o work is altogether
worthless. What is this quality? What quality is shared by all
objects that provoke our aesthetic emotions? What quality is
common to Sta. Sophia and the windows at Chartres, Mexican
sculpture, a Persian bowl, Chinese carpets, Gioto’s frascoes at

Padua, and the masterpieces of Poussin, Piero deila Francesca, and
ible —significant form. In

Cézanne? Only One answer $eems poss
each, lines and colours combined in 2 particular way, certain forms
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and relati i .

and Comb?ll:as,n %1;1 zOrmsf ]j,nsi‘.l: our aesthetic emotions, Thege .

forms. T call “sionifion and colours, these aesthetica] relationg
» I call “significant form”; and “significant for;;’ly Toving

quality common to all works of visual art. (1914: 7-) Is the gpe -

gélsecr?buzlli:tri:z of post-impressionism as first defined by

aniversal aesfll;eéttin otgl the tumn of the century are now extended to

significant fi ¢ theory. Bell also comments on colour j embrace 5
g orm, suggesting “the distinction between fo In relation g

‘h n
mreal”: you cannot concei . . and colouy”
neerve a colourless line or a colourless space: n;?thbe
7 «er

can you conceive a formless relation of

S you « elation of colours. (...] Wh
St L comiton o e o it

. . e , :
zloalgllir ailljj i?crf;f; gglsﬂtzll and therefore presumably stru)gtugili’.et;;?' o el
oot DThe nction betwe_@n_ “lines and colours” while claimin i
Sy The Twer of colour is subsumed in the abstract not:ig ther
et fo st: Isl an aspect of pure form, colour is deprived of all in
_ ystcally emotional. Bell develops the notion of the ;Tiérlﬂ:.lngl
8

dimension of signj i

significant form into a full bl i
. . 0 i
with a vision of “aesthetic rapture™; eligion of et He closes 4r

English theoristg to

persists in

}tf:m I;:'Jl'itgion of art will serve: a man better than the religi
ot al11 y._[.:.] What he loses in philanthropy he ma f n f}f
tmity; end because his religion does not begig \%fia:t? alurz1

ir_ljunction to love all men, it wil) i
him to hate most of them. (1914: ;;;;;gi perhaps, in persuading

This is the soun i
Blooinli;bury-bas :;: ;1; dﬂ;:m _l:s,rgll-{scendent aesthetic often attributed to Woolf's
s aemniﬁzLIf?InnBii cxccl’lent gngi influential study of Woolf and the visual
e exa ofRoger)I; | Ii,coc 5 pamtmg technique with close reference to the
and e o soger ] g r?t Clive Bell's theories also influence his discussio
it i0 cllh? terms as “formal significance” and “f:mc«tional]rl :
B et S pthye in his dl_scussmn of the exchange between Bank /
- -MDg the passage given above from Fry’s Vision anda DZi:’;l::d

M La. 1 I S l i
. - l ]
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William Bankes is one of those people who, in Fry’s terms, would
gay of alandscape “What a nice place” instead of “What a good
picture”. William’s other criteria, the unaesthetic ones of size and
monetary value, are also very michi~ those which -Roger Fry-
constantly rejected [...). William also brings into the discussion
irrelevant ‘private emotional associations: “He had spent his
honeymoon on the banks of the Kennet, he said. Lily must come
and see that picture, he said.” The kind of abstraction that Lily is
concerned with is very different from the scientific examination
which he is used to. Her abstraction can only be conveyed in paint,
it can only be expressed with her paintbrush [...]. It is only in the
actual making of the work of art that she realises what she wants to
“say”. Mrs Ramsay's distinguished presence and Lily’s affection
for her are very important in the novel, but Lily as painter must
select only the formal visual aspects of her experience, and so Mrs
Ramsay becomes a purple triangle. The equivalent problem for
Virginia Woolf herself was the transmutation of her knowledge of
her mother and father into the characters of Mr and Mrs Ramsay.
The careful balancing which we can see in their porirayal gives
them a formal significance which is more generally valid than a
straight autobiography or biography would be. There is a careful
selection and abstraction here which is emotionally significant,

(1973: 192; my italics)

McLaurin looks closely at Woolf's colour references and also examines her
infamous use of framing brackets with reference to the visual arts. His is the
standard, orthodox reading of Woolf’s post-impressionism. It concentrates on
the influence of the male theorists closest to Woolf and ignores that of
women colleagues in Bloomsbury and the issue of feminism altogetber.
More recently, scholars such as Diane Filby Gillespie have turned attention
to Woolf’s artist sister, Vanessa Bell, but the aesthetic influence of Woolf’s
feminist sisters in the suffrage movement has still to be more fully explored.

“On or about” September 1910 the suffrage artist Mary Lowndes
published a manifesto-style essay, “On Banners and Banner Making™.
Iowndes was the chief suffragist artist, respomsible for organising the
banners and colours and floats in the suffragist demonstrations which
dominated the political sphere in the years before the Great War:

Great numbers of banners have been seen of late in the streets of
London: some beautiful in themselves, many picturesque in effect,
and some indifferently ugly and dreary. Banners, however, of one
sort and another have evidently become associated with the
appearance of women in public life, and it seems likely that they
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will continue o be associated, to the i
: great gain of
streets and hitherto sober political gatherings. (1910‘:-]I10

Although “political colours™ are not new, Lowndes says, ¢ i
century has come to fruition a new thing, and colour h{;’ a‘nf;)g:h“;lia ;

What is the new thing? Political societies started by women mﬁaﬁcam:e,
women and sustained by women” (1910a: 172-173). Significar;tl b ged by
then: %nnglsm kind colourism are powerfully connected. Y by 1910,

. Lhe best known suffrage colours are the le, whi

EVSBU [the Women’s Soctal and Political Uniop:]{l’f as Lis:eT?Blgng—egg O the

Wlnt?. was fqr purity, green for hope and purple for dignity. [...) lepierves.
iometxmeg given as “loyalty” or “courage” and -green as “youﬂt:”was

regcne:;anon”‘ (1987: 265).° These colours were linked with the milj -
Women’s Social and Political Union in particular and “the cause” in et
By-no rgmans the only colours of feminism, tﬁey were by far thicneml‘
fan;ous. The suffrage colours were often displayed in Opposition 1 e
Union Jack: tl-’1e purple, white and green became an alternative rallying ° otihe
to the red white and blue. _In keeping with this pseudo-militarism Iofn 2;
Arc, armqur-clad and sporting the purple white and green, was adopt’ed as th
patron saint qf the suffragettes. “In all ages it has been woman’s part to mak:
the _ba_nners, ‘1‘f not to carry them”, Lowndes explains. But this traditionall
gil;lpl}glrl;le afrt[ the clwe]rsfcolours of needle work”, once woven “in honour ang

of [woman’s] favourite fighting > i

ke omas] fighting hero”, has been revived, not to

th the new

for Lhe_ first time in history %o illumine woman's own adventure
The oriflammes she made, the silken pennons of the knights the;
gorgeous embroidery for the tourneys, the quaintly wréught
histories of adventure —such as the Bayeux tapestry— were all in
ponour aqd support of her favourite fighting hero. [...] And now
into public life comes trooping the feminine; and with the
feminine creature come the banners of past times, as well as many

other things which people had almost forgott :
(1910a: 172, 173) orgotten they were without.

The meaning ’of the suffrage colours was not fixed, and shifted according to
context, as Tickner observes: “So long as the concepts were positive the
exact niceties of the symbolism were less important than the decorative
impact of the colours and their effect in unifying the cause” (1987: 294).
Tickner rightly stresses the general sense of the positive and unifying effects
of these colours. Emmeline Pethick-Lawrence, describing in 1909 the
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ended impact and particular symbolisa of the suffrage tricolour,
e sed s symbolic sense of “tegeneration” (in Tickner 1987: 294).
minists were. repainting, reinventing, and restructuring the world anew. It

may not be unreasonable to suppose that when To the Lighthouse appeared in
1927, the year before the full enfranchisement of women, the suffragette
colours would not have been forgotten. The colours were established, as
Pethick-Lawrence earlier proclaimed of the purple, white and green, as “a new
langnage of which the words are so simple that their meaning can be
understood by the most uninstructed and most idle of passers-by in the street”
(in Tickner 1987: 94). Tt is precisely this “new language” of feminist colours
that Woolf seems to take up in her work; and this feminist language of
colours, 1 am suggesting, she locks onto a literary sense of post-
impressionist colourism. The language of Lowndes’ manifesto in particular
may be discémed in Woolf's later feminist and aesthetic manifestos. For
example, Lowndes’ declaration that the feminist colours will “illumine
woman’s own adventure” seems to anticipate some of Woolf’s phrasing in A
Room of One’s Own (1929): Mary Beton instructs Mary Carmichael, the
aspiring novelist, “above all, you must illumine your own soul”; and Life’s
¥ Adventure is the title of Mary Carmichael’s novel (Woolf 1929: 135, 142).
4 T will discuss possible similarities with “Mr Bennett and Mrs Brown” below.

In 1910 Lowndes describes the art of suffrage banner-making in terms
upcannily similar to those of later post-impressionist theories: “A bammer is
ot a literary affair, it is not a placard: Jeave such to boards and
sandwichmen” (1910a: 174). Aniicipating the flavour of Bell's 1912
observations on “the makers of Christmas-cards and diagrams”, she identifies
the non-verbal political significance of feminist colourism, while at the same
time drawing on a discourse of aestheticism:

A banrer is a thing to float in the wind, to flicker in the breeze, to
flirt its colours for your pleasure, to half show and half conceal a
device you long to unravel; you do not want to read it, you want to
worship it. Choose purple and gold for ambition, red for courage,
green for long-cherished hopes. If above these glories of colour
you write in great letters “Troy Town”, that is not now a placard, it
is a dedication. [...] Let us go, then, and make banners as Tequired,
[_ and let them all be beautiful. (1910a: 174, 178)

Like Bell’s (post-impressionist) art, these political bamnmers are not to be
decoded so much as worshipped, a point Lowndes interestingly emphasises
with allusion to clagsical myth. “Troy Town™ is Lowndes’ fictional example
of a patriarchal town in need of suffragist banners: “Imagine to yourself, my
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reader, Miss Blank, the active Secretary of the newly-formed Branch Socie
of Troy Town” (1910a: 173). This allusion suggests the set of (patr'imchatﬂ

myths associated with the Trojan war; and is in keéping with suffragis tastes

for the reappropriation and refiguring of imagery from the powerful cultura)
sources of classical myth. Suffragist demonstrators not only employed
mythic emblems but often dressed for parades and pageants as {in)famoug
heroines and goddesses from history and mythology (Tickner 1987 125-126)

In another essay, “Modern' Stained Glass”, which appeared in Th,
Englishwoman in November 1910, Mary Lowndes extols the colours in the
east window of Cologne Cathedral, in terms that seem to anticipate Clive
Bell’s aesthetic raptures over “significant form™:

It is colour, wonderful colour, fraught with meaning and intent, 1
is intelligible, but cannot be explained; it-is devotional, and yet
you can discern no form. It is no more capable of literary
description than the voice of the organ would be were Beethoven
scated at the organ. Approach it closely, and the wonder fades:
look at it as it was intended to be looked at as crowning and
finishing that wondrous choir, and you feel that imperfect indesd
would be the great church without the glory and the mystery of its
east windows, (1910b 57-58)

Lowndes’ own aesthetic raptures over colour resonate with the rhetoric of her
earlier essay, in the same journal, on suffragist colours. Very soon after,
again in the pages of The Englishwoman, Lowndes published one of the few
positive reviews of “Manet and the post-impressionists”. She singles out
Gauguin for her focus. His colourism, so offensive to post-impressionism’s
detractors (Dunlop 1972: 146), meets with her warm approval:

His glowing patches of colour have a marvellous quality of subdued
light, as though, indeed, the rays of the sun were tuly veiled and
controlled by them as they are by passing through the semi-
transparent glass of a thirteenth-century church window. [...] In
certain ancient glass a deep flesh-tone of a brown or pinkish
brown is used, and this low tone [...] has a marvellous effect in
harmonising and subduing colours that might in different company
have been violent znd even offensive. [...] Gauguin has found the
secret in the isles of the Pacific, and, with his wonderful bronze
flesh-tones, we find him also in full possession of the glorious
glass colours which the old glass-blowers of eight hundred years
ago began to make, and which Nature has finished in her own
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laboratory with water, wind, and the dust of the earth. (1911: 183-
184)

Perhaps it is not only hér interest 10 stained glass, but also her experience as
organiser of suffrage colours, that makes Lowndes sympathetic to Gauguin’s
paleté\%olf’s elaboration on her choice of 1910 as a significant date is worth
careful consideration in the light of British suffragist as well as European-
inspired post-impressionist aesthetics. 1910’s shift in human relations,
represented in the work of Samuel Butler and Bemard Shaw, Woolf sees
symbolised in the figure of “one’s cook™ “The Victorian cook lived like a
leviathan in the lower depths, formidable, silent, obscure, inscrutable; the
Georgian cook is a creature of sunshine and fresh air; in and out of the
drawing room, now to borrow the Daily Herald, now to ask advice about a
hat" (1986-1990, 3: 422). The imagery of a woman servant emerging
leviathan-like from the dark depths of the kitchen into sunlight may suggest
a shift from women’s dark, subliminal, creaturely existence to luminous,
colourful liberation. Compare Mrs. McNab’s depiction as “a tropical fish,
oaring its way through sun-lanced rocks™ (Woolf 1927: 206). Woolf's
vocabulary is similar to that of Mary Lowndes’s 1910 essay on suifrage
colourist banner-making: “now into public life comes trooping the feminine;
and with the feminine creature come the banners of past time” (Lowndes
1910a: 173). Incidentally, in 1913, in the Daily Herald, the mewspaper
Woolf, as an index of change since 1910, finds the cook borrowing,
Christina Walshe declares of the second post-impressionist exhibition: “The
post-impressionists are in the company of the great rebels of the world. In
politics the only movements worth considering are woman suffrage and
socialism. They are both post-impressionist in their desire to scrap old
decaying forms and find for themselves a new working ideal” (in Spalding
1980: 139). : :

December 1910 may mean for Woolf, then, material improvement for
women workers, and the emergence of women from intellectual darkness into
prismatic enlightenment, from obscurity into public life. After the creaturely
cook, Woolf gives a “more solemn instance [...] of the power of the human
race to change” (1986-1990, 3: 422): a revised reading of the Agamemnon, in
which “sympathies” (usually reserved for the patriarchal order sanctioned by
Athena) may now be “almost entirely with Clytemnestra” (422), who
avenged her daughter’s death by murdering her husband Agamemnon on his
return from the Trojan War. This classical allusion becomes more potently
feminist when considered in relation to suffragist use of such imagery and
Lowndes’s references to “Troy Town™ in 1910.
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In asking us to consider the married life of the Carlyles, Woolr
 the theme of women’s servitude, perhaps mindful of the suffragette
Thomas Carlyle (resulting in a cleaver attack on his portrait in the
Gallery) (Atkinson 1996: 163). He personifies “the horrible domesg;
tradition which made it seemly for a woman of genius to spend her timc
chasing beetles, scouring saucepans, instead of writing books” (Woolf 1986?
1990, 3: 422). Woolf spells out this tradition’s hierarchized, g8l
relations as she announces its demise: “All human relations have shifteq
—those between masters and servants, husbands and wives, parents apd
children. And when human relations change there is at ‘the same time a
change in religion, conduct, politics and literature. Let us agree to Place one
of these changes about the year 1910” (1986-1990, 3 422). The dramaric
suffrage events of 1910 and the post-impressionist exhibition, “a shock to
most people”, according to Woolf (Woolf 1986-1990, 1: 379}, provide

political and artistic contexts for such change.

Woolf, of course, was aware of possible literary analogies to post-
impressionism, something Fry himself encouraged (Woolf 1940: 180, 183).
Arnold Bennett makes such a challenge in his (like Lowndes’s) unusuall
favourable review of “Manet and the post-impressionists” (1917: 284-285),
which Woolf in turn reviewed: “These new pictures, he says, have wearied
him of other pictures; is it not possible that some writer will come along and
do in words what these men have done in paint?’ (Woolf 1986-1990, 2: 130).
Woolf takes up Bennett's gauntlet, I suggest, and effects some feminist
literary innovations, analogous to post-impressionism, and based primarily
on the use of colour. Her review of Bennett, as McNeillie notes, “appeared in
the same month as that in which Woolf published her experimental story
“The Mark on the Wall” and, probably, shortly before she began to write
Kew Gardens™ (1986-1990, 2: 132), but her particular kind of feminist
literary post-impressionism comes to fruition —after her meditations on
1910 in “Mr Bemmeti and Mrs Brown”— some years later in To the
Lighthouse.

The range of colours in Lily’s palette as she atiempts her picture of Mrs
Ramsay suggests a post-impressionist mosaic of prismatic oppositional
planes but also allows a flickering glimpse of suffragist colours. Consider
the “bright violet” of the jacmanna and the “staring white” of the wall (Woolf
1927: 34), “the grass still a soft deep green, the house starred in its greenery
with purple passion flowers” (35), as well as Mrs Ramsay’s depiction as
purple triangle and her much discussed green shawl (47). Compare Charles
Tansley’s earlier view of Mrs Ramsay “against a picture of Queen Victoria
wearing the blue ribbon of the Garter”; she has “stars in her eyes and veils in
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with cyclamen and wild violets” (27). _11} departing from the
- orian pre-Raphaelite version of ethereal femininity that Mrs Ramsa,y
Yicto o resent-to-Fansley-who-insists- “women can’t write, womer.}_.can_.t
s@ﬂtﬁ (13P4-135), Lily offers a feminist transfiguration of this patriarchal
?amo which is in keeping with both post-impressionist and suffrage
lmatﬁZtics “Use the old symbols always when they will serve”, Lowndes
;ejiises, “i:'ut try and use them in a new way; for it is a new thing we are

doing” (19102 177). #C°

“her. hait,

NOTES _»

' This essay expands on material taken from my book, The Ff:??inisr
Aesthetics of Virginia Woolf: Modernism, Post-Impressionism and the Politics of
the Visual, Cambridge: Cambridge U. P. 1998.

s ressioni ' : ilight of the
2 Rabert Ross’s “The Post-Imptessionists at the Grafton: The Twilight o
Idols”. In Morming Posi, 7 (November 1910). In Bullen, J. B. (ed.).: 102.

3 Unsigned review, “Paiﬁt Run Mad: Post-Jmpressionism at the Grafton
Galleries™. gﬁ Daily Express, 9 (November 1910). In Bullen, J. B. (ed.).: 105-106.

+ Bowness also points out the instability of the term, Qost-impressiomsm,
which has since come to describe a much broader (and contra!ilcgory’)’ range of ari:
“Almost 60 years later we have agreed that “post-lmpressmn!sm_ ¢ now be
meaningfully applied to the later work of other great Ipmpressxomsts —notabl){
Degas, Monet, Renoir and Pissarro— who were all specifically exc_:luded by Fry;
and more widely still to painting in France and western Europe which L:e’f"lects arf
awareness of Impressionism and seeks to move away from and beyond it” (197%:

9).

* Tickner quotes from Emmeline Pethick-Lawrence, “The Purple, White and
Green”. In Programme, Prince’s Skating Rink Exhibition (London, 1909).

¢ The colours were first thought of by Emmelin¢ Pethick-Lawrence in
preparation for the “Woman’s Sunday” rally of 21 June 1908. They ‘;wen? not
selected until the middle of May, but according to Sylvia Pankhurst had “achieved
a nation-wide familiarity before the month was owt”. By the 2lst they were
marked indelibly and politically on the public mind: to sec them was 1o be
reminded of the WSPU and its campaign; they were its tricolour, its regimental '
colours” (Tickner 1987: 263).
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FLAUDERT, SCHLEGEL, NIETZSCHE:
OYCE_AND SOME EUROPEAN

P'REcURs'ORS“““
BRIAN COSGROVE

NATIONAL UNIVERSITY OF IRELAND, MAYNOOTH

Georg Lukdcs argued as far back as 1920, in The Theory of the Novel, that
irony is “the normative mentality” not just of modemn literature but of that
o’ genre, the novel, which, as “the epic of a world abandoned

umiguely “mode

py God”, came into being with Cervantes’ Don Quixote. Recognising as a
consequence man’s subjective alienation from a “world of immanent
meaninglessness”, Cervantes, according to Lukacs, amives at the further
perception that “reality does not have to correspond to subjective evidence,
however genuine and heroic”. It is in that gap between objective fact and
subjective desire that iromy may thrive. Irony, then, is the inevitable and

appropriate response when “idea” (or, a little tendentiously, we might say

“ideal”) is no longer validated by “reality”, the imaginable is strikingly

incommensurate with the actual, and the aspirations of “interiority” come

into conflict with “the prosaic vulgarity of outward life” (1971: 84, 88, 103-

104). :

In Joyce's Ulysses, Don Quixote and Sancho Panza reappear, though in
significantly altered guise, as Stephen Dedalus and Leopold Bloom. There is
an additional redistribution of emphasis, in which Bloom’s Sancho-like
engagement with “the prosaic vulgarity of outward life” (accepted in all its
immediacy and neutrality under the rubric of “phenomenon”) is further
valorised at the expense of Stephen’s quixotic inability to €scape from his
own “interiority”, and from the insoluble subjective obsessions which now
threaten to generate not creative fantasy but crippling neurosis.’

Yet tather than dwell upon this somewhat banal connection between
Joyce and the father of the European novel, I want rather to highlight
Lukdcs’s contention that irony is the “normative mentality” of modem
fiction, and, further, to pose this question: from what perspectives, and with

Misceldnea: & Journal of English and American Studies 20 (1999): 193-207
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the help of which European predecessors, are we to attempt to understang g1
authorial irony of that protypical modern novel, Ulysses? th

Lukdcs’s further argument is that irony is not only a reve
problematic disjunction between subjective aspiration and rec

qua ot W , the couney
Strategy initiated by the novelist against the perceived problem of “itnmaner,
meaninglessness”, which threatens to render the world uninterpretab

view, irony, with its preservation of formal control in the face
uncertainty, is related, one might say, to stoicism: and in effectin
from the probiem, it aims to provide a manageable perspec

correctly, perspectives, upon it. Irony, as Lukics has it, is the “self.
surmounting™ of subjectivity: it is _

of radics)

a refusal to comprehend more than the mere fact [-.] and in it there
Is the deep certainty, expressible only by form-giving, thy

through not-desiring-to-know and not-being-able-to-know [the

writer] has truly encountered and grasped the ultimate, try,e
substance. (Lukécs 84-85, 50) _

Such an emphasis upon non-judgemental objectivity,
evaluation of experience through “form-giving”,
of Gustave Flaubert. Yet we need to remind ourselves that it was not in fact
Flaubert who first formulated the ideal of authorial objectivity, with its
concomitant ironic detachment. Flaubert's impassibilité, indeed, can be
regarded as an individual, perhaps unique and extreme manifestation of an
already conceptualised norm. As D. C. Muecke points out, the “concept of
irony as objectivity” is one of the many new connotations of the word
“irony” to be credited to German romanticism (1982: 26). Both Friedrich and
A. W. Schlegel, and subsequentty Karl Solger and others, used the term irony
in speaking of “the objectivity, “indifference”, and freedom of the artist in
relation to his work” (1970: 19). Of those named, the most significant is
Friedrich Schlegel who, in René Wellek's large claim, “introduced the term
irony into modem literary discussion” (1955 16). It is, in addition, worth
noting that Lukécs's understanding of the term “irony” is in part conditioned
by his familiarity with “the young Friedrich Schlegel’s and Solger’s aesthetic
theories” (1971: 15).
The importance of the German romantic theorists is not simply that
historically they anticipate Flaubert’s formulations. It is also that, in treating
of what is essentially the same topic, that is, ironic detachment and authorial

and on the arrival at an
recalls the aims and practice

lation of the *

alcitran, e
but is equally, in the form of willed authorial detachment, ! fact

Fredrich
le. In thi quthorial
0§ 2 distance
Il\-’e, 01-, mare :
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should provide perspectives and emphases significantly

.jecﬁ"i?;’ th?laubcrt’s At this early stage we might distinguish such
ent fTOM -

ferences in emp cachment, which might preserve him from facile or

2 mOdT oilui?ion (empowerment of the author), while a theorist such as
tal v

. iti i tion that such
endmet tended to prioritise the totality of percep ‘
Schleeet ms to0 gpilarantee (orientation towards the problematic
B orm 0 inual and generous alertness to the contradictory

» 3 form of a contL o in di t terms: irony in
wyorld”, in the jence). Or, to put this in differen !
whole of hum?;p?;pzni:ithglowmg of the authorial self froms}:ir‘?:lt:?r?l?:
Flaubegr;nlll;y whereas Schlegel’s irony advocatef, l;ggrirrlloreinpovliolation of
CONanE o with such contingency. ' : f
fively 1Egag\:r?tl]:nlglauberﬁaﬂ detachment, if only because the influence ©
chronology .,

- ted.
Flaubert on Joyce has been well docrlil;llg”, Eaubert wrote on September 27,

o se as a man of expe O nover
134»5I I‘l‘fl:r:: Evoould be too foolish; but I observe a great deal

. 2
fallible way of avoiding esror” (1926-1933, vol. 1: 337).

i scati i learly
conctluede P d its implications for his art, are here ¢ L
s itnal stance, and 1ts 1mp or A :  he is
Flzg at&sl-tll:l;;tto be a spectator rather than a participant in experience
inaicated.

. L om: and, by
i jective —i , scientific— in his obs:ervatmn,‘an . b
s Smdiid?x? JeCt\L‘irjcl dendyee?lis reader the ‘sz}tisfacuon oil sg:plslit;ﬁ
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E?iasellf (:m the divinity which has abandoned the wats, ica :k e tony
h;mself in that world just sufficiently to expose 1
| e i i i ;and if
mmlglnetgeﬁ?sa?;lgﬁtiﬁcaﬁon of the author w1t£h Qod_ is \{J@ll-esta?lgs:t:d; 581; ! ée
such ;1;1 author-eod achieves immanence, his mvesﬂlnttyn S;zintext oo
" 1 i et, 1
ce. As Flaubert mforn}s Louise Co ' ; e
;agfiirsih?fr;gss ;Em’s Cabin, he is making a plea for authorial reticence

impartiality:

hasis as follows: that Flaubert valued-objectivity-primarily- - -




BRIAN COSGROVE

An author in his book must be like God in th i

e
everywhere and visible nowhere. Art being a selé?;f ;?;uiresem
creator of that Natre must behave similarly. In all it atoms ® the
1t§ aspe_cts__,_ let there be sensed a hidden infinite indif;f ol
[impassibilité]. (1926-1933, vol. 3: 61-62) erence

We should recall at this point that the comparison

invisibly present in his work is by no meaﬁs o:?gi:?afl ?(laeFai:lt.lllln?sl;ttoba God
wcll—e;stgbhshed by the end of the eighteenth century in German ron:u,a iy
So Schiller, charact_ea'is’ing the naive (or impersonal)’ poet as one nf::ils?a ,
possessed by the ol?Jectwe reality of his artistic creation, comments: “J’?‘ J
the Deity behind this universe, he stands behind his work; he is bimeelt -
work, and the work is himself”.> When a Romantic theorist such as FS? e
Schlegel 90931d§r§ the stance of the ironic author, the analogy betweenmdmh
and God is 1mphc1t in the idea of the author’s transcendence of, or detac;l;;hor
from, the creation which nonetheless paradoxically manifests I;im .

th%cgcl can, in fact, advocate authorial detachment in a way' that
to anticipate Flaubert’s impassibilité. “In order to be able to descrisb?ms
objecP ‘well, one must have ceased to be interested in it”. That, perh .
surprisingly, is Schlegel (in Wellek 1955: 14). But in spite of this apparens
1denpty of intention, it is essential to the general thrust of my arg*11r111?:1:1a;mFlt
:he light of $chlegel’s advocacy of a lively and generous authorial resl:aonger)l
o emphasise the differences between the two. “Homer, Rabelais
Mmhclar;gelo,fhakespeare, Goethe”, Flaubert informs Louise éolet “seem
to me pitiless” (August 26, 1853, in 1926-1933, ~ol. 3: 322). In ;trikilzn
contrast, Schlegel typically envisages a more humane author-god behind thi
wor‘ks oij Cervantes, Shakespeare, or Goethe. Thus the author of Wilhelm
M_{ eisteris one who seems “to smile down from the heights of his spirit upon
hls'ma.‘s‘terwork” {in Wellek 1955: 15); and in general the authorial ir<pm
}vhmh surveys everything that is limited” is to be referred to a spirit o}é
‘tran;;;_sndental buffoonery” (“Lyceums-Fragmente™).* P
s awareness of art as play, and of the artist’

one essinu‘al c!ist@nction between Schlegel’s i:of:ics I;lt?t}l;f)li'l zr;dedgli&ifis
{Stchlegel § ironist is fne:e tc‘) il}c}ulge his sense of humour in a way quite alie:i
it seems, to Plau!)grts_ ‘pitiless” and impassive creator. It is not then
surprising, that, writing in 1893, Henry James felt that the reader of Flaubert
is obliged “to ponder the lack of “ultimate good humour”. How, James
wondgred, . can art be 80 genuine yet 30 unconsoled, so unhumor’ous 50
unsociable”? Flaubert, in his “extraordinary singleress of aim”, present:s us
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with “the artist not only disinterested but absolutely dishumanized” (James
1064: 148, 141, 140). Schiegel invites no such criticism.

The influence-of Flaubert. on_Joyce is_well-known , and Ezra Pound was

one of the fixst to emphasise the affinity. When Dubliners appeared, Pound

commended Joyce in The Egoist (July 15, 1914) for his- “imitation of
Flaubert’s definiteness”, and subsequently in The Dial (June 1922), glancing
primarily at Ulysses, he asserted that Joyce “has taken up the art of writing
where Flaubert left it" In keeping with the Flaubertian ideal of
impassibiliré, Joyce, throughout his writings, honours the ideals of authorial
detachment and scientistic objectivity. Thus the young Joyce was quick to
endorse the authorial detachment of the ruch-admired Tbsen in his essay of
1900, “Ibsen’s New Drama”, which praised Ibsen for his ability to see things
was from a great height, with perfect vision and an angelic dispassionateness”
(1959: 65). The most Flaubertian image of the detached author in Joyce,
however, is that notoriously provided by Stephen Dedalus in the Portrait

when he considers how the personality of the artist gradually “impersonalises
jtself™: _ _ _
The artist, like the God of the creation, remains within or behind or
beyond or above his handiwork, invisible, refined out of
existence,_indii'ferent, paring his fingernails. {1968a: 215)

Clearly, this can be read as a straight “crib” from those passages in the letters
where Flaubert ponders the invisible author-god. :

Inevitably, however, Flaubert was aware that ithe kind of jronic
objectivity indicated in the ideal of impassibilité might serve as the
precondition of a more inclusive perception, a less partial view of the
contradictory totality of experience (the orientation towards the problematic
“waorld” of which I spoke earlier). This would seem to provide the rationale
for the notorious agricultural show sequence in Madame Bovary {1950, vol.
2: 8), with its juxtaposition of the romantic dalliance of Emma and Rodolphe
with the cries of “Manure!” and “Pigs!” outside the windows of the Council
Chamber. Flaubert’s attraction to this kind of contradictoriness, however,
perhaps derives from that temperamental conflict within himself between the
romantic and the realist, the deux bonshommes distincts referred to in the
letter of January 16, 1852 (1926-1933, vol. 2: 343). In any case, when
German romanticism, prior to Flaubert, addressed this question  of
contradictory totalify, it was more successful —primarily through Friedrich
Schiegel— in articulating and elaborating an aesthetic theory which was
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grounded in something like a genuine mctéphysic, and substantiageq

b
metaphysic. What I shall further argue is that beyond Schlegel Tie. Niegséﬂat
whose formulation of the notion of “perspectivism” can be read e

extrapolation of Schlegel’s ambition to come to terms with the contrafﬂcs; o
totality of experience, or, in the terms used earlier, to engage wig,
contingency. L

The precise implications of Schlegel’s concept of irony have been mucy
debated, and there remains a question as to how systematically he was ap)e to

- formulate that concept. There is, nonetheless, general agreement that suep
irony can be interpreted, in the first instance, as & means of expressing the
paradoxical nature of the world and of human experience, In Schlegel’s view

the universe is infinite and apparently chaotic. It presents itself to ug g
infinite plenitude (unendliche Fiille), and cannot be reduced to rational order.
To our limited perception, which cannot grasp its absolute reality, the world
appears as a chaos, “a complex of contradiction and incongruity” (Immerwakhy
1951: 177). Such an apparent chaos, however, can be viewed as a source not
of anxiety but rather of exhilaration: in its infinite abundance ang
unpredictable change, the world manifests a fertile creativity. We a
encouraged to view more optimistically a reality which, while still
problematic, is far removed from the world abandoned by God to immanent
meaninglessness —the world, as Lukécs interprets it, of Dor Quixote.

Faced with the world’s bewildering plenitude and the recurrent
contradictions of our experience, we require a flexibility of response to match
such multiplicity, This. flexibility is provided by irony, which, in one of
Schlegel’s notebooks, is characterised as the “form of the paradoxical” (in
Eichner 1970: 74). Trony is the response that the world iq its bewildering
infinitude demands: irony can thus be defined as “consciousness of the [...]
infinitely full chaos” (in Eichner 1970: 73).

When he shifts to the realm of aesthetics proper, Schlegel is consistent
in his requirement that the work of literature should reflect this paradoxical
world. Here one must insist that, whatever role is Played in Schlegel’s theory
by the detachment of the author, the major prescription for the literary work
itself is that it should openly and generously engage with the problemaiic
real. So it is that in one of his literary notebooks Schlegel claims that
modemn literature of the kind he is advocating “should be “chaotic”,
appropriately reflecting the chaos of the world (1970: 62). Yet this is not to
deny altogether the principle of aesthetic ordering in the literary work. The

- universe in its infinite plenitude may strike us as a chaos, but it is also an
“Infinite unity” (unendliche Einheit), an organic whole, however impossible

i
Work : PO I X
with Orderﬁis ideal as as an “artfully ordered confusion”, a ‘“‘charming

FLAUBERT. SCHLEGEL, NIETZ3CHE 5%

' then, the
hend that absolute order. Ideally, then,
s for hume? res o oomprglat reality must somehow reconcile chaos

of l‘m{;t“?iﬁpfiiﬁf .gon_Ro.et.nf.,...mcre_f.ore, Schiegel paradoxically

gescribes dictions” (in Mellor 1980: 18). - i
st‘,}’ﬁg ?sf ‘;Icl)ll.:g'la ill:l this that may make( tl};s tl‘ll;]’]( ;{flggsﬁpﬁ‘ogi?wcﬁ;ﬁ

“ailincluding [...] chronicle” (the text’s seli- 3. 402) cheerfully
iysses. That “Oxen of the Sun” episode, Ulysses, 1993: 402) o
the end of the "X duce it to univocal statement. It is Finnegans

: al attempts to reduc Alle”, but this

resists all OO e e eh refers to “the chaosmos of Alle”,

: . L ﬁl
Wake ‘(196§ “c%)irgos” and “chaos” may be just as legl timate’y apal::'}clledtégsinz
conflauo;isgrder of Ulysses, which, for all its mnumeral?;e o abas 2
?ﬂ‘erlytions of unity in the obsessive use of murr_en;;gl?élu;;am Samuel
mnmfé"1 nally irreducible to coherence. According to R10_h a a:a;digm, an
tl?»eict:,keltt stated in a 1953 interview that “t?l;goe;sela)m%h\?sastoop is close {0
; i 2 possibly unstatable rule” + 9oL i soh i
ISH‘;SEQS?: ::niepz? ;heyworld as possessing an ultimate coherence which is
C

chlegel intimates that the literary
not available @mriiiogéxgg:;r;nﬁ]lﬁ;ﬁiity gf the wpr_ld, cannot hope ﬁg
msgaia;zcil)s‘::lutc truth, he anticipates the non-absolutist or relativist wor
Selze » ’ + . » 0. ‘
o U%shse; 's\t:lﬁ?;g; ﬁgl‘fxéggdﬁ each creative insigh;ad ylc}[ﬁs ag:};ﬂos
limited eerception, so that the literary artist must be ever ¢ a); o abundon
T one s however attractive or compelling it nught appear, o
oo, Staclllicf?’ ent, perhaps opposed position, he provides in advance the
Fetomle. forerloycg?s deliberate  programmatic ~commitment to e
i t of a new and distinctive narrative technique for each sucoeedmﬂmr’:
en}p(l)gynil;nwyss“. It is from this recognition in ‘Schleg_el %ﬂnﬂﬁzl-al::ru ors
:g:;?.lisi?s flexibility tl;at he _deri;r:sﬁ];?gk ii:mt?;ﬂ\m’icl-{“gnc e aodts
endors?::sen\:f;sfgtt?n?: le’z?s‘ptrrl::i Shandy, relevant, again, to ‘[Sfolggs?asmitg
ft?ﬂa:lgparently capricious shifts, somzmzsvewme ?:ean?til ode s 1t
“CYCIOP'S”’ fort:;(::l 1'3? 'Eligmgnrogend?ne in “Cyclops” is tl}c treatrnent ?1:[;
%izzﬁgntgntlxvcly introduced ideal of “love™ see the notorious sequénce 1

Ulysses (1993: 319).5
’ In comparison with Flaubert,

Schiegel appears to some advantage. Not _
only does Schlegel provide a more adequate rationale for the

“totalising”
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-~

] have been working hard on it all day,” said Joyce.
“Does that mean that you have written a great deal?” I said.
“Two_sentences,” said Joyce.
"1 looked sideways but Joyce was Tot sniiling. 1 thought of ~
Flaubert.
“You have been seeking the mot juste?” 1 said.
“No,” said Joyce. “I have the words already. What I am seeking is
the perfect order of words in the sentence. There is an order in
every way appropriate. I think I have it.” (1972: 20)

ziplgatltoni Qf irogy, its espousal of the most inclusive vie
meept of irony is more acceptably, more creativel :
formulated. Roma:.ntic irony, in fact, offers important);pinc?ﬁcl:ezznr;egauvcly
the Flaubertian view. Schlegel’s emphasis on the artist’s caprice (L;:/t!va“ 0
for' Instance, allows more room for creative inspiration than the d;!km)’
o artistry of Flal_.lb‘ert seems ready to admit. What Flaubert thou lﬁ)cme
| _='-Iﬁ Insunctive creativity is expressed with an almostascetic distaste in a 1g X
February 27-28, 1853 to Louise Colet: ' et of

W hiS el'lﬁre

Not surprisingly, Joyce’s artistic perfectionism here brings Flaubert to minc}
Yet whatever the degree of affinity between Joyce and Flaubert in their
artistic dedication, thexe was an unbridgeable gulf between the two men and
their Tespective temperaments. For even if Joy_ce (and Steph_ep) are dedlcated
to the secular “priesthood” of art, it is a pnesthood‘ entailing no asoetfc
withdrawal from life, but rather an acceptance, as in one of Stephen’s

f
|
g One must write more coldly. Let us be on our guard against
1 feverish star.g called ingpiration, which often involveg
nervous emotion than muscular activity [...). Instead of one igmre
A bave six, and where the most simple exposition is called for Iea] '
\ ] tempted to elaborate [...]. But I know these masked bailg (,)f &u;

imagination, whenge you come away depressed and exhausted

o having seen nothing but falsity and spouted nonsense Everythin N : - o
0 : ; ; : ; iphanic experiences, of the summons (from woman) to engage
‘I":. l% should be done coldly, with poise. (1926-1933, vol. 3: 104-103) : i}ﬁaf:aiiff (pthrough man): “Her }:yes had callecill him and hisl ;oul ha‘:;.
i) i : ' . ive, to err, to fall, to triumph, to recreate life out o
.;;!ﬁl'l f\ g;]clelsdsguck here by the absolutist, exclusivist tone of such dedication. iiefﬁidgoﬁfa;alll%gz:hl\-}z)_to P
'ﬁﬂ SLIbtleg “It’g C?l’;ﬁ’alt}sglll fseetlillls more flexible, more accommodating, more ‘Flaubert, “thoroughly anchoretic” in the view of James (1964: 215),
fili' I remaﬂ::s nonz(lqialan};l ain Acg?@ e"mlndxéo have a system and to have none”, he appears to live out his artistic ideal of detachment by a further disengagement
it have to decide to yb‘ endums-irragmente (1971: 53). “It will simply from the Lebenswelr itself, remaining, in James’s words (1964: 149), an
i'il:*.ill' Moreover. FI:SII::)Q :Pe the two” (in M{.ellor 1980: 16). “ncorruptible celibate and dédaigneux des femmes”. Joyce in his life
Al dedication to that _gr 15 equally absolutist sense of “Art”, and his asoetic L embraced experience in the life-long commitment to Nora Barnacle and in the
kil Schlegel’s ironist Wlh o4 ag[;ekar extravagant and misplaced if we recall subsequent immersion in familial responsibilities.
il least of all to the ﬁct?oCZJH xe 00 exclusive and urevocable commitmen, More to the point, however, is the centrality of humour in Joyce. We
'75!1. comment in Lyceums an v ‘.Df his own mind.” Schlegel’s typical can best indicate the radical difference between Joyce and Flaubert by recalling
;| I! criticism of Flz bert: -oragmenre (1971: 87) might be read as an anticipative Henry James’s complaint that Flaubert lacked “ultimate good humour”. No
A highly of art thlf bei There are artists who —though they do not think too such complaint could be levelled against the author of Ulysses or of
i 0\:% );1 hest i 15 betng 1mpossible— are not free enough to rise above their Finnegans Wake.® The invisible author-god envisaged by Stephen in the
’.'ii'.‘ : seﬁ%uslil:;;db _ (in Bichner 1970: 71). Art for Schlegel is certainly a Portrait (in the passage cited earlier) may seem inhuman in his indifference;
! i It is at thi ut its ends are not always best served by seriousness. but the last word is given, in that context, to the subversive jester, Lynch.
o areum sta Ijsﬁpomt that we must attempt to refer much of the preceding To Stephen’s suggestion that the artist is “refined out of existence,
; 1:ii|l‘I ideal oin“;:l?t’efw :Salﬂ tc(:)e r)k\gw)rm(;:[e.hHow seriously committed to a Flaubertian indifferent, paring his fingernails”, Lynch immediately responds ”with the
b Toyce's own writin };acﬁ % ow central was Flaubert as an influence on deflationary remark: “Trying to refine them also out of existence” (1968a:
" anecdote rel g practice? One answer might be found in the well-known y 215). It is one of many indicators of the ironic distance between Joyce and
i fe related by Frank Budgen, who one day enguired of Joyce how 5 Stephen; and in this instance Stephen’s unacknowledged parroting of Flaubert

a -
:,"'!ai.i Ulysses was progressing; . is exposed as the pretentiousness of a young man who is both too serious for
. : his own good and too limited in his aesthetic theorising. The author-god of
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Stephen, indifferent and unsmiling, is indeed Flaubertian; byt beyond
ideal lies the smiling author Joyce, who in-his. flexibility and humorg .
awareness of incongruities, may, finally, have more in common wit t;:
author as envisaged by Schlegel. : !

My final argument concerns the way in which Schlegel’s emphasis op
the bewildering complexity of experience, and our need to devige Strategies
which will do justice to such complexity, achieves a later and mo,

et e . T Cogent
articulation in Nietzsche. In a well-known passage in On the Genegl

vation occuxs in a context in which Nietzsche expresses his dismay
. mbser’s apparent regression, in the late work Parsifal, to what for _
s e"gw“'ﬁ&eﬂgé abhortent ascetic values of Christianiity. Nietzsche
etzsche tirs that even where a real opposition arises between “chastity and
o po” it “need no longer be a tragic one™ (1996: 78); for, as he hai
;ﬁi‘éﬂﬁt&d in the “Preface”, “our old morality is part of the comedy too!

(lgglﬁizni‘)éduce these corments by Nietzsche in order to make a final point

0 . i i ical
Morals (1996, Third Bssay: Section 12), Nietzsche endeavours to expecs 1) pout  rdical similarity betveen Joyce and this Buropean philosophica
folly of any ultimately “objective” view of the world, and €ncourages g aradecessor‘ Much of Nietzsche’s work (including Genealogy) i
instead to exploit the “diversity of perspectives” at our disposal. For, ag he i

icism; he includes in his denunciation not jusi Christians, but th_e :
ﬁsﬁch?e’rﬂbstenﬁous” scientists who are equally’ferterfad by an ascetic
“ihdeal” and who, “in their belief in truth [...] are more 1pﬂex1ple and absol:tﬁe

ar’lyonc else” (1996: 126). One may ask at tl:gs point wl’xethcr e
thanlutcly dedicated Flaubert (“incorruptible celibate”, in L:m_les s phrase)
ab‘sot not equally fall under Nietzsche’s strictures on asceticism. But the
m;gl;r point concems Joyce’s similar distaste not just for the absolute or
Id[;émaﬁc, but for the ascetic ideal in all its forms; What we fmd at ;1;3 ;n]ﬂ
of Ulysses, as at the centre of much of Nietzsche’s writing, is a rej

g0€es on 1o argue:

Perspectival seeing is the omly kind of seeing there i
perspectival “knowing™ the only kind of “knowing™; and the mar;
feelings about a matter which we allow to come to cxpression, the
more eyes, different eyes through which we are able to view thig

same matter, the more complete our “conception” of it, our
“objectivity” will be. (1996: 98)

Schlegel would surely have been in sympathy with the spirit of Nietzsche’s
proceeding here; while, from another point of view, once Nietzsche's
perspectivism finds its stylistic correlative in Bakhtin's idea of plurality of
discourse, we are closer than ever to Joyce’s artistic practice in a work like
Ulysses.® :

Nietzsche’s influence on the early Joyce is well-established, and there is a
further crucial way in which he can be read as a mediating term between
Schlegel and Joyce. Schlegel’s recognition of the creative artist’s playfulness,
his “transcendental buffoonery” (Lyceums-Fragmente 1971: 42}, and, in
contradistinction to Flaubert, his generous accommodation of good humour
and the comedic, is close to Nietzsche's recurrent emphasis on liberating
gaiety; and it is highly significant that Joyce should have approved of an
early review by Gilbert Seldes (1922: 21 1-212), in which the reviewer noted
the Nietzschean “tragic gaiety” in Ulysses.!® Relevant here is the typically

idealism which, whether as asceticism or misplaced romantic ‘sgnlune‘nt,
gglégfsallj:l?mm the persistent acknowledgement of the humg.n rcghﬂges WE;E
are indefeasibly “there”. What we seem to have reach‘ed at this point is a kin
of “endgame” phase in that conflict between heroic ideal and the ‘prolsa;;
vulgarity” of life identified by Lukacs —the conflict in effect bil_rég aissoH\; 4
by the collapse of one of its increasingly unfenablc terms, the *ideal”. How.
well Joyce would have understood Nietzsche’s statement in ‘the Forewo .
Ecce Homo that “Reality has been deprived of its value: its r?eanmg, its
veracity to the same degree as an ideal world has been fabricated (1??9. 331

In a similar vein, in the second essay of Genealogy (section 24},
Nietzsche laments the fact that for far too lqng“‘man has looked askgnce t]:t
his animal inclinations”, in his absurd “aspirations to fhe beyond [...] tc
anti-instinctual, the anti-animal” —aspirations, in short, ‘to what have d:fg.m 0
now been regarded as ideals, ideals which are all hostile to life, }Vhlch e
the world” (1996: 75). Who, he wonders (1996: 75-76), will be strong

Eiﬁzschean observation, which, again, Schlegel might well have approved, o a2 a5 i oo the wevious deal 3% from }fhm ong
| bound to grow out of ir, from the great disgust [...)?" Suf:h a spirit WDl:lld
“require a kind of sublime wickedness, a last, self-assured inteliectual malice

a great tragedian {...] like all artists, only reaches the peak of his
o greamess once he is capable of looking down on himself and his
u"\‘ art —once he is capable of laughing at himseif. (1996: 79)
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| . . including the suggestion
which belongs to great health”. Yet “this Antichristian and Al Kells: on which see Joyce's own statement, including g

ntichy; k.of intricate illuminations™ therein
conqueror of God and of nothingness —#e must come one day”, s, thiy S gﬁe' can “compare mmuch of ?Jy ‘_”?rk to th.cul ce_l__?___l_____ e
Joyce’s determination to reinscribe the body in all its imperfection in th - nann 1982: 545)——— - -
text of Ulysses can be read as an attept o save us from “th

; LoRe € great disgust’
and, whether he deserves the title of “antichristian” or not, he at least

i i olute value in his imperfect ari
7 Bec:a]jllse tit;ip:r?;i if;anth;n\;:zte :t? aibilusive and many-faceted realli;);-;
in the figure of Molly Bloom, an unforgettable “anti-Virgin”, We know hoy, necfe;rsa;:: ﬁﬁegel hecomes “constant self-parody” (Lye e-f?s- i; a 53?;2 - 171:
fond Joyce was of depicting in his fiction (particularly in Portrait) the artist - _ .;.lfc'rl_ i Eichner 1970: 73), as the author -i?imtﬁitf,foic’?f;e{
as messiah, complete with his Johannine precursor. Is it altogether fan; £l 108 1 by implying such criticisms within
to suggest that Nietzsche in the passage cited foretells the

jtati

: coming of g f . Richard Ellmann tells how, at a late stage

who, in the figure of the comic liberator Joyce, is to fulfill his Pr0phec;§ * One mm;}owh?a&:;a{;‘;g;;ﬁg .the writing of Finnegans Wake, Joyce
The full wuth is, though, that Joyce bad more than ome Europes is Life while

precursor. #&

. blded for the benefit of a drinking companion, In vine veritas to In risu veritas
amended:

(1982: 703}

s See, for example, Bakhtin (1193_8: 1%5-0156)._ Bﬁnﬁnzzﬁgi .‘:tlrtgctirzngi
i in’ -novel Evgenij Onegin,

anglySIS ° zilszlkalsu“iy;ie;:leol}oaﬂ autl'lintii novels” (1988: 131), arg_uing lhat the
| phich ™ rigf the novel is a system of languages that mutually and_1deolog1_cally
fqang@ge[ each other. It is impossible to describe and analyze it as a smg!e
mt‘mmim eua e’ (1988: 130). Many of Bakhtin’s comments, including his
umtari'( zﬁg argody (1988: 132-135), the “corrective of laughter” (1988: 136), and

Eglgrseiolatﬁghjng word” (1988: 153), may remind the reader of Ulysses.

NOTES

' Wilde (1981: 118) sees Stephen as one of these figures in modem fiction
who “simultaneously desire and shrink from confrontation with a world they find
too ironically disjunct to face or grasp directly”.

* The English quotations from Flaubert’s Correspondance are the author’s

own translations. 1 See Rice (£982: 211). While I argue here that Nietzsche may have served as

a mediating term between Schlegel and Joyce, I have so far not been able to

* Uber naive und sentimentalische Dichtung (1795, in Abrams 1958: 238). establish whether or not Joyce was acquainted with Schlegel.

‘ In Mellor (1980: 17). In my knowledge of and citations from Schlegel
throughout, I am indebted to a number of commentators, especially Eichner
(1970), Immerwahr (1951), Mellor (1980).

¥ See Pound 1968: 27-28, 89, 248, 252:

¢ Such capricicusness operates, in what we may regard as a sophistication of
the adage about ars celare artem, in the service of an overall artistic
purposefulness. Influenced by Goethe’s essay on Die Arabesken (1789), Schlegel
came to feel that such a réconciliation of caprice and purposefulness could ideally
be discerned in the form of the arabesque, the profuse, elaborate and freely
composed mural decoration frequently exploited by Italian Renaissance painters.
Apparently capricious and irrational, such arabesques nevertheless imply their
own intrinsic patterning, though such an implicit ordering in no way inhibits the
artist’s creative freedom. The analogue for Joyce’s artistic procedure is to be found
in the similarly creative “doodling” evident in the decorations or illustrations in
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Reminiscing in 1941 about James Joyce, Fugene Jolas described his friend as
« man of the megapolis” and, by way of illustration, recounted “a sort of
[jal” which Joyce conducted in the summer of 1931, in a “little frontier
town in the mountains of Ausiria”:

At half past seven, he would race suddenly for the railroad station,
where the Paris-Vienna Express was due to stop for tem minutes
each day. He would quietly walk up and down the platform 1...1.
When the train finally came in, he rushed to the nearest car in order
to examine the French, German and Yugo-Slav inscriptions,
palped the letters with the sensitive fingers of defective vision.
Then he would ask me questions about the persons getting on Of
off the train. He would &y to listen to their conversations. [.--]
When the train continued on its way into the usually foggy night,
he stood on the platform waving his hat, as if he had just bid
godspeed to a dear friend. (1941: 88)

This titual acquired greater significance on the evening that Joyce pointed
across the railway platform and said to Jolas, “Over on those tracks there L. N
the fate of Ulysses was decided in 1915” (1941: 87-88). The fate to which be
referred was effectively that of himself and his own family. In 1915, after a
long bureaucratic struggle with the Aunstrian authorities to secure a permit to
leave Trieste for neutral Zurich, the Joyces were detained at Tnnsbruck (the
small border town featured in the Jolas anecdote), when the train on which
they 1wcrea travelling was obliged to stop to allow the Emperor’s train to
pass.

He never forgot that lucky escape, nor the fact that he had to defer to blue
blood. Joyce’s deference was usually reserved for the spoken word. ‘He

Misceldnea: A Journal of English and American Studies 20 (1999): 209-222
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seemed constantly & ] ’aﬁur,%always to be listening rather than ¢
“Really, it is not I who am writing this crazy book”, he saig i b
whimsical way one evening, “It is you, and you, and you, ang that man o
there, and that girl at the next table™ (1941: 90), The “tTazy book> o
Finnegans Wake (known during its composition as “Work in Progress
everyone but Joyce and Nora), into which he worked fragmengs
known and of languages stadi

of lan
ed, scraps of conversation, slips of th Suages
foreign pronunciations of fami

liar words, mangled and Mmimicked,
prone equally to self-dramatisation and to melancholy reflection,
spoke about his art in dem

Jacques Mercanton from 19383

alkiné

“Why shouid Iregret my talent? T haven't any. 1 write with such
difficulty, so slowly. Chance furnishes me with wha | need. I gy,
like a man who stumbles along: my foot strikes somethin 2 Ibend

over, and it is exactly what I want.” He mimed what he sajd 10 make
it sound funny. (Potts 1979: 213)

The statement echoes the point made to Jolas a
the “crazy book”. The motif of chance as subs
a disembodied, or rather, multi-bodi
a very different authorial persona
Joyce.* Led by fate rather than faj
along” is deprived of intention or e
 than supreme artificer, he writes as

bout the collective wrj
titute for authorial inten
ed muse and amanuensis
from the one normally associated with
th, the author as “a man who sturnbleg
ven invention. More Baudelairean HAéneur
he lives, or, as Paul Iéon put it,

ting of
tion, ag
In one, suggests

H]e seeks 1o do away with writin

g that merely aims at covering
the blank page,

to do away with conventional self-expression, 1o
do away with the very body which intervenes between the most
secret *T” [...] and the exterior world. He also seeks to do away with

the v;*ritjng hand, the listening ear, the seeing eye. (Jolas 1949:
118)

Living one’s life precariously, because of the belief in the ultimate wisdom
of chance, may sometimes mean that WIiting amounts to a confrontation
with the contingent, a taking of risk. In one of the conversations recorded by
Arthur Power, Joyce seems to have suggested as much:

e tongue, 3
? Joyce, -

4 Yetle Occasionally ',
ystificatory terms, as in this exclamatigy to
: P This collab

. oousi.del'ed

‘fortune that
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i dictated
iti ne must create an endlessly changm%h sutr_lfxa.:g,moid o«
n W;ltll;%ogd and current impulse in contrast toS” eThe ot
et is is “Work in Progress. rtant
i le. This js “Work mn Frogress . mportant
e dqssmail:jl?;_&e'@ﬁfé: but how We Wiite, :;lﬁd mﬂ%g;g 0531 ion
i lcs{e?lfwriter must be an adventurer al;l(;ve ffo;-t“';f ing o take
o d to founder in his & be.
i be are : ’ -
Crter nsk,d;m ?m: m[;r:tp write dangerously [...]. ztk :%%1; wﬁws Y
ot WOll‘muld not be planned out beforehand, bu ?am ¢ wies It
Oghm?g;rz itself, subject, as 1 say, to 9t15‘16 cons
:?omptings of one’s personality. (1974: 95

a a el ma
:on between chance and “constant cmothnal ﬁoﬁﬁgﬁi . b}é
oratlc;n cean ritual reported by Jolgs earl_ler. o e
e g)l!ematic scene, Joyce directs himself in a p Ft o
s, i angers, nd s e same 5me G SO G
recog?! : i on the desire 0  the 235
cmotions pmmptfl;tg)é‘]f] eU%;fszes was decided here”. Hence, on ;’e?tﬁluj]:lg e
[11 e al
h-sthlucky escape, Joyce once more pleu::::,s]l ck;l’gssupcrstition, e
e (‘)f 1 f chance —an essential act, since, as a ;1n o ST
arbltrarmssfn?nder that benevolent powers 1:mght not a ;ve:?'the e e
e e to be an added frisson to this ritual, however: th reliving o e
There seems ; t of the family’s exodus sweetly ccnnc:ua o
Dy mtﬁﬁz; of the ear to the sound pf ma&y EnanIECk st
n_ecessary l:sly in transit. Joyce’s regular visit }OBagel
f::::iuc}rtlanthetfs acknowledges the debt oweclctg ;a]?gto lirt:i;ht o ﬁndérstood imply
er, this very same scen. ) M
mmgizm]%\::viouml tic of the exile. According to Ed
e a + .
?fuerpretation of this condition, for example,

emerge i

i at one
ists i i te, neither completely 1
i ] exists in a median state, nel Jone
it iiﬂiaé;;f 1s.;ting; nor fully disencumbered of the ggtlalgfg it
wz:lﬂg'n:olvements and half-detacprc}ents, s::cret Be et on
l;ent;;nental on one level, an adept rumic or 4

another. (1994: 36)

: i o's adagia as
more fitiingly for Joyce, Said cites one of Thnﬁr‘:;i?: s wio a8
< fur insight into the psychology of the deracinated: . These
?oiugr;l:eﬁa;nilgl-lomeland, writing becomtﬁs_a Iiiltﬁ ntghgl\;c 99k . et
i n thew
are eloguent fccmtlilalot;;xllgorlogrﬁg?itngs”, but perhaps they' overstate ;hhz a:ﬂazfnfg
e ke of em(;,ns.:ation. Lines attesting to the ambxguous“p; e
thﬁ'whofd%t;:c? ?gers are to be found in Giacomo Joyce, that “exp
whic
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so little impersonalized” of Joyce’ ic
. : yce's texts, as Richard Ellm i
%3; t:;n‘enél. the end is hvtere.. It will never be. You know tha?ﬁelﬁus RS
it 1;,rgua:mhgou, wntfh it! What else are you good for?” (1953 lzt) then?
. » however, that it is the “voice” of Steph L One
:;tégul'z:t_es such a double anxiety of homelessness and logs ?jrtl“ Dedalus that
- it is to be worked through and alleviated later, in Ulysses gouth, and a

If “exile is one of the saddest’ i
. f est” fates” (Said 1994.
displacement was unorttodox. His life in Europe, from 2 oyees
8 t,;_z,mnm‘gs go its unpmely end, was mostly lived in bustling ¢ certain
es —“Trieste-Zurich-Paris, 1914-1921"— in which he was :\imomlitan

the joys of multilingual communication, the simple magicakzl}cd to
the

simultaneity of spoken languages. Carola Giedion-Welcker observes:

James Joyce stood in a i
personal and direct relationshi
zﬁﬁcuueecﬁveang dtihv.?d]ilgth of cities. They seemed to Sﬁlrﬁ ll?kethe
Individual, a story in space-dimensi "
c?:::scéence of }1fe‘ He e_mbraced them from their 1;2;1 ?o groat
gﬁCknEas growing organisms, edifices of history built bﬁc;heu
bri néturven \:;hen 0D 2 temporary visit, he songht to penetrate >
e o aei- al;y liiar\:s ?lf abcu{’s complex substance, and to Iistelin:g
- ] $. To be lord of a city, to hold the thr
. F + + M ead i
it;e‘l‘l;]go :_n his ha!nfs, seemed to him direct vitality,and he conii?iirl;csl
o cz u-clré,cv,amu: to be mayor of a town than king of a nation, Just
e o mgster_countl‘ess tongues and dialects of the worid $
po ('Z:)O ﬂl?; I;;s; iv;lm'g; dlshfes and sweetmeats. His interest rar;ge?l
: ‘ es of a provinciz! town, which he
fitted, as a regional characteristic apparently due to chanf:a‘;mfilrlljtlﬁ

the general and cohe i .
207-208) rent unity of landscape and history. (1948:

As well as tongues, cultures, customs and cujsine
: 2 5 alt isti

$§Sugcl:10 1rlngll:;ggflllllly connected, entities in this urban scelt:tg: fzf- acilslt:}l(iz
kit liter’t owever, not all of these interconmections favoured the
et s e L B o o
_ ¢ S ged, odour in other words, What i
:?;r:ﬁ ;Iu:l% youfrfot:cg ?l‘aoug a country when you arrive in it? Its oclol;?t \lafh?;l?
; gc”g(el 87 ;ts ;;whzauon, and it is that odour which percolates into its
anteraturd Tovee ol O3 It seerns that Ireland fulfitled that olfactory criterion
insticht ¥ captursd in his work some of the smells of Dublin, still

Il s memory.” As he put it in 1906 in one of his ultimately cieﬁant

but exasperated lett .
Dubliners ers to Grant Richards, the reluctant publisher of

JOYCE AMONG EUROPEANS 3

It is not my fault that the odour of ashpits and old weeds and offal
hangs round my stories. I seriously believe that you will retard the
comsse of civilisation in Ireland by preventing the Irish people
fiot having-one -good-look—at-themselves in.my nicely. polished _
looking glass. (1957: 63-64)

arsue and mix the metaphor further, however, one could argue that it
was to the prolonged exposwe to a variety of such collective human and
cultural w“odours” that Joyce owed the maturity of his palate and the resulting
vintage of his style.® As he himself defined it, “a living style should be like a
river which takes the colour and texture of the different regions through
which it flows” (Power 1974: 79),° and sure enough the fluent colours and
textures of that style were deposited alluvially in Joyce’s book of rivers,
Finnegans Wake.

In the course of his life in Burope, Joyce was both a teacher and a student
of languages, and both vocations informed his writing. Hugh Kenner
famously describes Ulysses as “a Berlitz classroom between covers: a book
from which we are gystematically taught the skills we require to read it”
(1984: 198). Kenner traces the smooth progress from pupil to pedagogue in
terms of geography: “From Trieste, from Zurich, finally from Paris the Irish
Jesuits most cunning pupil had silently made the literate world his
classroom. The subject of study was the English Dean of Studies’ native
tongue” (1984 198). In Kenner's terms, however, this role reversal, of
erstwhile “pupil” into teacher, is only a metaphor of that agonistic
relationship with the English language in which the Irish Joyce was always
involved. The “practice” of tutoring English as a foreign language, which
was Joyce's livelihood for most of the Ulysses years, is thus subtly elided.
$till, by mentioning the Berlitz school, Kenner's formulation does at least
imply that Joyce’s professional sitnation would have sharpened his sense of
imeverence and detachment, although, arguably, it achieved much more.
Living and working among language students, or non-native English
speakers (of whom, in a sense, he was one), or polyglots (many of whom
were his closest friends), Joyce added layers of foreignness to the “English
Dean’s native tongue”, so as to nullify the cultural arrogance it represented. If
his early experience of such cultural and linguistic domination provided Joyce -
with the motive for a fight, his life in exile held in store rewards which far
surpassed that initial plan of vindication. Transposed into Ulysses, this lived
experience, and the knowledge it afforded, contributed to the formation of
Leopold Bloom, a character whose maturity, in contradistinction to that of
Stephen Dedalus, lay beyond “the classroom” and the struggle over the
command of English. As Declan Kiberd argues,

To p
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Findin 4 himself nowhere l'l.
, St ph tem 7
iy o ut, civilized, and ancient peOplG” (POttS 1979: 229) Italian

environment [...]. But the . PIS 10 faby
. . problem is that ki abricare -3ence of a devo .
iietgse than his setting [..]. His world, 1i_ket tlﬁl; lean;mg is 1o ‘“dﬁsé the Joyces’ adopted family language. It was spoken in the home
ater in the National Library, is a parade °§f1us colleagigs 1 retaining its. Trestine_inflection, was the affectionate idiom in which
: wrote 1o his children.” Furthermore, Toyce's political Views W&

';]oyce
-partly §
in Trieste. .

There were other languages and types, t00. Joyce wrote to Harriet Shaw
Weaver Ol 24 Tune 1921:

quotations, of gestures copied from books . econd-
.  of hang

igg;e lél;yhl;lave used English with 2 Jethal prec i];fgnufurped by ar,
humiliatio sf English rivals, but he was wel] ampossxble to
domrats nI elt by the assimilé who speaks the lan “Lal'e of the
ofgt{'le wg, s“{al'ﬂed‘comcmew and he had a corres g’ daige "t 2
vays in which such persons softened r. Ponding senge
euphemisms of art. (1996: 346) aw realities by 1, -

haped by direct involvement with Italian debates, both in Rome and
|3} ’

I forgot to tell you another thing. I don’t even know Greek though
1 am spoken of as erudite. My Tather wanted me to take Greek as
third langvage, my mother German and my friends Irish. Result, I
took Italian. I spoke or used to speak modern Greek not too badly
{I speak four or five languages fluently enough) and have spent a
great deal of time with Greeks of all kinds from noblemen down to
onionsellers, chiefly the latter. 1 am superstitious about them.

They bring me luck. {1957: 167)

By the time Bloom’s ch

3 aracter was complete, Joyce had |

kfé'iyﬂiaanndcbe%gn a new life, which demanded aydifferentmk?;gd oy e

e han éagiscl;iz:ezv;r lgfhen possible in Dublin, in cities likeo"f"ri:sa:ning'
at there were oth ¢ nd

as other ways for cultures and languages toccro‘-‘:;(rilscll:s e other atdles, el

“Strancers are contern; C
oM pOI‘a.['y pOSterIty”_ J- . )
notebo A ] oyce record
hich enca s lphorism by the eighteenth-century Phi]osoe;h;: o
A T et oy, 8 et Gornn 15
i : , Joyce [earned fin . .
point made in most of the accoun om strangers. To reinfo,
i ts and recollecti reinforce a
Fritz Senn offers the following observation?ll ons of the anthor in Europe,

achment to Greeks and their language manifested itself in
yarious ways; best-known is his choice of the colours of the Greek flag for
the cover of Ulysses, but that was unusually deliberate.”? More typically that
attachment was dependent on coincidence and chance. Herbert Gorman offers
this account of Joyce's flight from Austria in 1914

His sentimental att

Foreio .
oreigners are nnderprivileged, but they have one advantage: they

kn .
ow that the language is strange and has to be looked at very It was then that two of his students, both Greeks and both of noble

closely [...). Anythin ! . . )

e hing watched from a distance, fr ; birth, Baron Ambroglio Ralli and Count Francesco Sordina, came

be exotically fasc;naung. Joyce felt this fascin'at‘ om outside can to his aid. Through their influence, and after giving his Parole not

Wmadeholem\l:r?tﬁi ffr?el c;f-_I'It'- profited from it. He fm'ezloltl)eﬁlel;meo]rl: ?ﬁg 5 to take part in the conflict, the Austrian military authorities gave

mix ed’cl_ique mﬂ; a; lntthestfs, internationalrefugees in Zu:iich, ora him and his family p_ermission 1o lfsave Trieste and go to the
s than with his compatriots. (1983: 82) - neutral couniry of Switzerland. (1941: 227-228)

Ellmann confirms (1983: 386) that it was Joyce who, in the following

Directly or indirectly, m .
N Confivming. e shea T o provide material for footnote, elaborated on Gorman’s statement of fact
" Tate M

Joyce’s work i i
, often confirming his views on the organic relationship

between language
; » race and culture. B L
observation, with equal measures oafsegn*(;?' llnnflmSUC competence and social i th in E d duri
ional fixation and cliché, his B ion. Ogﬁo%g;?a'}ﬁte:ﬁrd:ersz?aie uf{'cc):gg aiust?'lpflll)iff)hrz '

Dp].'l'.llOl'lS were sfron 1 he X ! . N i - rex
language”, Mer cantOlf rjépor:;i hﬁggz 1;103?9’ ‘Of people is the history of %& ?geittamggl ul; Taly was first and last Chief Magistrate of the
notes Joyce’s “general antipathy to Izhec égf,? g (Potts 1979: 207). He also = once Immediate City. Both Ralli and Sordina are now dead but till
confusion of which he considered insufferable” ans and their language, the the times of their deaths, which took place in the last few years,
and barbarous syntax” (Potts 1979: 224era ¢, Mot 10 mention its “absurd they regularly received (and replied) at Christmas and the New Year

» 224). Conversely, Italian was for Joyce : messages of grateful remembrance from the writer whose life they
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As the Jolas anecdote establish
! es, Jovce never for
two Greeks of the diaspora, and subsequently he vf i ttgecgﬁ]:f he ow
. 3!

écri?elllcn; 'Ofdjogf‘;s Zurich period, Frank Budgen names
riends 7: 174-175). These were: Nicol S0
EELd i LT N as Saﬂt
foomcftef{gmthg r(l}isrtr?x’ar:hlf' lgnciram Corfiote™, as Joycoes ,clziﬁ::[ym Joyee
logra'p Y. Who . i
LOIlgNII)alswges of I:hlc3 Odyssey and whose tfl?}](léi ﬁ;gih;izs’ recite by hga:t"
I;J;mg 1y Bloom; : If’awlos Phokas, the clerk who “bore 3;5 4 part mode)
Dyzan 1'(1;%f emperor’;™ Antonios Chalas, the cosmopolican name of 4
philosoph namerous ftreatises on theosophy, the oceylt and polyg)oy
pmlosopay, science and modern Greek poetry:*and finally Paﬁ] 5 agorean
» 0 ug -

Joyce “attached greater wei :
. SRy ht to race ; .
indef : gat , nation, and to
etinite thing one might call type”. More specifically, he t h?;?; rz::l‘ et
th the

best gate of entry to the $pirit of anci
e : ncient Greece was the »
i(fhisg;:r g}fg’l.el}(?s, ‘174). :I‘he fact would not have been lost D;ﬁd?:;nc%k
epithon ot pe}:lence,“thc modern Greek” man was {to use the }I(-I.3 tha},
e g Qpic™, Tanging from the nobleman and the diletrante e
and the onionseller. Individually and collectively, pﬁvat:lj(g;;?

profe_ssiona]ly, they were all invaluable to him; as Budgen puts it, “Jo
_ _ . “Joyee

f

Fm: mtll;?.:gtlrlxll th?y all 13ad a streak of Ulysses in therm” (1955: 10

Pur associat:':d ;c? Iectl’ve ‘pre ? formed by this varied group of indi\;id al) ;
In Joyce's mind with ancther race, Budgen, bemused atuth:

mighty noise a “table full of 7 i
hisase 8 Greeks” was making, records Joyee’s reaction to

“Aren’t they strangely like Je .
¥ like Jews?”, I said. * i
?%d they all talk at once and nobody I.isten,ls”.“rl.ley ook tike Jews,
thef;’zoa istrange[y,”‘ said Joyce. “Anyway, they are Greeks, And
$ 210t to be said for the theory that the Odyssey s 2 Semit
poem”, (1937: 174) g e

At first sight, this i

lmeﬁ;i;;algé this 1.5 not far froqz the sentiment revealed in that well-glossed
P, ‘ﬁii; Rgel\::gmek 15 greekjew” (1993: 474)," a key hybridic
. chard Ellmann has contextualised in the following

TJOYCE AMONG EUROPEANS : 217

In Stephen Dedalus he had invented a Greek-Irishman, in Bloom he
could invent another, who would also be a “jewgreek”. The

thetoric, and even Gladstone compared Pamnell 1o Moses. For
adding a Greek component Joyce might have claimed that the
Jews, probablyunlikemodern Greeks, can trace themselves back to
Homeric times. He was more interested in a theory he encountered
in Victor Bérard's Les Phéniciens er UOdyssée (1902) that the
Odyssey had Semitic origins. It was a scholarly confirmation for
what he had already determined to do.” (1972: 3)

the implications of Budgen’s anecdote, the insight it offers into Joyce’s
are curiously elided by Ellmann; and, furthermore, the connections

made here are prefaced by a misapprehension:

Yet

Why then did Joyce not make his Ulysses a modem Greek? For
someone who relied heavily on familiar materials, the fact that he
did not have a modern Greek at hand was a deterrent. But even if he
had one, the paralle]l was to be sought elsewhere than in racial

continuity. (1972: 3)

Indeed, even in his revised edition of the biography, and despite Budgen's
eloquent testimony, Ellmann does not fully explore the possibility that
Joyce’s personal acquaintance with expatriate Greeks could have inflnenced
the creation of Bloom, or that the “familiar materials™ of Joyce, the Irishman
making his life in Burope, were open to chance and drawn from the living."
“] prefer people who are alive”, he wrote to his brother Stanislaus in 1906
(1966: 193), hinting at a conviction which would sustain him later, during
the war years and the changing fortunes of Ulysses. With his firm belief in
auspicious detail and an ear trained to decode the sounds strangers make,
Joyce made sense of his own and others’ displacement, and created a world
whose familiarity may still be underestimated. #¢

compaﬁsonmof--the—hi-shio_tbeisraeutes was-a familiar one-in Irish ... ...
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386).

* When the book was finished Joyce told Jolas, *T felt so complete]
exhausted [...] as if all the blood had run ot of my brain. I sat for a long while oi
a street bench, unable to move” (1941: 93).

* An associated meditation concerned the status of his art: according 1o Jolag
“He read Coleridge and. was interested in the distinction he made belweel-;
imagination and fancy. He wondered if he himself had imagination” (1941: gq.
91).

* One of the commonplaces of recent Joyce criticism assumes the undisputeq
“paternal” authority controlling his work. For discussions of this supposition,
see Vicki Mahaffey, “The Myth of a Mastermind” (1988: 23-50); Jean-Miche]
Rabaté, “A Portrait of the Author as 2 Bogeyman™ (1991: 150-184). These are
distinct from analyses of the theme of paternity and the construction of identity
in Joyce’s work, such as, for example, Maud Ellmann’s essay “Polytropic Man:
Paternity, Identity and Naming in The Odyssey and A Portrait of the Artist as g
Young Man” (in MacCabe 1982: 73-104).

* Léon’s observation in the same piece that Joyce “made no distinetion
between actual life and literary creation” (Jolas 1949: 117) is corroborated by
Philippe Soupault, another of Joyce’s closest friends and collaborators: “Every
act, everything he read or studied, every moment of enjoyment or sorrow, became
part of his work [...]. Indeed, the reader is obliged to take this life into account”
(Jolas 1949: 129).

® See, for example, Declan Kiberd’s reading of the emotional significance
conveyed by the difference between Bloom’s “oral” and Stephen’s “writerly”
language: as a corrective to “the tragedy of the interior monologue”, which exists
in *the counterpoint between the richness of a person’s thoughts and the slender
opportunities for sharing those thoughts in conversation”, “like all adepts of an
oral culture, [Bloom] uses balanced, rhythmic language and cites proverbs and old
saws as an aid to memory and adjudication” (1996: 347-348).

7 An instance of the powerful association between memory and smell occurs
in the “Telemachus™ episode of Ulysses, when Stephen remembers his mother:
“Silently, in a dream she had come to him after her death, her wasted body within
its loose brown grave-clothes giving off an odour of wax and rosewood, her
breath, that had bent vpon him, mute, reproachful. a faint odour of wetted ashes”
{1993: 28).

" Richard Ellmann mentions the episode in his biography of Joyee (1983.
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t g much so that, as in the case of Homer’s birthplace, the provenance of his

-1 to his formation. See, for example, Giani Stuparich’s description of Trieste
dalﬂi city where “European and universal spirits” such as Joyce “italianised”
as.immnfzzamno). According to Stuaparich, Joyce absorbed the mmltilingual and
G bridic merchant port ammosphere of the city, in othgr words,_ becme_ a
Erriesgfnfzzal‘o” {1948: 9). See also Italo Svevo’s recollection of his Triesting

friend (1994 15-20).

¢ Rivers feature with analogous importance in the life and the work. Paul Léqn
poted that “Joyce’s feeling for all bodies of water amounted aln_aost to nostalgia
[...]- Wherever he went on holiday, he immediately looked for a river, a stream, or
e;f:en a brook™ (Jolas 1949: 121). See also Joyce’s comment about tl?e Wake to
Harriet Shaw Weaver in a letter dated 28 October 1927: “Hundreds of river names
are woven into the text. I think it moves” (1957: 239).

e is 2 matter of polite dispute among various cities and settings which lay  f,. i

* The anglicisation of their names was forbidden by Joyce and they were
always known as Giorgio and Lucia.

I" As Giorgio Melchiori notes, “for at {east five years of‘ his life Joyce was
exclusively an Jialian writer. From 1907 to 1912 all his pubh_c pronouncements
{lectures and articles) were in Italian [...]. For Joyce Enghsh‘ is the lapgua\_ge of
creation while Jtalian is the language of everyday life and of his production in the
fields of history, politics and literary criticism, three ﬁplds strictly
interconnected: his lectures at the Universit™ Popolare of ‘Tneste, though
ostensibly on literary subjects, are permeated with a sense of history and of the
political debate” (1993: 109).

1> Carola Giedion-Welcker stated that Joyce’s next project was to be “a drama
on the “revolution of the modern Greeks™ as their siruggle againsl_; the Ital{ang. in
1940 had impressed him deeply (Potts 1979: 279-280). According to Gledlc_m-
Welcker, at the time of his death, on his desk lay a Greek dictionary *‘marked with
fresh notes” (1948: 211-212).

© See Joyce’s Ulysses notesheets (Heming 1972: 494) and the Ellmann
biography (1983: 375-376).

“ Phokas was also Joyce’s tutor in modern Greek. The *Ziirich Notebooks” in .
the collection of the Lockwood Library at the University of Buffalo (see Spielberg
1962) are the record of these lessons. For discussions of their co_nr.ent and for
indications as to how Joyce may have made use of them, see Aravantin (1977) and
Schork (1998).

" As Budgen reports, “Antonio [sic] Chalas had written a book proving that
the centre of gravity of the earth passed through Athens, and that therefore the
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great powers should guarantee the perpetual immunity of Greece”. Joy

copy of this book to President Wilson, “but whether his opus played any greas

part in subsequent international councils is not recorded” (1937: 174), Iy 194 -
Joyce also wrote to B. W. Huebsch, his publisher in Mew York, on behalf]?,f

Chalas, though, again, the outcome of this favouris not known (1957; 124).

** More than an indispensable part of the Joyce's birthday festivi
Ruggiero remained a friend in less happy times, notably when, as guaranter,
interviewed with the Swiss authorities to allow Joyce and his family to enter th:

neutral country in 1940,

ties,

"7 See, for example, Ira Nadel’s contention that “Joyce increasingly found th,
dw:s}on between Jew and Gentile artificial and consciously sought to Hellenise
Judaism and Judaise Hellenism” (Nadel 1989: 1). See also Cheyette (1992: 326
56), and Counor (1995: 219-237). - s

" For the most thorough discussion of the Berardian provenance of Joyee's

text, see Seidel (1976). See also Ellmann’s further comments on the subject of

Semitic connections (1977: 34-39).

¥ In the New and Revised Edition of James Joyce, Ellmann offers more
detailed accounts of Joyce’s encounters and friendships with Greeks (1983: 395
407-408), yet in his discussion of the prototypes for Bloom (373-375). he
curiously neglects to cite the appropriate footnote from the Gorman biography:
“Mr. Hunter of Dublin was only ome of the living models who served for the
character of Leopold Bloom in {flysses. There were two others, one in Trieste and
tlhj?ﬁc;ther in Zurich, the former a Greek and the latter a Hungarian” (Gorman 1941

Ce sent 5

JOYCE AMONG EUROPEANS . 221

WORKS CITED

'ARAVANrmofr, Manto. 1977. Ta Ellenika tou James Joyce. Athens: Exrmes.

BUDGEN, Frank. 1937. James Joyce and the Making of Ulysses. London: Grayson
& Grayson.

... 1055. Further Recollections of James Joyce. London: Shenval Press.

CHEYETTE, Bryan. 1992. ““Jewgreek is greekjew’: The Disturbing Ambivalence

of Joyce’s Semitic Discourse in Ulysses”. Joyce Studies Annual (3): 32-56.

CONNCR, Steven. 1995. 1 ... AM ... A" Addressing the Jewish Question in

Joyce's Ulysses”. In Nochlin, L. and T. Garb. (eds.). The Jew in the Text:

Modernity and the Construction of Identity. London: Thames and Hudson:

219-237. '

ELLMANN, Richard. 1972. Ulysses on the Liffey. London: Faber and Faber.

. 1977. The Consciousness af Joyce. London: Faber and Faber.

. 1983. James Joyce. Oxford and New York: Oxford U. P.

GIEDION-WELCKER, Carola. 1948. “James Joyce in Ziirich”. Horizon XVIII (105):
207-212.

GORMAN, Herbert. 1941. James Joyce: A Definitive Biography. London: John
Lane/The Bodley Head. _

HERRING, Phillip F. (ed.). 1972. Joyce's ‘Ulysses’ Notesheets in the British
Musewm. Charlottesville: University Press of Virginia.

JoLas, Eugene. 1941, “My Friend James Joyce”. Partisan Review VIIL (2): 82-93.

w-, {ed.). 1949. A James Joyce Yearbook. Paris: Transition Press.

JovcE, James. 1957. Letsers of James Joyce. Ed. S. Gilbert. London: Faber and

Faber.

e, 1966. Letters of James Joyce. Vol. Il. EL R. Ellmann. London: Faber and
Faber. .

---. 1983, Giacomo Joyce. London and Boston: Faber and Faber.

-, 1993, Ulysses. Ed. J. Johnson. Oxford: Oxford Paperbacks.

KENNER, Hugh. 1984. A Colder Eye: The Modern Irish Writers. Harmondsworth:
Penguin Books.

" KIBERD, Declan. 1996. Inventing Ireland: The Literature of the Modern Nation.

London: Vintage.

MACCABE, Colin. {ed). 1982. James Joyce: New Perspectives. Sussex: The
Harvester Press. '

MANAFEEY, Vicki. 1988. Reauthorizing Joyce. Cambridge and New York:
Cambridge U. P. '

MELCHIORI, Giorgio. 1995. Joyce's Feast of Languages: Seven Essays and Ten
Notes. Ed. F. Ruggieri. Roma: Bulzoni.

NAaDEL, Tra B. 1989. Joyce and the Jews: Culture and Texts. Basingstoke and
London: Macmillan.

PotTs, Willard. (ed). 1979, Portraits of the Artist in Exile: Recollections of James
Joyce by Europeans. Seattle and London: University of Washington Press.




222 VASSILIKI KOLOCOTRON!

POWERr Arthur. - 1974. Conversations with James Joy

Millington.
RABATE, Jean-Michel. 1991. James Jovee, Authorized ;
s London: The Johns Hopkins U. P. 7 rized Reader. Baltimore and

aID, Edward. 1994, Representations of the Int : i

f oo Vi f the Intellectual: The 1993 Reirh Lectures.
SCHORK, R. J. 1998. Greek and Hellenic Culture i inesvi

s, & 1 1998, Gree) nic Culture in Joyce. Gainesville: Universjty
SEIDEL, Michael. 1976. Epic Geography: James Joyce’s * ", Pri

J.: Princeton U. P. sy pee’s “Ulysses’ Princeion,
SENN, Fritz. 1983. “Foreign Readings”. In Peterson, R

: s . , R F, A M.

E. L. Epstein. _(eds.)‘ Work in Progress: Joyce Centenary Essays. c(ﬁn nd
8 Biardsvill: Souther Tlinais U. P 52-105, ondale
PIELBERG, Peter. 1962. James Joyce's Manuscripts and Letters ar

: th

of Buﬁalo:‘ A Catalogue. Buffalo: University of Buffalo. i
STUPARICH, Giani. 1948, Trieste nei miei ricordi. Milan: Garzanti.
SVEvIg, Italo. 1994. “La “Triestinité” d’un grand écrivain irlandais: James Joyce”

; Jac.quet, C and J. M. Rabaté. (eds.). La Revue des lettres modernes: Jo e

I'ltalie. Peris: Lettres Modernes: 15-20. e

ce. Ed C. Hart. London.

Un:’versiry

&

N

—

oDYSSEY OF D. H. LAKWRENCE.:
ODERNISM, EUROPE. AND THE NEW

PETER MARKS
UNIVERSITY OF 3YDNEY

On February 2, 1922, in an Italian restaurant in Paris, an Irish writer was
delivered of a son, Ulysses. Swaddled in Greece’s national colours, the
prodigious infant bore on its rump the birthmark “Trieste-Zurich-Paris”, &
record of James Joyee’s travels during the seven year gestation period. On
that same day, in Taormina, Sicily, D. H. Lawrence was planning 2 journey:
«I'm tired of here”, he wrote to S. S. Koteliansky, “You know that I must go
away, away, away~ (Roberts, Boulton and Mansfield 1987; 185). While the
multinational cluster of associations situated Ulysses firmly within Europe,
Lawrence’s proposed travels involved leaving that continent. He had recently
completed Aaron’s Rod, proclaiming it to Thomas Seltzer as “the last of my
serious English novels —the end of The Rainbow, Women in Love line” .
(Roberts, Boulton and Mansfield 1987: 92). But Aaron ’s Rod also signalled
for Lawrence his own estrangement from the Europe in which he had spent
several years after the end of the First World War. “I am tired of Europe”, he
told Seltzer, “it is somehow finished for me —finished with Aaron’s Rod’
(Roberts, Boulton and Mansfield 1987: 93). “Away” in the first instance
meant Ceylon, and later in February Lawrence and Frieda set sail,
appropriately enough, on the “Osterley”. The odyssey begun would not see
them return permanently to Europe for four years.

Expatriates function as something akin to modernist identikit figures, so
that one might easily imagine the docks and railway terminals of Europe

. permanently seething with writers, painters, musicians, and poseurs. Even if

the reality was more humdrum, Europe nevertheless enjoyed an unprecedented
intermingling of global talent in the early years of this century. Travel
broadened individual and collective minds: cubism might begin in Paris,

Misceldnea: A Journal of English and American Studies 20 (1999): 223-234
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delivered of a son, Ulysses. Swaddled in Greece’s national colours, the
prodigious infant bore on its rump the birthmark “Trieste-Zurich-Paris”, a
record of James Joyce’s travels during the seven year gestation period. On
that same day, in Taormina, Sicily, D. H. Lawrence was planning a journey:
“I'm tired of here”, he wrote to S. S. Koteliansky, “You know that I must go
away, away, away” (Roberts, Boulton and Mansfield 1987: 185). While the
multinational cluster of associations situated Ulysses firmly within Europe,
Lawrence's proposed travels involved leaving that continent. He had recently
completed Aaron’s Rod, proclaiming it to Thomas Seltzer as “the last of my
serious English novels —the end of The Rainbow, Women in Love line”
(Roberts, Boulton and Mansfield 1987: 92). But Aaron’s Rod also signalled
for Lawrence his own estrangement from the Europe in which he had spent
several years after the end of the First World War. “T am tired of Europe”, he
told Seltzer, “it is somehow finished for me —finished with Aaron’s Rod”
(Roberts, Boulton and Mansfield 1987: 93). “Away” in the first instance
meant Ceylon, and later in February Lawrence and Frieda set sail,
appropriately enough, on the “Osterley”. The odyssey begun would not see
them return permanently to Europe for four years.

Expatriates function as something akin to modernist identikit figures, so
that one might easily imagine the docks and railway terminals of Europe

. permanently seething with writers, painters, musicians, and poseurs. Even if

the reality was more humdrum, Europe nevertheless enjoyed an unprecedented
intermingling of global talent in the early years of this century. Travel
broadened individual and collective minds: cubism might begin in Paris,
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vprticism in London, and dadaism in Zurich, but the cross-pollination f
“isms” and groups quickly generated new hybrids. Nor was the j_[lteracﬁo
limited to the arts. William Everdell cites the example of the physicist Nio:ln
Bohr, writing a “classic paper on the atom in English while teaching in his
native Denmark, publishing it in a [British] jowrnal [...] under the gllida.ncz
of a New Zealander who had made his scientific -reputation in Ontarig
Canada, by extending the work of a Polish woman living in Paris” (Everde]]
1997: 2-3). Given this fecund intellectual environment, Lawrence’s departure
from Europe appears puzzling; certainly it goes against the modemist trend
Yet, though he left Burope, it remained a central source and focus for hié
work, if only as a sign of what he rejected. Where Joyce, in Ulysses
;cincorporates Ireland into the European context (and vice versa), Lawrt*nt:e,
in such provocative works as Aaron’s Rod and Kangaroo, intemgate;
Europe’s self-assured claim to coltural centrality.

Lawrence and Joyce saw themselves as exiles, and both imagine writers
who explicitly reject their homeland; yet the difference between their fictional
exiles warrants attention. Stephen Dedalus famously promises, in A Portrair
of the Artist as a Young Man, to express himself “using for my defense the
only arms I allow myself to use —silence, exile, and cunning” (Joyce 1992a;
259), while Richard Lovatt Somers, in Kangaroo, “had made up his mind
that everything [in Burcpe] was done for, played out, finished, and he must
go to a new country. The newest country: young Australial” (Lawrence
1997a: 13). Joyce’s young artist, at the beginning of the century, opts for the
vigour and cultural sophistication of a dominant Europe. Twenty years later,
Lawrence’s older writer escapes a continent eviscerated by war. Intriguingly,
Ulysses records that the young Stephen will be 38 by 1920 (Joyce 1992b:
663), making him an exact contémporary of Somers in the world of
Kangaroo; but the contrast between the urgent confidence of Stephen and the
traumatised questing of Somers marks the passage from innocence to
experience played out across the teemage years of the century. Though
Ulysses was written between 1914 and 1921, its geographic and temporal co-
ordinates preclude any consideration of the First World War. Joyce in a sense
evades the calamity that dictates the mood, content and structure of Aaron’s
Rod and Kangaroo, a war for Lawrence which “smashed the growing tip of

. European civilisation” {(Lawrence 1971a: 307).

Both writers were exiles in a loose sense, though Lawrence’s claims are
the more robust. As Richard ‘Ellmaon notes, Joyce “was neither bidden to
leave nor forbidden to return, and after [his] first departure he was in fact to
g0 back five times”. Ellmann subtly suggests that “exile” might be a useful
ploy, for “like other revolutionaries, {Jovce] fattened on opposition and grew

THE, ODYSSEY OF DH. LAWRENCE 225

thin and pale when treated with indulgence” (Ellmann 1982: 109). Lawrence’s
flight from England in 1919 followed disastrous war years in which he was
subjected to-police- surveillance .and.-the. possibility of .military call-up,
attempted unsuccesstully to emigrate to America, endured the suppression of
The Rainbow and the rejection of Women in Love. After 1919, he rarely
returned to England. Both writers rate inclusion in Terry Eagleton’s Exiles
and Emigrés, Eagleton seeing Lawrence as a paradigmatic figure, “the
archetypal modern exile” (Eagleton 1570: 191). Eagleton considers the *odd
x" that the dominant writers in modem English literature are
“foreigners and emigrés: Conrad, James, Eliot, Pound, Yeats, Joyce”
(Bagleton 1970: 9). The exception is Lawrence, an exile for Eagleton by dint
of his working-class background, “a cultare which [...] belonged and yet was
excluded, both foreign and familiar” (Bagleton 1970: 17). The consequent
tensions afford Lawrence the objectivity of the outsider, but one enhanced by
the intimate pexspective of the insider. Lawrence’s class upbringing, Eagleton
argues, provides “a continuous, often unconscious critique of [England’s]
dominative middle-class mode” (Eagleton 1970: 192), his exile remaining in
its assence one from England. For Eagleton, the problems of Lawrence’s life
“lay in his own society, and while Australia and New Mexico could provide
momentary release and experiment, they could offer no enduring solution”
(Eagleton 1970: 218). Suggestive though it is, this argument ignores works
such as Aaron’s Rod and Kangaroo, which develop critiques of class and
culture -well beyond English and even European shores. The dismissal of
Lawrence’s travels as “rootless, frustrated wanderings” (Eagleton 1970: 191)
belittles journeying of Homeric scope and crucial significance. Ulysses spent
ten years returning home; Lawrence took longer and travelled further, and he
never returned.
‘Lawrence does adopt the perspectives of insider and outsider, but applies

these beyond England. Even his early novels, set predominantly in England, .

gesture to a larger world. Tom Brangwen marries a Polish woman in The
Rainbow, one who comes to think in English, but whose “long blanks and

darknesses of abstraction were Polish” (Lawrence 1997b: 50). And .

significantly, as Kate Flint argues, Lydia brings a European consciousness of
the social history of women, which she passes on to Ursula Brangwen, “thus
tacitly placing English social change in a broader European context”
(Lawrence 1997b: xv). Ursula palpably feels the interplay of contexts in the
“Continental” chapter of Women in Love, the sight of a farmhand near Ghent
station reminding her of “how far she was projected from her childhood, how -
far was she still to go! In one life-time one travelied through aeons” -
(Lawrence 1987: 390). Nor is she alone in recognising the wansformative
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effect of Europe, Gudrun later enthusing, “T am so transported, the moment |
set foot on a foreign shore. I say to myself “here steps a new creature into
life””. Gerald opposes this egocentric critique, but Birkin counters thag any
love for England is “a damnably uncomfortable love: like a love for an aged
parent who suffers horribly from a complication of diseases, for which there
is no hope” (Lawrence 1987: 395). This portrait of England as the terminally
sick man of Europe differs fundamentally from Lawrence’s next novel
Aaron’s Rod, by virtue of the dislocating impact of continental war, and 21
resulting “violence of the nightmare released now into the general ajr
(Lawrence 1995: 5). In Aaron’s Rod that general air smothers the whole of
Europe.

Kate Flint’s observation that The Rainbow draws in part from
Lawrence’s interest in futurism (Lawrence [997b: xiii), suggests the
international traffic in ideas which was such a signal featwe of European
modermism. But this interest of itself does not allow Lawrence to be
classified unproblematically as a modemnist. One barrier lies in the ambiguity
and complexity of the term itself, featres which account for some of its
critical utility. A loose, baggy monster of twentieth-century criticism,
modernism roamed primarily in the cosmopolitan centres of Europe and
America, but it came, as one might expect from such a creature, without a
philosophy. This allows “modemism” both to include and to be distinguished
from such related, though much smaller beasts as vorticism, imagism,
surrealism, futurism and dadaism. Lawrence’s connections to various of these
“isms” have been traced by critics: Mark Kinkead-Weekes confirms
Lawrence’s temporary interest in futurist ideas (Kinkead-Weekes 1996: 121-

'124), and Michael Wilding argues that, in Kangaroo, Lawrence draws on “the

resources of dada and surrealism, on the modemist commitments to
spontaneity” (Wilding 1980: 176). Lawrence’s inclusion in imagist
anthologies, and his initial championing by Ezra Pound, would seem to
assure his “modernist” credentials. Especially in his writing before Aaron’s
Rod, however, he might more easily be termed a “modern™, for, though he
was included in imagist anthologies, he was the only writer also to appear in
volumes of Georgian poetry —a form of guilt by association. And, while
Ezra Pound rated him in the forefront of mew writers in 1913, he later
distmissed Lawrence as an “Amygist”, and transferred his prose allegiances to
Joyce (Kinkead-Weeks 1996: 134-135). Nor was he considered by Wyndham
Lewis one of the “men of 1914™, that wonderful testament to modernist
myth-making which included Lewis himself, Eliot, Pound and Joyce.
Excluded from this select band, Lawrence often remains a liminal figure
in modemnist studies, Bonnie Kime Scott arguing that “D. H. Lawrence
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departs from the “men of 1914 (Scott 1995: 162). She classifies him
iristead as a “Male Modernist Other”. Mark Levenson, though he amends the
dramatis. personae, also_places Lawrence in the wings, arguing that
modernism “is associated with Pound, Hulme, Ford, Lewis and Eliot; Joy_c.e,
woolf and Lawrence loom on the periphery” (Levenson 1984: vii}.
Levenson’s study closes at 1922, the year of Ulysses, Aaron’s Rod, and_The
Waste Land, and Levenson includes a detailed examination of Eliot’s
masterpiece. But the parameters of his analysis preclude llcngt_hy discussion of -
Joyce or Lawrence, for in addition to a foreshorter_ned h1stonc_al perspective,
Levenson restricts himself geographically to English n:nodermsm. Or,_ more
accurately, to London modernism: “Hulme, Pound, Lewis, Ford and }Ellot chd
not just inhabit London within the same few years; tpey engaged in active
debate and frequent interchange; they formulated positions w1_th one another
and then against one another; they quarrelled and were rcconcﬂed’i (Levenson
1984: x-xi). Levenson correctly identifies the dynamic, comanVe field of
London modernism, one occasionally fought in by Lawrence ths’elf. But by
1922, as Eliot figuratively gazes over the deadened English capital and the
shards of European civilisation, Lawrence literally is nowhere to ]:ue seen. He
had written his last “Bnglish” novel in Italy, and was working in Australia
on a “queer sort of quite different novel” (Roberts, Boulion and Mainsficld:
1987: 259). Whereas Eliot’s diagnosis of Europe’s cultural maladies’ was
fashioned in and focused on the continent’s economic centre, Laqunoes
judgements were transmiited from the far-flung New World, the unreal city of
dney.
> Peyter Nicholls in fact casts doubt on the importance of the London-based
“men of 1914” to European modernism. For Nicholls, although it “became
temporarily a metropolitan “vortex” for Pound, Lewis angl Elgot [
London’s contributions to the history of the avant-garde —1maglsm.and
vorticism— proved to be moments rather than movements, short-lived
phases in a more complex history” (Nicholls 1995: 166). He adds that §uch
modernism “issued a call to order in the name of values that were strictly
anti-modern, though it did so by developing literary forms which were
overtly modernist” (Nicholls 1995: 167). Nicholls fashions a contentious
aroument; Levenson clearly feels that London's contribution was
co?:sidcrable, and Malcolm Bradbury argues for its centrality to English
language modernism (Bradbury 1991: 172). Whateve; the truth,‘Bradbm'y
suggests at least a linguistic limit to modernist hybridity. Map‘pmg on to
Europe the antagonisms and divisions Levenson detects in London
modernism would unsettle the sense of unfettered, unproblematic cult}lral
exchange within European modernism. Nicholls suggests that this might
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indeed be significant; making a peint similar to Ea e
ggn %Es ‘:nelsn gf '1914” was born in England, anc%1 tlzztn’cgisrégf:nﬁat‘n%e
questionsonf qtllons toa common modernism were [...] highly Sens?;t‘ Their
Question ]jo exile and cultural displacement” (Nicholls 1995: 166) “3”3 o
concer: ¢ at the heart of Aaron’s Rod and Kangaroo, novels that .dcaju?h
S 1K§gus-a w1tl£:x1le anfi displacement. Beyond the level of content b p
wotks st tte WIence s’attcmpts to experiment with the novel stOth
oo e auns sl manes MeDovt Daly e
postf;odcmist fiction (Lawrence 1997ae:: ii?g oo ooy relatlonship ©
aron 's Rod begins in the familiar Lawrentian territory of a M;
:nogl 112?1?315 community, following Aaron Sissons’ joumeyr}c;f sc]f-zfcd;inds
oo ;sn C:ggdthroggh Londc_m, to Italy. In London his gnonzz
Soquaintance R wdon Llll};spurs him on, declaring that 2 “new place brin ¢
outa new flo ugo‘l’?sa :;apx;n e(i:\:;entﬁe 1995: 103). Lilly depaits for Eur0pge
f . € I e apparent truth of that phi :
E&ﬁf fﬁelﬁngs of dmpla.c.?menf‘ pepper his journey through ]’Eonl;é’r?p;ﬁ
himsc]i:’ (Lawx?;flnci 911e f:llwnes a new self, a new life-urge rising inside
fmself” La thac? F?i 212). The new place offers 2 degree of completion
Aaron ser thegh tin orence he had “arrived”, that he had “reached a perfec;
centre of metau};map world (Lawaenoe 1995: 212), Within the crushing
“male”, but eveﬁ tﬁécpz;?cﬁgggmgl‘?@ I acc];)rds e gy it
- bu hi 18e 15 lost by novel’s end. Aaron’
]csls:oes e:ll;mdst political, sexual, and psychological uncertainty; the ;cl};;c(i
e apivc $1i1tze tqil?nbii ?Eil;iéagf 26 beltef in a conclusive arrival is exposed
: . aron’s totemi i
independent, masculine creativity, “there was ngtl?il;tge’ atlllleead?mr?c?d ulnzint o
Eli']cislie(c{ [...]- The only thing he felt was a thread of destiny attaching hi:gn r:g
that)Ll zgé‘e?fgr 1995: 2_88). Uncompromising guru that he is, Lilly snaps
Empegc“l £ouldeird’ cr;prt:lrl:l%hfcil_'ka ptztetr;;ia]ljglew self in a new place outside
: ike ife in another continent g
another race. I feel Burope becoming like a cage t ” e 1005
291). Within the confines of Aaron’s Rod, this rfr?laji Moy o enee 1995
not fulﬂlled_ until Lawrence’s first major “post—Eng]jsh’s’ ;r:gc aKlz::gng;ct; o
. aihat tIl;!l'ly ;‘athcr than Aaron envisages lIal'LSmelatiOI; through élee
p\; ; s to their d}fff:n;ﬂt levels of self-awareness. Aaron appropriately flowers
Emur oregzz, ‘\:vﬂl:;le Lilly (as' his name signals, the finished article) denounces
; ¢ gang has * i
people worth knowing” (Lawrence 1995: 97).%.Fhigs brisef mnsft‘e;er?iizha?
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1 action prefaces Lilly’s extended, racist classification of the earth’s

uroped
Eéoples into “vermin” (“the Chinese and Japs and orientals altogether™) and

Prisher types™-(“Aztecs. and. the Red Indizns”), The hierarchy bas.a cruciel

temporal dimension, the higher types largely having been exterminated. Lilly
declares, “they hold the element I am looking for —They had living pride
..J. All the rest are craven— Buropeans, Asiatics, Africans” (Lawrence
1995: 97). Certain Africans are later granted status above the craven by Lilly,
who is discovered “reading the fantasies of a certain Leo Frobenius”, a
German ethnologist who posited a pre-Hellenic Affican civilisation linked to
Atlantis. Fantasies they may be, but they remain intensely alluring for Lilly,
profound in their contrast to present-day Europe: “In silence, the strange dim
noise of London sounding below, Lilly read on about [...]. [tlhe old Africans!
And Adantis! Strange, strange wisdom of the Kabyles! Old, old dark Africa,
and the world before the flood!” (Lawrence 1995: 110). The rapt tone does not
diminish Lilly’s racism, his critique of Europe depending on championing
exterminated or extinct groups. But it echoes Women in Love, where Birkin’s
memory of the statuette of an African woman (Lawrence 1987: 252-254)
prompts the belief that the figure “knew what he himself did not know. She
had thousands of years of purely semsual, purely unspiritual knowledge
behind her” (Lawrence 1987. 253). Lawrence repeats the manoeuvre in
Fantasia of the Unconscious, where Frobenius makes another appearance
(Lawrence 1961: 6), and a lost pagan world is conjured in which “men lived
and taught and knew, and Wwere in complete correspondence over all the earth”
(Lawrence 1961: 7).

The appropriation of non-European culture regularly acts as a modernist
aarker. The authors of The Empire Writes Back argue that “Modernism and
the sudden experiment with the artistic forms of the dominant bourgeois
ideology [...] [are), in part, products of the discovery of cultures whose
aesthetic practices and cultural models were radically disruptive of the
prevailing European assumptions” (Asheroft, Griffiths and Tiffin 1989: 156),
citing the example of Lawrence’s inclusion of African art in The Rainbow
(Asheroft, Griffiths and Tiffin 1989: 156-157). Mark Kinkead-Weekes
contends that African sculptures influenced the imaginative structure of
Women in Love (Kinkead-Weekes 1996: 437). Less benevolently, Edward
Said includes “the audacious scholarship of Leo Frobenius” as one
contribution to the formation of European “conceptions of primitivism {...]
tribalism, vitalism, originality” as regards Africa and Africans (Said 1993:
233). Said’s view better accounts for Women in Love and Aaron’s Rod, in
which Lilly’s contempt for twentieth-century Europe depends on a fantasised
ancient Africa. In terms-of the whole novel, however, Lilly’s ideas are
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interludes; they do not effect, and certainly do ot radically disrupt, European,
aesthetic practices. That disruption comes not from outside, but from within
Lawrence employing the relatively ancient European form of the Picaresque. |
Critics attack the aimlessness of Aaron’s Rod’s structure, Terry Eagleton
for example suggesting that, along with Kangaroo, it is “signally incapable
of evolving a narrative, ripped between fragmentary plot, spirityg
autobiography and febrile didacticism” (Eagleton 1978: 160). This view 00
readily conflates novels that adopt distinct aesthetic devices, but also dampg
both works in terms they seem designed to reject. Evolving a narrative
underpins Eagleton’s assumption that Lawrence is essentially an “organicisi”,
and should be assessed against organicist criteia. On these terms, almost
necessarily, both novels fail. But Janet Ruderman argues that Lawrence
consciously chooses the picaresque in frustration at the lmitations of organic
form. She cites Women in Love as prefiguring this formal development:
“Why strive for a coherent satisfied life?” thinks Birkin, “Why not drift in a
series of accidents —like a picaresque novel? Why not?” (Lawrence 1987:
302). Ruderman takes Lawrence’s next work, Aaron’s Rod, as the enactment
of this desire, the formal looseness functioning deliberately, as an analogue
for “the chaos of Europe and the disintegration of human relationships” in a
postwar world (Ruderman 1984: 92). One of modernism’s signature tactics,
the redeployment of old forms in the deracinated context of postwar Europe,
allows Lawrence simultaneously to test the boundaries and resilience of the
novel while offering a critique of European culture. As Steven Vine argues,
“The critical power of Lawrence’s writing [...] conspires with the
annihilating force of the War by undermining the foundations of the old
world —and generating the possibility of the new” (Lawrence 1995 xx).
Lawrence’s next novel, Kangaroo, situates itself literally in the New World,
investigating the possibility of renewal outside Europe, while continuing to
undermine Europe’s cultural foundations. The title of Lawrence’s
contemporaneous essay, “Surgery for the Novel —or a2 Bomb” signals that,
in the case of Europe and the novel, he metaphoricalty opts for the bomb.
Lawrence’s incendiary blast lacerates the “serious” novels of Proust,
Richardson and Joyce for their self-conscious obsession with self
consciousness: “One has to be self-conscious at seventeen [...]. [but] if it is
still continuing at forty-seven, it is obvious senile precocity” (Lawrence
1971b: 190). Against this, Lawrence argues the need for the novel “to have
the courage to tackle new propositions without using abstractions” (Lawrence
1971b: 193). Kangaroo certainly tackles propositions bravely, directly
confronting the expectation and complacency of its readers: “If you don’t like
the novel, don't read it”. Since the reader instinctively guesses what is
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i i i hallenges: “‘what
ning to characters not being described, Kangaroo ¢
?;gg de fou want to know”, while admitting that “Chapter follows chapter,

and nothing-deing” And all this. on.the same page (Lawrence 1997a: 284),

aceressively than Aaron’s Rod, Kangaroo consciously rejects
ﬁggiicisgrir. John gVorthen classifies it as a modemist“work (Worthen 19’;;?:
14%), while MacDonald Daly argues that Lawrence “goes ’ﬁ.u;thcr ttl_lar_l ei
word “modernist” suffices to describe”. Eor Daly, the novel’s mcla 1ct10n]:1
asides” are “more usually associated with the postmodern n0ve‘l , and e
plausibly compares Kangaroo with John Fowles’s The French Licutenant’s
Woman (Daly in Lawrence 1997a: xx). ‘Lawepce c]ear‘ly was awa?fe o,f
Kangaroo’s subversive novelty, describing it to friends as “weird” and rum”
(Roberts, Bouton and Mansfield 1987: 255, 257). But though he was writing
Kangaroo in Australia, Lawrence’s critical ey; f}vas still tI’i;ll‘led onsigroﬂl]);

ed little acceptance for his “quite different novel”, gues

‘I‘gv:ipﬂofct Ulysseans ‘:ﬁl spit at it” (Roberts, Boulton and Mansfield 1987:
275). Lawrence had not in fact read Ulysses when he made the comme:nt._
Worthen suggests that he heard of its renown nonetheless, ‘a:!d though ‘he
took Ulysses to be the epitome of the advanced and_ sophisticated modem
novel”, Lawrence felt that Kangaroo “was modern in a2 way that would
inevitably provoke resistance” (Worthen 19?9: 141). Lawrence clearly fe’lt
that he was doing something necessary and different, more vital Fhan’Joyce 8
extended adventure into self-consciousness. 'C_)nc might see this difference
expressed even in the manner of their composition: Lawrence wrote Kangaroo
in fewer weeks than Joyce took years to complete Ulysses. '

As Peter Nicholls suggests, modemnist texts often explore exﬂz:: and
displacement. But this exploration can take very different routes and arrive at
different destinations: the fringes of Europe in Ulysses, the antipodes in
Kangaroo. Such locational differences modify the degree and effect of the
displacement. For while, in distinct ways, Stephsn anc'l”Bloom are outsiders
in Dublin, that city still functions as a kind of “home” for each. From the
opening pages of Kangaroo, Harriet and Somers, as Eurc?pe_ans, are
obviously, and perhaps irretrievably, alien. In Sych}ey, Rlchfl‘d is instantly
marked out as “foreign looking™; Harriet mighj[ be “Russian™; both‘ are seen
as possibly German. Whatever their nationality, they are rcccigmsed, and
come to recognise themselves, as “differentl from. other peqple (Lawrence
1997a: 7-8). But the sense of displacement is not regenerative, as it is in
Aaron’s Rod. Where Aaron Sissons had felt in Florence the sense “of having
reached a perfect centre of the human world”, Somf;:rs lin Kanga{'oo repeaxedl,y
reels from the shock of displacement, exploding in tirades against Sydney’s
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“Englishness”, “all crumbled out into formlessness and chaos™, its people
enjoying “[n]o inner life, no high command, no interest in anything, finally”
(Lawrence 1997a: 27). In such passages, the cultural and spiritual dislocation
Somers experiences refigure life in Australia as a “new crucifixion”; Europe,
by contrast, seems a paradise. In these terms Somers functions as a repentant
sinner: “Oh God, to be in Europe, lovely, lovely Europe that he had hated so
thoroughly and abused so vehemently, saying that it was moribund and stale
and finished. The fool was himself” (Lawrence 1997a: 20). By the time they
prepare to leave the country, Harriett “Joathed Australia, with wet, dark
trepulsion” [original emphasis] (Lawrence 1997a: 351). But these bouts of
hatred for Australia and its people are leavened by wildly positive
Jjudgements, such as Harriett’s claim five pages afier the previous outburst
that “if L had three lives, I'd wish to stay. It's the loveliest thing I've ever
known” [original emphasis), after which she and Richard sit silently,
contemplating “wonderful Australia™ (Lawrence 1997a: 356).

These at times almost psychotic, alternating displays of love and
loathing register the exile’s acute if sparadic sense of displacement. But they
must be judged in relation to the Somers’ more viralent rejection of Europe.
Much of the attack upon Australia depends on an acute sense of
disappointment, Harriett’s “[uJndying hostility to old Europe™ contrasted with
her “undying hope of the new, free lands. Especially this far Australia”
(Lawrence 1997a: 352). The extended flashback chapter, “The Nightmare™,
provides the explanation for this hatred, one signalling a central difference
between the Englishmen Richard Somers and Aaron Sissons. Aaron had not
been through the war (Lawrence 1995: 57), and that innocence in part allows
his meandering journey through Europe. Somers, on the other hand, while
not a combatant, has experienced in war-time England the knowledge “of
what it was 10 live in a perpetual state of semi-fear: the fear of the criminal
public and the criminal government” (Lawrence 1997a: 212). Somers’ acute
sense of terror is all the more menacing for occiring in England itself: *Tt
was in 1915 the old world ended. In the Wwinter of 1915-1916 the spirit of the
old London collapsed, the city, in some way, perished, perished from being a
heart of the world, and became a vortex of broken passions, lusts, hopes,
fears and horrors” (Lawrence 1997a: 216).

By a bitter though important irony, Somers’ feelings of internal
displacement in England are heightened by the suspicion (based in part it
seems on the fact that he wears a beard) that he is a foreigner. The wound
inflicted by this case of mistaken national identity is 2l the more brutal since
Somers sees himself as “One of the most intensely English little men
England ever produced, with a passion for his country, even if it were often a
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passion of hatred” (Lawrence 1997a: 223). Branded a foreigner, he renounces
England, singing German folksongs to himself, and cursing “the military

languages he could lay his tongue to” (Lawrence 1997a: 233). Yet Europe,
though its languages provide temporary relief and release from oppressive
England, has also been permanently raumatised by the nightmare. Australia
offers the promise of escape and renewal precisely because Europe as a whole
is “done for, played out, finished”. And though Australia fails to live up to
that promise, no retum to Europe is contemplated. Richard and Harriett
Somers embark for another new place, the Americas. Kangaroo, which
begins with the completion of the voyage to Australia, itself a rejection of
Europe, ends with the beginning of a new voyage further into the New
World. The odyssey refigured in Joyce’s epic ends with an emphatic “yes™;
but neither Richard nor Harriett Somers experiences such a climax, instead
being draped by symbolic markers of displacement, the last streamers of the
ship on which they sail into exile “blowing away, like broken attachments,
broken” (Lawrence 1997a: 358).

Kangaroo offers not culminating arrival, but further exploration.
Lawrence’s next novel, The Plumed Serpent, would be set in Mexico, itself
a site of exile and displacement for Kate Leslie. One could locate these three
novels as milestones on a Jonger journey of aesthetic and cultural discovery,
adding Lady Chatrerley’s Lover to the itinerary. so as to suggest the
inevitability of Lawrence’s return “home” to England. But this imposes an
overarching teleclogy that the novels as separate entities resist. And it
undervalues the individual significance of work such as Aaron’s Rod and
Kangarpo. Both are modemist experiments in form, and both mount
interrogations of European culture in itself and in relation to the large and
enigmatic New World. Kengaroo and Aaron’s Rod end perplexingly, their
characters preparing for physical and spiritual jowrneys away from Europe
that are exhilarating precisely because their outcomes are largely unknown
and unknowable. These novels challenge confidence in the centrality of
European culture while they explore the limits of the novel as a viable form
in a modernist world. In “Surgery for the Novel —or a Bomb” Lawrence
writes: “What nex:? That’s what interests me. “What now?” is no fun any
more”[original emphasis] (Lawrence 1971b: 193). In plotting this course
Lawrence opts for active exploration over sfatic contemplation, the
challenging sea over the comforting port, and the likelihood that such a
literary odyssey would never be completed. #8
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“The book frightens me”, wrote D. H. Lawrence on 7 November 1916 about
Women in Love (1920), “it is so end of the world. But it is, it must be, the
beginning of a new world, t00” (Coombes 1973: 109). This mode of
interpretation, mythical as it is and based on the history of apocalyptic
thinking, is more than simply a sign of Lawrence’s desperate situation during
the First World War and of his growing interest in religious and occult ideas.
It points towards a significant relationship between his work and the thought
and art of the expressionist decade between 1910 and 1920. It was during this
time that The Rainbow (1915) and Women in Love (1920), both written
under strong German influence, were conceived. “The model of the two
phases”, says Christoph Eykman, “the end of the world and the birth of a
new, purified humanity, can almost be seen as a topos of expressionist poetic
art” (1974: 48).

The expressionist revolt looked towards the overthrow of bourgeois
technological civilisation. Its ideal, free-floating artist placed his faith not in
any institetion or political movement, but rather in the inner
“transformation” and “transcendence” of the individual. The artist’s task was
to penetrate the dissembling surface to the inner, substantial “core” of life.
He must be both critic of the actual and evangelist of the potential —a
mission which Lawrence’s own work espoused.! Throughout Lawrence’s
writings we can detect that “aura of corruption™ spoken of by Kurt Pinthus in
the preface to his anthology The Twilight of Humanity, “the presentiment
that the order of humanity built solely on the mechanical and the
conventional is about to collapse™ (in Rétzer 1976: 436). Absent from his

Misceldneq: a Journal of English and American Studies 20 {1999): 235-258




234 ' PETER MARKS

WORKS CITED

ASHCROFT, Bill, Gareth GRIFFITHS and Helen TreFmv. 1989, 73, Empire Wy,
Back: Theory and Practice in Post-Colonial Literarures. London: Rouuedgees

BRADBURY, Malcolm. 1991. “London 1890-1920.” I Bradbury, p o

J. McFarlane, (eds.) Modernism: A Guide To European Literature 1890-193¢

EAGLETON, Terry. 1970, Exiles and Emigrés. London: Chatto and Windus, )

-~ 1978, Criticism and Ideology: AStudy in Marxis Literary Theory, London;
Verso. : '

ELLMANN, Richard, 1982. James Joyce. New York: Oxford U. P.

EVERDELL, William. 1997, The First Moderns: Profiles in the Origing of
Twentieth-Century Thought. Chicago: University of Chicago Press.

JoYCE, Tames. 1992a. A Portrair of the Artist as g Young Man. London: Minerva,

- 1992b. Ulysses. London: Minerva, )

KINKEAD-WEEKES, Mark. 1996. D H Lawrence: Triumph 10 Exile 1912-1922
Cambridge: Cambridge U, P.

LawreNCE, D. H. 1961, Fantasia of the Unconscious and Fsychoanalysis ang the
Unconscious. London: William Heinemann.

=== 1971a. Movements in Modern European History. London: Oxford U P.

- 1971b. “Surgery for the Novel —o0tr a Bomb”. In Inglis, A. A. M. (ed.). A
Selection From Phoenix, Harmondsworth: Penguin: 189-193,

=== 1987. Women in Love. Eds, D. Farmer, L. Vasey and J, Worthen. Cambridge;
Cambridge U. P,

- 1995. Aaron’s Rod. Ed. ML Kalrins, Harmondsworth: Penguin.

-~ 1997a. Kangaroo. Ed. B. Steele. Hamondsworth: Penguin.

=== 1997b. The Rainbow. Ed. K. Flint. Oxford: World Classics,

- LEVENSON, Michael H. 1984. 4 Genealogy of Modernism: A Study of English

Literary Doctrine 1908-1922. Caimnbridge: Cambridge U. P.

NICHOLLS, Peter. 1995, Modernisms: A Literary Guide. London: Macmillan,

ROBERTS, Warren, James T, BOULTON and Elizabeth MANSFIELD. (eds.). 1987,
The Letters of D. H, Lawrence, vol. iv. Cambridge: Cambridge U. P.

Jor a Parriarchal Ideal of Leadership. Durham, N.C.: Duke U p

SAD, Edward, 1993, Culture and Imperialism. London: Vintage.

Scotr, Bonnie Kime, 1995, Refiguring Modernism (vol 1): The Women of 1928.
Bloomington: Indiana U. P,

WILDING, Michael. 1980, .Political Fictions. London: Routledge and Kegan Paul.

WORTHEN, John. 81979' D H Lawrence and the Idea of the Novel. London:
Macmillan,

.

| ..‘ LAHRENCE' GERMAN . oo - - ol f—— o o
EXERESSIONWM;—----z\-N-D--- WESERIAN-FORMAL

'RATIONALITY

Eggyéf@"
H. U. SEEBER
UNIVERSITY OF STUTTGART

i * 7 November 1916 about
# k frightens me”, wrote ID. H. Lawrence on lovent
H}};mn Lo%g (1920), “it is so end of the world. But it is, it Ipust be, th:;
beginning of a new world, too” (Coombes 1973: }09). This glc:ile t?c
; ti retation, mythical as it is and based on the history _of ap dyp ¢
$i£ng is more than simply a sign of Lawrence’s dclasperate a;lciiuanolﬁt llc:line::sa
irst i ing interest in religious oce .
the First World War and of his growing in o Ay
i ards a significant relationship between his wo: t :
itngo;:ltzft ?l:; expressigonjst decade between 1910 and 1928.912to;vg§0 crl-huru‘:vgr 1?;3
3 in Love ,
i t The Rainbow (1915) and Women in
::nn;ZrtgtiOng eGerman influence, were conceived. “The model of ‘the t}rm
hases”, says Christoph Eykman, “the end of the world and thta b}rth of a
Eew pu;'iﬂed humanity, can almost be seen as a topos of expressionist poetic
" (1974: 48). _
" "(I'lhe exprzssionist revolt looked towangls the‘ovcrthro\xlfﬁ off !:'ﬂolull;;g?o;;
technological civilisation. Its ideal, free-floating artist placed his ﬁe ot in
any institution or political movement, l?gt rather in ;
“trinsformation” and “transcendence” of the indl\rldu%l. Th@alarf‘lst s’}asf ]?;Zs
i i to the inner, substantial “core” o .
to penetrate the dlssen_lblmg surface o ol
He must be both critic of the actual and evangeli tential —a
issi i ’ k espoused.” Throughout Lawre; _
migsion which Lawrence’s own wor DO aniushout Tawences
iti can detect that “aura of corruption” spoken 0 y i
;T;upl:-g;a;eto his anthology The Twilight of Humanity, the‘presentcllmzlln
that the order of humanity built solely on the mechanical fam h_:
conventional is about to collapse” (in Rétzer 1976: 436). Absent from hi

Misceldnea: a Journal of English and American Studies 20 (1999): 235-258

|
|




236 H. U. SEERER

first novel, The White Peacock (1911), the concepts of “cotruption
“mechanic” delineate the central experience of the new novel whichp]_zn i
consciously and deliberately sought to create in The Rainbow and rence
Love. '
Lawrence’s position within conventional liter: “histo i
f:ritics.zl Since, unlike Joyce and Woolf, he inu‘odzlc-:yes no gybifgisvexes the
innovations, Lawrence seems to warrant the description of modernist I;w}'auve
the basis of his “modem” themes: criticism of an over-civilised socialrl raor
the “unchaining of the self* in a (mostly sexual) “Aufbruch” e,
direction™]. If, however, Lawrence is, as Frank Kermode maintains, a “I:El‘new
of the modern”™, one central aspect of his modernity lies; I would a;gue inasﬁ?r
dep]o’ymcnt of a set of preoccupations characteristic of the expressfon‘ .
This is not to say that Lawrence is simply an “expressionist” fous court, l"ls:tl-fe
urgent, nervous striving forward, the abrupt transitions and the ur ¢
dialogue and plot construction of expressionist prose are very different f'?nf',;
the “orgar}lc” continuities of his narratives. Nevertheless, to think of
I_awre_nce in the context of contemporary expressionist art is to open 1
'some Imteresting opportunities of comparison and interpretation. ?

:l:he genesis of these two key novels from a single narmative impulse is
“expressionist” in a centrally aesthetic sense: “All the time, underneath, there
is ‘somt?thm_g deep evolving itself out in me. And it is hard to express a new
thing, in sincerity [...). In the Sisters was the germ of this novel: woman
becoming individual, self-responsible, taking her own initiative” (Moore
}962: 27;). The novum of the novel must reveal itself with the necessity and
inner lggw of an organic natural process. This is the reason for the continual
dlscardlng of drafts, continual fresh starts in order to ensure the appropriate
form \\fluc.h is, s0 to speak, “true to mature”, “tue to life”. German
expressionist art, according to the philosopher Georg Simmel, posits that the
nner emotion of the artist” will find its immediate expression not through
or “in the work (of arf)” but “as the work (of art)” (1968: 156). Or, as
Lawrence wrote, “The novels and poems are pure passionate experience”
(1975: 15).
: Lavyrel}oe’s ideas about art share many assumptions with the
i expressionist position, and arguably derive from a common problematic. Tn
the first case, Lawrence is emphatic that intense striving after artistry is quite
j:li:', dlff.crcnt from the cult of art for art’s sake: art must always act in the service
mﬁ of life. “Art for my sake™ is the motto Lawrence set ‘provocatively over his
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k. This is mot to proclaim the egocentric self-centredness of artistic
creationl, but rather to characterise a literature which aims at a spiritual
enewal -
0 in the author. The inability to love and reach out to fellow human

peings which manifests itself in the narcissistic self-reflexion of aestheticism

' should give way, as both Lawrence and the German expressionists demanded,

o a new religious pathos, a new ethical disposition. This involves
overcoming the “solely aesthetic disposition” (in Rotzer 1976: 245) of
contemporary art, and the recovery of that “sense of joy, joie d’étre, joie de
vivre" (Rogers 1977: 104) lost in the nihilism and melancholy of the fin-de-
sitcle aesthetes. “We are Expressionists”, is how Kurt Hiller put it in 1911:
«Content, intention, ethos are important again” (in Rotzer 1976: 244). .

Lawrence expressed similar sentiments when he wrote of “the depth of
my religious experience” (Moore 1962: 243). Renouncing Christian
dogmatism, while remaining firmly rooted in the Christian experience, the
religious energy in Lawrence and numerous expressionists led to a cult of
«life” and “nature”, a Lebensphilosophie dedicated to a kind of religion of the
flesh wholly opposed to the shallow scientistic positivism of contemporary
thought. Sexual union in Lawrence’s texts assumes, as in the work of his
Expressionist contemporaries, the aspect of a mystery in which lovers are
transformed into ecstatic gods, to suggest a cosmic significance to something
essentially ineffable and transformative. “The frenzy of sexual intercourse 18
holy”, wrote Georg Groddeck in his novel Der Seelensucher [The Soul
Seeker] (1921), “and it would do our times good to show them the phallus so
that they can worship it” (in Hamann and Hermand 1977: 102). As the great
“hook of life” (Inglis 1971: 185) the novel in particular should, in
Lawrence’s opinion, break through the reader’s carapace and transform his
coldness into warmth by linking him, through language, with the energies
and currents of the whole, unmutilated life of the archaic uncomscious.
According to Lawrence, art becomes a therapeutic act for writer and reader at
the moment that it opens itself to a life which cannot be expressed at all in
the language of science.

This programme of redemption, of what might be called a deiached
irrational activism, explains why Lawrence could simultaneously accept and
reject futurism. He appreciated, as letters of 2nd and 5th June 1914
demonstrate (Coombes 1973: 89-91), the futurist’s impatience with
linguistic and moral models of interpretation and evaluation. In his critique of
futarism, however, characteristic expressionist reservations become apparent.
The futurist’s glorification of the machine and of the mechanical principle is
rejected equally by Lawrence and the expressionists. Both alike argue that

and-awakening in-its readers by.putting them in touch with. the quick .




. human being, Lawrence finds the nexus of spirit and thought anything but
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futurism reduces reality to abstract intellectual and mechanical relatigng , , .
'_rhus miss precisely what constitutes the essence of the human being \ih@d :
is his living, natural power. The object and the formal principle of t’he b
novel is for Lawrence just this living power of the human bejp n}?
supposedly “natural” self, which unfolds itself in its own rhythmg}’c Hl >
organised temporality. The bifurcation of the self into a “socia)” ar:; v
“natural” identity, reminiscent of Roussean, takes a specifically modern f; 2
in its assumption of a “black”, threatening nature, as depicted byOIl;n
Schopenhauer and Nietzsche.* Y
In his critique of futurism, Lawrence sets up an antithesis of “thythm;e
form” and “naivety”. The longing for the “naivety” and “simplicity” of 4
supposed “natural state” or of primitive cultures is a symptom of a “malgis,
in our culture” encountered everywhere in the expressionist movement The
young Gottfried Benn, for example, urges the redemptive return to
evolutionary origins to escape the torments of consciousness: “Oh, that we
were our forefathers/ A little lump of mud in a warm swamp” (Benn 1978.
25). Lawrence’s admiration for the physical power and mystery of the “non:
human” in nature is axiomatic, and links the aesthetic primitivism of
painters such as Max Pechstein and Schmidt-Rottluff to the artistic debates of
Women in Love, with its idea of a creative regression to recover the archaic
strata of experience in art and consciousness alike. In The Rainbow and in
Women in Love Lawrence’s characteristic oscillation between abstract and
logical discussion and ritualised, lyrical and magical evocation® reveals, much
more than the African statuette,® the central tension in the expressionist
critique of a self-conscions civilisation. Insisting on the organic unity of the

incidental. The frrationalist Lawrence who preaches, under the influence of
Nietzsche, the wisdom of the body, and, like any Expressionist exotic, visits
places far removed from modern society,” drags the reader of Women in Love
through long, complexly argued theoretical debates about such matters as real
and decadent sensuality, productivity for its own sake in a market economy,
intellectnality and spontaneity, and, most centrally, the authentic relations
between man and woman. :

The basic exp;‘%ssionist pattern in Lawrence’s writings is most clearly
revealed in his conflict with the mimetic method of the realist novel. He
criticises H. G. Wells for writing “books of manners”, reproducing shallow,
socially-determined models of behaviour and identity: “He is like Dickens.
None of his characters has a real being —Wesen— is a r1eal being
—something never localised into a passionate individuality” (Moore 1962:
128). The fact that Lawrence uses the expressionist slogan Wesen to clarify
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meaning is mot gratuitous. The idea of a reality hidden behind the
gmulacra of convention, which the novel has to expose, is refemed to in
smiother letter-as—“vision_or.. being” . (Moore. 1962:_291), reproducing the .

«cally expressionist phrase “Vision oder Wesen” to speak of a reality
which evades the usual sociological, individual, psychological and moral
categories. Paul Kornfeld’s cry, “On no account realism! On no account

sycholog}’” {(Hamann and Hermand 1977: 12) finds its echo in Lawrence’s
condemnation of the “certain moral scheme” in ficion.® The visionary
reduction employed by Lawrence and the expressionists transforms the
ordinary citizen into an elementary natural being.

This “natural” aspect is, however, an abstraction, the artificial and
intellectual construction of a supposedly “original Self” in a specific cultural
pexus. This “original Self” seems to consist of two components, the libido
and the will-to-destroy, rejecting traditional concepts of man as a social
peing. The expressionists” “primitive” nature leads in painting —including
Lawrence’s— 10 a preference for exotic and erotic motifs and, in form and the
aesthetics of production, a peculiar dialectic of regression and abstraction. For
instance, in a self-portrait, Schmidt-Rottluff stylizes his features in a crudely
geometrical negro mask, while, in his lyrics, Georg Trakl compulsively
disrupts with discordant image sequences the normal continuities of the form.
The novel, since it requires a certain amount of depth and fullness of reality,
blocks this tendency towards abstraction much soomer than poetry or
painting. Even so, critics quite rightly point out that Women in Love is
substantially more abstract and schematic than Lawrence’s earlier novels.

At least since The Rainbow, the dialogues and the deliberate direction of
the reader’s feelings in Lawrence’s fiction implicate the reader in a
fundamental cultural conflict. In Women in Love, the assault on the reader is
made explicit by the introduction of a preacher figure (Birkin), who proclaims
the new philosophy of salvation. This, too, is a figure which finds numerous
correspondences in the missionary stereotypes of expressionist texts, and the
immature and questionable fantasies of power and leadership of the later
Lawrence find their equivalent in the nebulous radicalism which charactenizes
the political thought of the expressionist writers. The expressionist René
Schickele observed in his 1933 study of Lawrence that “TI]Jf Lawrence did not
possess the genius of a poet, be would be a fool, and one could leave it to the
focls to deal with him™ (Schickele 1959: 709). Nevertheless, Schickele was
impressed by Lawrence as moralist and thinker, and praised his
“relentlessness in the fight for the free conscience, responsible only to itself”,
and his “final teuthfulness” (Schickele 1959: 744). For Schickele, it was
Lawrence’s “expressionist twrn” in 1912 which set free those artistic and
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intellectual powers which enabled him t i ;
el m ,wnt§ The Rainbow ang Womer,

m

In line with the expressionist model (particularl a i
Ernst Stadler discussed below), stagnation and Auﬁbrzgircar;; ltﬁeﬂf.;
in The Rainbow and Women in Love. Ursula’s and Birkin’s o otifs
prompted by‘ their conflict with the social and cultural limjt:qlons "
situation, which obstruct the full realisation of identity. But it i ﬂlof'their
consciousness of their disjunctive relation to their social enviro oy
Fhe recoguition of how deeply nevertheless they are Cmotig:]n Tlm’ ad
intellectually implicated in it, which makes for the essential moda Y md
these characters, and distinguishes them from the older generation reermty o
by Tom Brangwen or Anna. This disjunctive relation between sub‘ecptr?en e
objch\{e })e1ng represented by Ursula and Birkin has a g .;»ie ™
expressionist quality, indicated, for example, at the beginning of af; cal!y
Love, by Ursula’s reaction to the parental home: “Ursuld was aware oefnt];M
hou_sq, of her home round about her. And she Joathed it, the sordid, -
farmhg; place! She was afraid of the depth of her feeling against the ho;o-
the ,rmheu, the whole atmosphere of this obsolete life. Her fecling ﬁ-iohten;i
her” (1960: 11}. 1f the ]:[ourgeois home in Victorian literature was an c?asis of
refuge frpm an 1phosypltable external reality, for the rebellious heroine of
Woglwr? zr;nLdove it is a place frozen in senseless routine, “dirty” in both an
aesthe ) . .
everydl;; oo moral sense, locked in the predictable and habitual patterns of
Lawrence’s hostility is not so much towards particular indivi i
groups or grievances, but towards the icie.ap and praég?czldg?lsﬁm
cmhsatlon'nself:‘ an aversion to the unengaged, mindless routine of social
and professional life, towards industry, the cultural drive, state institutions
and, finally, to the ideologies which dissimulate individual or sociai
se]fishness. Such undifferentiated criticism levels out all historically specific
sogxal fprms, practices, ideas and organisations to an undifferentiated
U{uformny, and excludes the possibility of any solution from within the
given order. Both novels progress towards a utopian vision of apocalyptic
renewal aftcr_the death of the old world, which they can neither sustain nor
even depict in concrete form. This visionary order is implicit in the
eschatological symbolism® at the end of Women in Love, and extremely
explicit in The Rainbow: .

1

® texts of
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And the rainbow stood on the earth. She knew that the sordid
peoplewho crept hard-scaled and separate on the face of the world’s
corruption were living still, that the rainbow was arched in their
blood and would quiver to Tife in their spirit; that they would cast
off their horny covering disintegrafion, that new, clean, naked
bodies would issue to a new germination, to a new growth, rising
to the light and the wind and the clean rain of heaven. She saw in
the rainbow the earth’s new architecture, the old brittle corruption
of houses and factories swept away, the world built up in a living
fabric of truth, fitting to the overarching heaven. (1968: 495)

Jost Hermand has pointed out that “expressionism repeatedly [tends] to see
the salvation of humanity merely in the total overthrow of all existing
orders” (Hamann and Hermand 1977 261). Lawrence’s individual and social
rebirth, steeped in religious pathos (“rainbow”, “clean rain of heaven”) leads
at the end of Melchior Vischer’s novel Sekunde durch Hirn [Second through

prain] (1920) to the Promised Land of “nature”, “purity” and “freedom”:

On the sun-moon-day, on which culture crashes with the shameless
bastard civilization, then T will kneel down on seaz plain desert,
stretch (my) hands out in pure wide air, shout wildly strongly
loudly: WE ARE YOUNG AGAIN! (Hamann and Hermand 1977:

261)

The distinction between “culture” and “civilization” indicates that Vischer
derived his concepmal model from Oswald Spengler’s enormously influential
Untergang des Abendlandes (Decline of the West) (1918-22). Dies Irae, the
Biblical “Day of Wrath”™, was a title Lawrence considered for Women in Love,
where 00, as in Spengler, organic nature provides the context for the
unfolding of 2 mythic vision of history in which, out of “corruption” and
“disintegration”, a “new life” may emerge.

“Simply that which the critical and the constructive, the apocalyptical
and the utopian have in common, constitutes the totality and essence of
German Expressionism”. Klaus Ziegler’s formula describes the basic
thematic opposition of Lawrence’s novels, stirring memories of Blakean
apocalypse and Rousseauist evocations of the natural man, certainly, but
drawing its essential leitmotifs from “extreme intensifications of traditions
almost as old as bourgeois society itself” (in Rotzer 1976: 309),

The generational movement of The Rainbow can be represented as three
concentyic circles, commesponding to the generations Tom/ Lydia, Will/ Anna,
and Skrebensky/ Ursula. The radial expansion of the circles, like the image of
expanding ripples from a stone thrown at the moon’s reflection in a pond,
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reflects the expansion of their su ive li
ion ccessive lives, the unendi i
futranscenllﬁumdence of hmlts._The progenitors Tom and LYdlglg ffiordmaUOH ad
ent and the foreigner Lydia is integrated within the na1 ° partial

s offered bY the expressionists: “The stupid, artificial, exaggerated town,
: lights. It does mot exist really. It rests upon the unlimited
just nothing”.' Ursula’s self is seen

jig its a0 :
fumkngss [...] but.what is it? ——nothing,

&?ﬁsxglsmnoc‘:;nce of the family circle. The impulse which takesn;z-?t
itscl% ﬁndsecgu ]j%gpt:ra_non, out of the security and closeness of Marshn; o
Ursula’s trajectory,lwhilélh ?;;csms; ?It:;ngn;)lfa;d Iﬁ)wer-liﬁddlt?-class exism??:
consists of a series of deliberate new departires i]:lg‘:':hi?tfnon pi novel;
gla?gnc t:lﬂl?g I;a;ot}:he; ot;h stal:uhsipg and fulfilling her life is f;}:cﬁ?vgﬁm
par bourgeois, th ailn ¢ teaching profession, unjversity studies, and fip t?llle
onligheen el man age to Skreb?nsky. Nor does the <:011‘tl'>inatio1-1al :
i erment and y'rgc;jm of the ‘E‘IE:W woman” Winifred Inger any ben:rf
the expressionists ::Eﬁse %22?:]15 hsenE;Chfaeﬁﬁg 01; ?e oy oat which
. o, - 0
glest(\fi;ehse::r?n t:;dsymbol of the rainbow, the prc.mn-lis.:;rofs tgrf]éwaézvggvel
e v | theea.];th, after the apOCa’Iyptic end of this world, prcﬁgurg
D e ‘ orsef. The book’s final transcendence (Aufbruch
2¢S a utopian no-man’s-land where the new self has shed "
of th{fh old civilisation in a painful process of rebirth shed the carapace
by edi::a&gs Aufbruc{: of individual striving for fulfillment is brought about
protagonismor;‘r Oandth intellectual defclopment distinguishes Lawrence's
o agonusts 1 mh e amQral assertions of strength of Kurt Edschmid’s
e m s bi ort st0r1§§ as "Der Lasso” [“The Lasso™]. Lawrence’s
o guswf youd traditional forms of feeling and social beine into a
_ ér 1ent natural world. i
Irar?alilﬁ]tlgiz :::Ig;tl;nﬁ t;n;?gh ?;:press‘ionists at a dctexmmglgis?aic];ee&:fcr?;:
’ & puritan moral traditions which shaped him,"!
pmte[iﬁﬁaess :llggfness from the corrupt” forms of a ‘‘me:c:hamjr:lzl’Et ls;rsl:;zm
P hodend c]:n:::l corrupting relationships. But such a self is difficult to
negation. The mt?ri defetﬁlﬁy %r?lﬂgsr;:g:sesﬂslion I?;igely o e o
1) e social roles
(t;«; i‘:s;s e:lt;ehiie;nlf a trad{nonal character of the realist novel,ogfireicton?oiz
e, sbove al of sathenti aatral,sepiat o P Ve of aubherti
+ ’ ) u

zzi?% p;gglt:esswely more abstract as a chagracter t?:r::il:ii:atrgz r::lzgog% S1:'1}11:
civili;;ation ’t or bcexample, she declares the brightly-lit town, the symbol of
oz ﬂ’o 0 o @ mere prétext, a mere nothing even, and the dark
anted | wdlp }fe to be‘ the true reality, she becomes the mouthpiece of’
» radicalized, undifferéntiated criticism of civilized society such as

simultaneously an insatiable sexual _ _
yulnerable sensibility, which suffers under the torpidity of middle-class life:
uChe was NOL afraid nor ashamed before trees, and birds, and the sky. But she
ghrank violently from people, ashamed she was pot as they were, fixed
emphatic, but a wavering, undefined sensibility only, without form or being”
(1968: 335). Her repeated crossing of (social) borders is a rejection of form
for the sake of the vitality of life. Her transcendence of the old life is

ented in the end with rhetorical intensity as the creation of a “living
God”, the emergence of the “kernel” of the “true” natural life from the shell
of 2 “false” civilization, and as the discovery (in almost Blakean terms) of
“Erernity in the flux of Time”. However, since this purpose can be thought
only as life continually reproducing itself, its destination is mever an idyllic
stasis, but the perpetual movement of transcendence itself, Aufbruch for its
own sake.”

Ursula’s acts of perpetual negating correspond to the expressionist sense
of “Aufbruch” described by Gunter Martens in his book Vitalismus und
Expressionismus (1971} In 1918 Georg Simmel, referring to expressionism,
analysed the refusal to give a final form to life, and the striving to maintain,
in both life and art, the dynamic and unshaped character of reality. Modem
life, he said, had no generally meaningful cultural forms. Consequently one
confronts the “conflict of modern culture”, the “fight of life against form
itself” (1968: 150) —a formula with clear application to Lawrence. In place
of obsolete moral, political or social forms, Lawrence’s novel is posited on
the relativity of all Being and the commanding power of the dialectic of life
and death, death in life (mechanized, instrumentalized being) set against life
in death (rebirth, upheaval}. '

In Ursula’s case, the “conflict of modern culture” requires that the
narrator always signals an unmistakable betrayal of “life” when Ursula resorts
to socially accepted modes of speech and behaviour. This applies just as
much to the “authoritarian” style which, for reasons of self-preservation, she
adopts as a school teacher as 1o the language of subjection and self-accusation
she resorts to, accepting the role conventicnally ascribed to women, in her
fetter 1o Skrebensky: “since you left me I have suffered a great deal, and so
have come to myself. I cannot tell you the remorse I feel for my wicked
perverse behaviour, It was given to me love you [...]. But instead of
thankfully, on my kunees, taking what God had given [...]. I must insist on
having the moon for my own [...]. I do not know if you can ever forgive me”

drive wd & contmually fwd ad
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(1968: 485). In expressionist fashion Ursula’s a
:Ecogmngn i a mere momentary triumph of her falsep‘}zlj.cr)i?tglgoi;?ber Seif.
e true dark v1tal‘ self” (1968: 449). This explains the self. Slf over
Ehrases_ as “my wicked perverse behaviour”, “thankfully onpm
yoa arethnanlJral iand decent all through”. ¥ koees” o
. t the leve of linguistic construction, this determin i
v?zrttdialr;s o?posc?d ’Eo a “sociql” self, issues in a rhetori:d o;ezﬁggi or 2
e, Tcality”, “unreality”. “being’, “perfection”, “lfe”, st
signifi Yy “light”, “darkness”, “organic”, “mechanic”, “corruption” %On;ef’
Signiircant semantic nexns of the text. The attempt to translate th the
intellectual substratgs of life into articulate language leads on the 0 e
1ntellectua! abstraction, and on the other to organic and biological ;it};m];d o
g:;];ll;zssed in bs@uch words as “sten'lit.y”, “root”, “barren”. As a result, the%ac;trls,
of the sexes between Anny and Will Brangwen —this, too, an exXpressio st
pol— 15 set at a remove from the historical context, as an ab e
station in which a conflict between elemental powers is ’expresseda‘ et
ﬁfgghor of fighting birds (1968: 163). The linguistic repertoire éliz $e
fac utiltgg?i fncovtei-,ll, capable of diffemnt?aﬁng real social situations ig
yos > for the new task. '_I‘he orgamcist metaphors of a contem ’r
enSph.:Zosopkze —Dblossoming, spring, wind, giving birth, flame Il?l)og
eéa;th, animals am:l the moon— are common to both Lawrence ;md th’
Tman expressionists. Seen from this perspective, the well-known scene i
fhe Rainbow where Top:u Brangwen proposes marriage to Lydia, offers n;
y;tallrenewal, ranscending emotional and spiritual stagnation like that
} gnuﬁeg by Ernst Stadler in poems such as “Resurrectio”, “Aufbruch”, or
Liberation”. Stadler’s “Early Spring” is a characteristic instance: ,

'IIt‘Ihthjs March night 1 left my house late.
& streets were upset with the i i
proon s 5} smell of Spring and of the rain of

Xzitnds struck up. Through the disturbed incline of houses T went far

bAesat;ar as an uncovered wall and fel: my heart swelled towards a new

%n_each waft of air a young new Being was stretched out.
listened to the strong whirls rolling in my blood,

arody of gy -
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Already prepared fields stretched themselves out. Already burnt

into the horizons

Was the blue of early dawn hours, which were fo lead out into the
iR T L T

The lock-gates creaked. Adventure broke in from all the far sides.
Over the canal, waved by young sailing winds, clear tracks grew,
In whose light I moved. Fate stood waiting in wind-blown stars.
In my heart lay a turmoil as if from unfurled flags.

(Dichtungen [Poems] 1974: 124) (See introduction to Notes)

In The Rainbow Tom Brangwen answers “nature’s call” when he visits Lydia
at the Vicarage on a stormy night in March afier a wintry period of
stagnation and indecision. As in Stadler, the wind is a sign of returning
vitality, orchestrating (in phrases such as “the wind was moaning” (1968:
42), “the wind boomed” (1968: 45) an event that unfolds with the
deliberation of ritual, The dialectic of stasis and redemptive action dominates
the proposal scene. Lydia, at first dazed by the proposal of marriage, still
mdecided in the conflict between habit behaviour and novelty, turns to her
suitor with a “sudden flow”, and awakes from the “lap” of the unconscious’s
“facund darkness” as if “newly-born”. Whilst the speaker in Stadler’s poem
strides towards the light in the transit from night to day, Lawrence inscribes
the new beginning as “the dawn” of the “pew life”, whose “light” blazes in
the eyes of the lovers (1968: 45-46). In Lawrence the episode is much more
subdued (and psychologically more differentiated) than in Stadler, and lacks
the lattex’s verbal dynamics (“adventure broke”, “streets were upset™); whereas
for Stadler the point of rest is merely an impediment, for Lawrence it implies
not only the link of formal restriction and stagnation, but also that creative
pause which precedes decisive action. While Stadler’s writings, like
Lawrence’s, represent the powers hostile to life in images of death,
barrenness, cold, monotony, ice and dissolution, the latter’s conception of a
marriage which enables individual freedom and self-fulfilment is not
something found in the expressionist writers.'* In Lawrence, such
semantically charged vocabulary tends to dissipate its impact in rhythmical
repetition, beginning to revolve around itself, as in much expressionist and . -
modernist writing. But whereas in Joyce’s Ulysses, for example, the “real”
primarily affords opportunities for the parodic and associative wordplay,
Lawrence's writing, like that of the expressionist novelist, aims to engage
with the reality the language reveals.




246 | H. U. SEEBER

v

Expressionist criticism of the industrial system plays a i
the ‘fform”f “life” conflict described above}., Accofdigg o P:he;io:; Te
no c!vilization has failed to understand the reality of human exil:ten
drasnca?ly than that unleashed by industrial mass-production. Certatizsj o
expressionist critique of industrialism reveals much aesthetic snobbism };‘ the
er_ad which characterised the Romantic movement and its nineteenth.. o the
heirs, _and' the alternative therapies of a ‘“retum to nature™ andcen
emancipation have their comic aspect, from which Lawrence is not ese;-; "
free. _But his pastoral counter-images have to be viewed, not sim nltu'ely
pracucal’ alternative life-styles but as polemic antitheses to convegu‘y o
bourgeois moralisms. In Women in Love he explores not only the effectsoll; "
also the preconditions of industrialism in the structure of the s.uppos@c'&Jt
(%I;j‘;?f individual, particularly .through the figure of the mine owner, Gemlﬁ
_This exploration is accomplished as discursive narrative (in th
entitled ‘“I‘}:Ee Industrial Magnate™), through abstract, authoriag disqii:ilzfgé?
and symbc_;hcally through the external and psychological behaviour of Crich’
Tl}e Nordic hcl_-o stereotype, distinguished by his apparent rationality and
wﬂl—power: Crich attempts to compensate for his emotional and spiritual
emptiness in a liaison with the artist Gudrun Brangwen. The relationshi
unleashfas latent aggressions, and finally ends with Gerald’s death in thE
eternal ice of the Alps, an expressionist vision of horror and final things par
e_xcellence.‘ With Gerald’s end in an environment inimical to life Lawrence
signals nothing more nor less than the end of Western civilization. The Jiasco
of th_e personal relationship reveals both the professional identities and the
public achievements of the couple to be forms of corruption hostile to life
doomed to destruction. The characteristically expressionist schematié
configuration of Gerald/ Gudrun and Birkin/ Ursula underwrites that allegory
in which the will-to-power of the instrumental reason drives towards death, in
Eqngast to the life-afﬁxmin(g, orgamicist mysticism represented by Rupert
irkin.
_ Ge?ald, as a symbol of rationality and the will-to-power embodied in the
1qdu§mﬂ exploitation of nature, reproduces a cliché of expressionist
V1ta11§m which was ubiquitous in pre-Great War Germany, expressed most
fortl-{nghtlg, perhaps, in the writings of Ludwig Klages," and its subsequent
role in Nazi ideology has rendered Lawrence’s own deployment of the fopos a
litle suspect. What has largely been ignored up to now is the extent to
wI_u::h he draws, in his chapter “The Industrial Magnate”, on the respectable
critique of capitalism made by contemporary German sociologists. Certainly,

ssionists,
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the academic and objective analysis offered by Max Weber in Wirtschaft und
chaft [Economics and Society] (1922) and Die Protestantische
d der Geist des Kapitalismus [The Protestant Ethic and the Spirit
afCapiraIis"Ei]'(lyzU), is given a demomc fnflexion by Tawrence; who, in™
expressionist mode, tarns Weber’s insights against their originator. In this he
resembles, surprisingly, Georg Lukdcs, whose Geschichte und
K;assenbewuﬂrsein [(History and Class Consciousness] starts from a
Weberian proposition to develop his communist critique of alienation in a
capitalist society (1971 187ff). It also links Lawrence with that scion of the
Frankfurt School, Herbert Marcuse, who in & remarkable confrontation with
Talcott Parsons at the Heidelberg Sociologist Conference in 1964 accused
Weber, Parsons’s model and ideal, of having “irrationally” sanctioned the
existing industrial system by ignoring the question of the significance and
purpose of industrial societies. Lawrence summarizes Gerald’s activities, in
contrast to the traditional paternalism of Crich senior’s practice, as “Modern
Capitalism”. The term occurs in a letter Lawrence wrote to Lady Asquith
from Upper Bavaria in August 1913: “It’s Frieda’s brother-in-law’s home.
He’s staying here now and then. He's a professor of Political Economy
among other things. Outside the rain continues. We sit by lamplight and
drink beer, and hear Edgar [Jaffé) on Modern Capitalism” (Aldington 1954:

57).

Gerald reorganizes the inefficient business which his father had run on
paternalist lines by applying Weber’s principle of formal rationality. What,
according to Max Weber, is specific to “modern capitalism as opposed to
[that] ancient kind of capitalist business is: the strictly rational organisation
of work on the basis of rational technology” (Weber 1971: 323). It is this
recipe to which Gerald adheres. The teachings of the Professor for Political
Economy, Edgar Jaffé, apparently fell on fruitful ground. Thomas Crich fails
to overcome the unsolved contradiction between paternalist Christian love for
one’s fellow men and the interests of the faciory owner. His successful son
Gerald, on the other hand, organizes a well-functioning system of production
in which means and ends are carefully calculated according to the principles of
efficiency and profitability. This system is both mechanical and is itself like
amachine because it can be expressed in terms of quantifiable equations, in
pounds sterling and in tons. Equally calculable, on this reckoning, is the
human activity embodied in labour and the relations of production. The
factory’s relations of command and subordination are functional and intrinsic
to production, and are guaranieed, in Weber's analysis, by the authoritative
leadership of the factory or (in this case) mine owner: “In function and
process, one man, one part, must of necessity be subordinate to another”




248 M. U. SEEBER

(1971: 254); “[Gerald] knew that position and authority were the tight th;
in the world [...]. They were the right thing for the simple reason that tﬁn
were functionally necessary [...]. It was like being part of a machine [ K
What mattered was the great social productive machine” (1971: 255); It w]
pure organic disintegration and pure mechanical organization. This i the f
and finest state of chaos [...]. [The colliers] were not important to him SarvSt
as instruments, nor he to them, save as a supreme instriment of Co,l'ltmls
(1971: 260).

Because, according to Weber, these new conditions correspond to the
internalized work ethic of the workers, they are able to adapt themselves i ,
way that supposedly causes little friction. The more perfect the
mstrumentalisation and functionalisation of the workers, the more ect is
the system of, to quote Weber, “congealed spirit” (Israel 1972 412), Weber's
analyses correspond in many points —at least at a descriptive level-— ¢4
those of Wemer Sombart, whose large-scale work Der moderne
Kapitalismus: Historisch-systematische Darstellung des
gesamteuropdischen Wirtschaftslebens von seinen Anfingen bis
Gegenwart  [Modern  Capitalism: an - historical and Systematic
representation of European economic life from its beginnings up 10 the
present day] (1902) had a sustained contemporary impact. John A. Hobson’s
study The Evolution of Modern Capitalism: A  Study of Machine
Production (1894) provided a further source. Gerald Crich embodies the
principles which, according to Sombart and Hobson (who emphasize machine
production), characterize the period of “capitalism at its peak”, An
historically unique phenomenon, explained in the end in terms of the
“Faustian™ character of the European bourgeoisie, this “peak” of capitalism
depends, according to Sombart, on the welil-calculated policies of the factory
owner, who subjugates everything to the pursuit of money. For efficient
production, it is necessary to reduce all the commercial and personal
relationships involved in the process to a level where they are quantifiable
and based only on material values. Only money, an abstract measure, makes
this reduction possible. According to Sombart, the spirit of the employer/
factory owner unites the “striving for power and profit” (1902: I, 1, 329).
The exploitation and subjection of nature are as much expressions of this
striving- for power as the unmlimited accumulation of goods and the
establishment of a production line. The kind of person this requires is
described by Sombart in terms which, unlike Weber’s, allow for criticism of
the system:
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undertaking or even a factory, these miracles of relationships
between those in command, the subordinates and those of equal
standing, these ingenious comstructions of part-people. The

" eConomic constitution negds such part-people: 1iféless, deépersona-
lized, dispirited beings capable of being parts, or rather cogs in a
complex mechanism [...]. The individual is slotted into a system
of work, in which he is obliged to carry out the part-task allotted
to him punctually, regularly and smoothly, so that the whole
mechanism does not stop running. (1902: III, 1, 424)

Gerald Crich’s ideas and methods originated in no small measure from
Germany, at that time the world’s most highly developed industrial rival to
Britain after the USA.'® Gerald expressly avoided Oxford to study mining
engineering at German universities (1960: 249). In Germany, he learned the
ethos of stringent, objective scientific method appplied to industry: “There, a
curiosity had been aroused in his mind. He wanted to see and know, in a
curious objective fashion, as if it were an amusement to him™ (1960: 249).
In this perspective, Women in Love reads like a critique of Weberian ideas in
a vocabulary derived from Expressionist cultural critique. Contemporary with
Lawrence, Georg Kaiser was reducing the principle of empty productivity ad
absurdwm in the Gas dramas. Here the chaos, which Lawrence only
envisages metaphorically as a consequence of Gerald’s system, actually
breaks out: a gas explosion blows up the factory. Gerald’s personal
catastrophe, failing to find a purpose to life beyond mere response to
consumer demand, is of a similar order. Efficiency and productivity for their
own sake, or “the plansible ethics of productivity” (1960: 62), as Birkin,
Lawrence’s mouthpiece, ironically calls them, are incapable of providing an
answer to the larger issues of meanmingfulness. In Gerald’s “consumerist”
model, personal relationships are reduced to the connection between “idea ad
prostitution” (Vietta and Kemper 1975: 170), which the expressionist Carl
Einstein declared to be the essence of modern, estranged sensuality. Gerald’s
reflexive sexuality (1960: 48), issuing from the will and related to
pornography, does not liberate but corrupts, because each party uses the other
merely as an object. After the strain of running the mine, Gerald seeks .
relaxation in sexunal encounters with easy women, But “He felt that his mind
needed accute stimulation before he could be physically roused” (1960: 262).
Finally, Gerald and Gudrun come together in a cynical and aggressive
encounter, which the book repeatedly calls “obscene” (1960: 273). The strict
separation assumed by Weber between public, functional roles and the realm

of private morality betrays for Lawrence the idea of wholeness of being. As
the symptom of a specifically modem schizophrenia and alienation, it is
something to which Gerald’s bosom retuns an echo: :

: What capitalism needed for its purposes was a “new race” of men.
i .]| | Men who were able to fit themselves into a large unit —a capitalist
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The great social idea, said Sir Joshua, was the socig; equalit
man. No, said Gerald, the idea was, that every man was fiy fOl'yh‘?f
own little bit of task —let him do that, and then ple N
The unifying principle was the work in hand, Only work, th
business of production, held men together. It was mechanica] bui
then society was a mechanism. Apart from work ’
isolated, free to do as they liked.

“Oh!” cried Gudrun. “Then we shan’t have names any more —ye
shall be like the Germans, nothing but Herr Obermeister ang Herr
Untermeister [...]7.

“Things would work very much better, Miss Art-Teacher
Brangwen”, said Gerald [...].

“You don’t admit that a woman is a social being?” asked Ursula of
Gerald.

“She is both”, said Gerald. “She is a social being, as far as society
i concerned. But for ber own private self, she is a free agent, it is
her own affair, what she does”,

“But won’t it be rather difficult to arange the two halves?” asked
Ursula. (1960: 114-115) '

+ Lhey Wwere

Birkin accompanies Gerald’s “sociological” concepts with sarcastic
deprecation. For Birkin, corruption begins precisely here, in the
fragmentation of society and the individual into unrelated functions and parts,
preventing the wholesome integration of intellect and sensuality. Both
Western civilized cultwre, founded in the principle of rationality, and
primitive cultures, rooted in sensuality, fail to unite the sundered parts.
Birkin comments on Gerald’s lack of cohesion: “part of you wants Minette,
and nothing but Minette, part of you wants the mines, the business and
nothing but the business —and there you are— all in bits” (1960: 108).
From this it follows that neither expressionist neo-primitivism nor a
mechanistic functionalism inspired by industry could satisfy the author of
Wormen in Love (cf. note 16). Although Lawrence was clearly influenced by
the cultural milieu of German Expressionism he encountered through his
aristocratic-bohemian German wife,' his criticisms of the new-style pictures
from the Munich art scene before the First World War are symptomatic. For
him (“Christs in Tirol”), they express a loud, strained, provocative
intellectuality, “shrill and restless™ (1967: 82) which betrays the basic
intuitions of the expressionist revolt. Lawrence's own aesthetic practice,
however, by no means closes the gulf between sensuality and inteflect.

It is, in conclusion, important to recall the dialectic character of
Lawrence’s own definition of life. The antithesis of death (Gerald/ Gudrun)
and life (Ursula/ Birkin) is only ostensibly unequivocal in moral terms,

ase himge]f .
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'. Gerald is anything but a mere carved figure of negativity. In fact, the socialist
. gir Joshua, a caricature of Bertrand Russell, comes off much worse. Birkin

(potentially homosexual) friend was given to Gerald is a further indication of

the ambivalent intimacies and mutual entanglements of a “decaf:‘lent” culp.mz
which for Lawrence and his expressionist contemporaries was incompatible
with the demands of “authentic life”. In the expressionist decade, the
«stumbling-block of D. H. Lawrence™ as René Schickele has rightly called it
(1959: 703), proves to be the stumbling-block of a whole historical epoch. If
we define an epoch with René Wellek, as a “time section donupated b)f a
system of norms whose introduction, spread and diversification, integration
and disappearance can be traced”, (Wellek and Warren 1973: 265) then with
regard to expressionism the main problem lies in defining the mornent of its
disappearance. The Laurentian critique of a fragmented labour process, of
functionalism, bureaucratization, technology, the bourgenis code of
behaviour and modern “reflexive cuiture™ (Arnold Gehlen}, in the name of a
myth of “authentic life”” or the “natural human being” is currently enjoying a
revival in an increasingly global culture. Embedding Lawrence’s texts in their
original contexts both historicises them and suggests their importance to a
continuing and contemporary debate.

The preceding analysis has sought to throw light on what connects
Lawrence with “expressionism™ and what separates and distinguishes him
from it, possibly deliberately on his part. Lawrence shares in no small part
the strengths and weaknesses of expressionism. Those weaknesses lie not
least in the expressionist refusal to acknowledge the social character of
human existence, and its inevitable “externalisation”™ in automated actions and
institutions, as demonstrated by Max Weber."® What I hope to have shown,
however, is that the authority with which Lawrence writes of social forms in
Women in Love is reinforced by his acquaintance with the “sociological
ideas™ (1960: 249) of Weber and cognate German thinkers, adding a depth and
continuing relevance te his work which is missing from comparable
expressionist texts. &%

NOTES

An earlier version of this paper was given as an Inaugural Lectufe at the
University of Bochum in 1978. It was published in 1982 in Sprachkuns: in
German. The translations from the German, including the poetic texts, are largely
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by John Fowler, who teaches at the University of Stuttgart. T wish to
for his cooperation. I also wish to thank Jennifer Birkett and Stan Smj
generous help.
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! Lawrence’s relationship fo expressionism has been treated
contributions from the thirties (Reichwagen 1935; Wildi, 1937). Reich
remarks on the expressionist view of man and its reflexion in Lawrence’
are useful only in their general tendency. Both studies suffer from the fact that
they cannot build upon any properly analytical tradition of research into
expressionism. Wildi’s concept of expressionism remains vague: “a term here
used in its widest sense to cover all amti-realist as well as anti-idealiss
movements, irrespective of national and personal origin, from Strindberg in the
North to Marinetti in the South and covering many ““isms”, of which the original
“expressionism” (applied in 1901 to groups of painters both in Paris ang
Germany) is but one of many forms” (1937: 241). Given such vagueness, it is ot
swprising that research since 1945 has abandoned this explanatory framework.
Nevertheless the concept has reappeared in more recent marginal studies, with
predominently negative results (Fomess 1973: 94; Mitchell 1973: 180), Long
after the publication of this paper in German (1982) I discovered an article by
Visnja Sepcic entitled “Women in Love and Expressionism™ published in two parts
in Studia Romanica et Anglica Zagrabiensia in 1981 and 1982,

in two
wagen's
S Novels

* The hesitantly groping remarks of Peter Faulkner are typical. He rightly
distingnishes between Lawrence and the modemists (e.g. Joyce and Elio), yet
cannot conceptualize the distinction or place it in a literary-historical context.
See Fanlkner (1977: 60-65).

* Coombes (1973: 69). Letter dated December 24, 1912,
* For this concept, see Marquard (1973: 85-106).

* The scene of Tom Brangwen’s svooing of Lydia in The Rainbow should be
considered in this context. Tom, in harmony with the springtime awakening of
Nature, asks for Lydia’s hand in marriage. Another relevant scene is the dance of
the naked and pregnant Anna before the Lord. See in this connection Bell (1972:
20): “In rendering the emotional density of the Brangwens' inner lives,
particularly at moments of crisis, Lawrence has an apparently spontaneous
recourse to those modes of feeling and thought by which many anthropologists
have believed primitive man to have ordered his experience, the prominent
features of which are animism, natural piety and ritual.”

§ Women in Love, (1960: 87, chap. “Totem™). All references to The Rainbow
and Women in Love are to the Penguin edition. We have here to do with a favourite
motif of expressionist (but also in some cases surrealist) artists. Max Pechstein
periodically withdrew among the Polynesians to be able to work in a congenial
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environment. Hermand writes: “the archaic Afiican tribal sex-cults, the world of
the negro fetishes were especially popular. They were interpreted as symbols of
upinhibited sexuality” (Hamann 1977: 100). Birkin defends, against Gerald, the
" sesthetic quality of the carved wooden represenfation of a woman giving birth: “Tt
is an awful pitch of culture, of a definite sort [...). Pure culture in sensation, culture
in the physical consciousness, really ultimate physical conscionsness mindless,
utterly sensual [...]. But Gerald resented it. He wanted 1o keep certain illusions,
certain ideals like clothing™ (1960: 87). The narrator takes Birkin’s side of the
argument (“illusions™). The concept here presented of an unreflective, purely
sensual culture is a typical paradox of expressionistic wish-fulfilment projected
back in time. On Women in Love, see the essays of J. M. Mumy, G. Ford, F.
Kermode and C. Clarke (Clarke, 1969). In Women in Love, Lawrence subordinates
the historical content of the novel, that is, the spiritual-intellectual condition of
European society at that time, to the typological schema of the Apocalypse.
Through this interpretation, Kermode and Clarke make a decisive advance in the
understanding of the novel. But their observations remain isolated and
fragmentary until brought into the context of the basic expressionist dialectic of
destruction and renewal, death and rebirth, Hell and Paradise. Because these
concepts stand, for the expressionist artist, not merely in an antithetical but a
dialectic relationship, the phenomena of decline, decadence, paralysis, death and
disintegration in the psychic, social and cultural domains are evalvated not only
negatively but also positively, as necessary preliminary stages of renewal
Ambivalence of this sort, which can easily be seen as contradictions, thread their
way through Women in Love in particular. Birkin, in the chapter “Moony”, rejects
the unreflective, non-phallic sensuality of the “awful African process” (1960:
286) as “kmowledge in disselution and comuption” —all this incorporated in the
fetish-object. Yet it is precisely the practical exercise of this “corruption” with
Ursula in the chapter “Excurse” that helps him to his new identity as “son of God”
(1960: 333). Gudnmn on the other hand, who, following the example of
Expressionist artists, creates “Adrican” carvings (“I thought it was savage carving
again.” “—No, hers [...]” 1960: 105} is not favoured with such a saving rebirth.
This opens up mew ambiguities. As Lawrence also shows the German sculptor
Loerke (to whom Gudnun feels herself attracted) in a negative light, one receives
the strong impression that he includes modem autonomous art (1960: 504) in its
neo-primitivist (Gudrun) and abstract-constructivist (Loerke) forms, among the
sickly blooms of modern industrial society. Loerke favours a form of art geared to
the exampie of mechanical-industrial labour, yet which should enly be evaluated
on criferia derived from its immanent aesthetic principles. By means of Birkin, a
self-portrait, Lawrence seems to be exploring the problem of “true”
expressionism. For such an expressionism, the quest for autonomous form must
always be subordinate to the quest for “organic” life: “You think we ought to
break up this life, just start and let fly?”, he asked. “—This life. Yes, I do. We've
got to bust it completely, or shrivel ingide it, as in a tight skin. For it won't
expand any more [...]. When we really want to go for something better, we shall
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smash the old” (1960: 60 ff.). One should compare this plea of Birkin’s for th
blowing-up of traditional cultural structures in order to set life fiee 1o Objectjf;

itself in new forms with the argument of Stadler’s poem “Form ist Woryge»

(Stadler 1974: 127).

7 On the relationship between expressionism and exoticism see Reiff (1975:
128). )

® Clarke (1969: 28). Letter dated June 15, 1914. Traditional typifications ang
schematisations of character are presumably meant. On the other hand a
consideration of character in the light of modem psychological-genetic conceprs
has been attempted in Lawrence research (Cavitch, 1969 and others), vielding
valuable new insights.

® See on the apocalyptic element Frank Kermode (in Clarke 1969; 203-218).

® Rlaus Ziegler, “Dichtung und Geseilschaft im deutschen Expressionismus”,
in Rotzer (1976: 311).-

" This conclusion is obvious from the way our sympathies are steered in
Women in Love. Bitkin maintains confact with London’s Bohemia (1960: 65) and
introduces Gerald (in the chapter entitled “Créme de Menthe”) to this marginal
gronp which is held together by its contempt for the bourgeois world. But
however much Birkin may sympathise with that contempt, he cannot {in contrast
to the expressionist coffee-house lizerari of Hasenclever's fype) reconcile
himself to the generous, yet superficial conversational and social conventions of
the artistic circle. Lawrence is known 0 have rejected promiscoity, and his herg
finds his way out of Bohemia. Birkin’s ambiguous attitude to Bohemia and
modem art seems to correspond to the anthor’s own. “T hate Munich art”, writes
Lawrence (Boulton 1979: 548). However, compared with English art, he still
perceives “Munich art” as liberating. '

2 The Rainbow (1968: 449), The metaphor of light and darkness combined
with watér-imagery representing the boundary between conscousness and life is
also found in Ludwig Klages “Bewnfitsein und Leben™ (1956: 30): “Meanwhile, we
do not even need to look outside ourselves for confirmation, that conscicusness
resembles nothing so much as lightning, which flames again and again above the
waters of life, illuminating each time a narrow circle, yet leaving the whole
distant horizon in the obscurity of unconsciousness. This we know from our own
daily experience”. See also The Rainbow, (1967: 437).

* Neither can Birkin in Women in Love set any goal for the journey. * But
where can one go?” she asked anxiously. “After all, there is only this world, and
none of it is very distant.” “Still”, he said, “I1 should like to go with you
—nowhere. It would rather be wandering just to nowhere. That's the place to get

" wn nowhere™ (1960: 355).
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1o —nowhere. One wants to wander away from the world’s somewheres, into our

 Seo Women in Love (1960: 65, 67 [Birkin]). Modern civilization, including

London, is understood as a Sodom condemned to destruction. Gudrun and Loerke
play cynically with the thm.ltght of mankind’s self-destruction (1960: 510). On
the motif “end of the world in expressionist literature”, see Eykman {1974; 44),

¥ “Mensch und Erde” (1920), Aufsitze aus den Jahren 1910-20; Der Geist als

Widersacher der Seele (1929-32) where Klages develops, among other themes,
the hypothesis of a pre-rational, Pelasgian man., The lecture (held on the

mountain Hoher Meissner in 1913) on “Man and Earth” is particularly rich in

implication. It attracted much attention and developed, discursively and in detail,
what is basically the ideology of Women in Love. It ends one year before the
outbreak of the war with an apocalyptic vision of an unprecedented battle, from
which, in the end, the earth wili be resurrected in her unspoilt original condition.
Klages emphasizes the aggressive, destructive character of Western civilization,
sees in ““progress”, “civilization”, “capitalism”, merely different aspects of a
single volition” (1956: 19), and comes to the conclusion that “man, as bearer of
the calculating will to appropriate” (1956: 209, intends, “in reality, the
destruction of life” (1956: 12).

** See Hobsbawm (1968), chapfer “The Beginning of Decline”.

" Lawrence read Nietzsche, knew the Bohemian sub-culture in Munich shortly
before the First World War, and very probably saw up-to-date publications in the
library of the art-patron Jaffé. '

1® See on this point Helmuth Plessner’s admittedly uncompromising
cgnclusmn in “Das Problem der Offentlichkeit und die Idee der Enifremdung™: *“The
distance which role-playing produces —whether in family or in professional life,
n tl?e workaday world or in official functions, is the specifically human way of
making contact. Anyone who sees, in role-play, self-alienation, has mistaken the
essential nature of man, and attributes to him as a possibility, a mode of life that
Is available 1o beasts on the earthly level, ‘and to angels on the spiritual level
Angels play no roles, but neither do animals [...]. Only man appears as his own
double_, ontwardly visible in the figure of the role he plays, znd inwardly
conscious of himself as self” (1974: 20),
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HEMINGWAY AND MALRAUX: THE
_UNMANNED VIRILE FRATERNITY'

GEOFFREY HARRIS i
UNIVERSITY OF SALFORD |

i

In 1919 Paul Valéry proclaimed the death of modernism. Having produced a
melting pot of “the most disparate ideas —ingredients from the Russian
ballet, —a trace of Pascal’s sombre style [...] —something from Nietzsche,
—something from Rimbaud, —certain effects gleaned from among painters
[..] —the whole thing fragrant with a fastidiously measured British je ne sais
quoil” modernism, he said, had generated “the quintessential disorder”? i
Valéry argued that “the Burope of 1914 had perhaps gone as far as it could 1
with this modernism™.* In the vast graveyard of post-war Europe, he casts the il

|

|

SR
&oi

intellectual in the role of a “Buropean Hamlet” (1919: 326-328). Confronted
by what Stan Smith calls, with reference to The Waste Land, a “vision of
falling empires” (1994: 144), this “intellectual Hamlet [...] meditates on the :
life and death of traths”, tosn between “order and disorder”, in other words |
between an inherited authoritative world-view and the ambiguities of an i
individual consciousness.’ &

This valedictory for modernism was, of course, premature and Valéry's i
Hamlet too classical. For modernism, and particularly for a new generation of Co
modernists who began writing in the aftermath of the Great War, there were i‘r'i
no “truths™. “There are no ideals for which we can lay down our lives since
we know the lies which they conceal even if we do not know what truth is”,
wrote Malraux in 1926 (1989a: 110-111).° For his part, Hemingway was
preparing the ironically titled In Our Time (1925}, having understood, “like
many other modernists”, as Thomas Strychacz points out, that the post-war
landscape “demanded new narrative strategies (1996: 56-57). On both sides of I
the Atlantic intelleciuals shared an aversion for what Paul Fussell calls the !‘i i
“self-destructive stalemate™ of the war (1975: 3). They condemned President ‘f f
Harding’s espousal of a retarn to “normaley” and France’s return to law and o

Misceldnea: A Journal of English and American Studies 20 (1999): 259-275
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order under the leadership of Ra i
¢ S ymond Poincaré, dubbed b
I‘?the hﬁro o_f normalc;: (1997: 344). The poignant optimisr}r}; i bV Keiger
Wea;;’ 31;‘1;1 BarbuSSf: s devastating novelistic indictment of ﬂiieprgsed ih Le
order;ﬂl t?e fght;uneg ezcsl”u(llglfﬁha;ngs of the slaves, and it is clear thl;?thWorld
hang ¢ 5)'— had been betra i © old
Eacklash' was .me\:,nable. Ezra Pound wrote of they%dliitirc]ldé};: Jellestual
lountrym distress ‘(1927: 89) and Louis Aragon angrily evoke;cs .t
and;clfpe 1::s‘tre:-wn with “mental carrion™ (1928: 78)." * Buropean
¢ First World War and its aftci'matil e;v
3 . . + . e M
am'i’lgl:;;gfeh the mul‘u-dlmensmnality and the ganﬁ-aumoril;ealr?:?sc; " -the
‘underp‘natural” en&lg%emlsm._ What Lyn Pykett describes as the “disry timeh
natveal’ gender boundaries and hierarchies” (1995: 37) had, howaverpbon o
' St assertive at the turn of the century and in the pre-war s T
gg;igcaﬁa;aggf.gape, in all its confusion, merely served to ratif;{e:rs' The
pasclarctal s a}tcrti[]:;cgabgs ahead“thy begun. Certainly the Great War nwil;(t;ll;
> as “the most masculi ises” :
E?)f done little to validate or recommend a mﬂggoﬂilf:tirg Izgsder(lvg\’(i?: ksl
o I;J;IS a ;:;msequcqce !_?f what Sandra M. Gilbert and Susan' (Sul‘:ther 1
ez ; set -possession’, men themselves began to Feel “as assaulteclir ctin
nome § ;Td ?}s glcy were on the military front itself”, there is no doubnt, :
ert and. ubar g0 on to point out, that the theme of male inadeq o
ebecoarl tes a’eztmonf in the most canonical male modernist novels” ofuatliy
o eidw;?;]sit]]:h?lzittlym (1?88: 34-1;’335). While Wyndham Lewis felt the need tg
Inasc against what he i ini
ifiathcltjlﬁlszzpon of mo@c;ﬂsm, Hmﬁngwa;atndaifail;:mcrz%mogf Lfaeeml nost
akeas&:y cll;i:ﬁvzf;iﬂlm;msiz novelists, both writing in post:war Europe Taf:i
2 what Robert W. Lewis terms the “Warri iter” |
(1992: 58), which th 3 inta atir e Spmge
G 38) ey would eventually be locked into after the Spanish
ﬁvesln anﬂclle tﬁage of t_)oth these }vriters it is difficult to distinguish between their
s 1egi§dﬁ§1eﬁn stprlﬁ ]s;ince €ach of them shamelessly cultivated
. ) v ecnt & Red Cros iver i
{zars;mmfggst ofl ;l;% First World War in Italy a;d sﬁgiiniid%vzoﬂd?dc
(s} he had worked in Paris, initiall j i ‘
whose formal education, like Hemin s, did ot e beyond i
| gway’s, did not extend i
z;hczgl!ﬁlevel, h\;fas arrested in Cambodia in 1923 while on al:l a1IE::el;;:?«::lzocllcélllcgzilil
p o t(::n l\:iesc?nwti]a: éazlagzlgl dis‘guised atternpt to pillage poorly-charted
Khm odian jungle. In 1925 he became co-edito
Eaetnck;alranguaﬁ newspaper in Sa_igon for some six months. From IJurm(e)fc;
year, southern China was in the throes of a nationalist-communist

 of the image e Afavie e —
' Stere,otypical male activities which inspire their writing. From the beginning
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arrection which would provide Malraux with the historical setting of his
Les Conguérants (1928), which would rapidly become the basis
of-his-participation-in-the.Chinese, revolution. The masculinity

cultivated by these two novelists is equalled by the apparently

t 'ﬁovel,
7 the legend

OfHemingway’S career, notes Rena Sanderson, “critics made an issue of the

apasculinity” in his writings” (1996: 170); and, indeed, the First World War,

poxing, fishing, bullfighting and heavy drinking are among the principal

themes in s early work. Malraux’s early novels, from which female

characters are all but excluded, deal with the Chinese revolution and an

expedition into the uncharted hinterland of Cambodia. Both Les Conguérants

and La Voie royale (1930) focus on the virile fraternity in extreme situations

and exemplify what Dominica Radulescu cails Malraux’s “glorification of
male power and creativity” (1994: 4). The early novelistic universe of these

two modernists is profoundly, and in Malraux’s case almost exclusively,
androcentric. And later, when the first French translation of For Whom the
Bell Tolls appeared in London in 1944, critics were quick to underline the
preoccupation with the virile hero common to both Malraux and Hemingway.
They were, wrote Claude Mauriac, “brothers [...] on account of that restrained
toughness so much part of virile decency” (1946: 133-134).> Malraux is still
viewed as the eulogist of the “virile fraternity” (Dao 1991: 11), and until
Mark Spilka’s work and the publication of Hemingway’s The Garden of
Fden in 1986, the American novelist’s “hypermasculinity” had rarely been
challenged (see Beegel 1996: 289).

Both novelists distanced themselves, for different reasons, from the self-
consciously literary circles around them (see Benson 1975: 274; Larrat 1996:
78), and they adopted an individualised camera-eye narrative pexspective on the
world which is quite alien to the stream-of-consciousness techmque prevalent
among writers associated with modernism. Malraux and Hemingway eschew
recourse to the interiority of the human consciousness as a response to the
dislocation of the world outside. Hemingway’s “distaste” for Freudianism and
his scepticism about the validity of any psychoanalytical approach is well
known (Hovey 1975: 180-181), and Malraux, who asserted I consider what
we call the subconscious to be the very essence of confusion”™ (in Picon
1053: 60),"° consistently ignores the influence of the psychological
throughout his work (see Harris 1996a: 77-94). Nevertheless, these novelists
both participate in what Trudi Tate presents as modernism’s atternpt to make
the war and its repercussions on the social and cultural order “readable” and to
write thern “into history” (1998: 4). Equally both writers use distinctively
modernist textual structures in their work, often fragmentary, potentially




262 GEOFFREY HARRIS

incoherent, and as elliptical as that associated wi
consciousness technique, with  the Stream-of.
Hemingway’s ellipses mirror his distrust of the psychological: «

isn’t any place”, [Catherine] said. She came back from wherever she had bee, .
n.

[} “Thad a very fine show and I'm all right now™”, we i :
paragraphs of Cl}apter 6inA Farewell to z% rms (1963; ZSTadTlig I?;ddosmg
supply a meaning here by inferring the psychologically-loaded Slill; oy
concurring with the projection of Catherine as someone damaged by th o,
a victim of what Tate calls “non-combatant war neurosis” (1998: 12?; Be oy
notes thgt E’ze essence of Hemingway’s discourse lies in “what is sugéest?json
left unsai (1975: 272). Tndeed, in “Big Two-Hearted River”, published j o
Our Time, the reader has to deduce the hidden mainspring of the sto . I
extent and origin of the psychological damage to Nick Adams thlz. the
character. The process of externalisation and concretisation in Hemin WSO{&
Prose no doubt owes something to his experience of journalism and cfrta?nyjs
he, llke‘ Malraux, quickly rejected what Hans-Robert Jauss calls thy
provocative and “classic opposition of res fictae, res factae” (1987 1t ¢

N Malraux’s narrative technique, particularly in his early work invo]v:es
4_.'Ils_|omte=d presentation of material which, in Les Conguérants f:::r exam; lea
incorporates eye-witness accounts, reports of interviews, and the can'Lera-g é
narrator’s reading of radio despatches and police records. The absence Séf
relative pronouns and the simple juxtaposition of clipped sentences produce a
fragmented, staccato prose: “Seven Chinese entered, in a line —buttoned u
Jackct§ and white trousers,~— without a2 word. Some young, some old. '['hcp
stood in frpnt of the table, in a semi-circle. One of the eldest half sat on thi
desk: the interpreter” (1989b: 177)." So telegraphic is the discourse in Les
Conquerm.zrs that to many readers it seemed more a documentary than a
nove‘l. In his preface to Andrée Viollis’ Indochine $.0.S, Malraux recognised
that ‘,r,eporung continues [...] to be one of the strongest strands of the French
novel” (1935: VID,” and his own camera-eye narrator, although
1nd1v1dua11§ed, minimally, as a character in the novel, automatically conveys
an externalised vision. In La Voie royale, the narrative point of view is
restnctcfi almost exclusively to that of either main character.

) While Hemingway partly externalises the - psychelogical  through
d1alog‘uc, Malraux’s use of an identified, non-omniscient, externalised
narrative perspective allows him to objectify it. His synecdochic presentation
serves to imply a psychological subtext. “The novelist”, he wrote, “has at his
dISpo_sa.l another major means of expression: he can link a decisive moment
for his character to the atmosphere around him or the cosmos” (1946: n.p.)."
Just as the swamp represents Nick Adams® subcomscious fears in

Hjs;ort-cd, 6101;1]%
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“Big Two-Hearted River”, so the hostile jungle in La Voie

': Hemjngway’ s 3
" roy

ale is a transposition of the turmoil in Claude’s subconscious: “Clande

was sinking into a kind of sickness in this fermentation where shapes became
ated, as they rotted away in a world where man did not matter”

(1989c: 416).” At times Malraux’s technique becomes frankly behaviourist.
In Esquisse d'une psychologie du cinéma, he wrote:

The novel seems, however, to retain a certain advantage over the
film: the possibility of moving inside the characters. But, on the
one hand, the modern novel apparently analyses its characters less
and less in their critical moments; and, on the other hand, a
dramatic form of psychology —used by Shakespeare and, to a large
degree, by Dostoievsky— which allows inmer secrets to be
suggested [...] through actions [..), is perhaps no less powerful
artistically, and no less Tevealing than analysis. (n.p.)"

In Les Conquérants, written some twenty years before Esquisse, Garine’s
exposure of Nicolaieff’s incompetence leads to Malraux’s use of this
“gramatic form of psychology” to render the police chief’s embarrassment:
“Nicolaieff, who has not answered, slowly brushed away with his hand the
mayflies which continued to fall onto the desk, as though he were smoothing
out his sheet of paper like a well-behaved child” (1989b: 265)."

Sustained, as Malraux’s European correspondent in La Tentation de
I'Occident observes, less b¥ any system of thought than by “a flimsy edifice
of negations” (1989a: 91), ¥ the central characters in the early novels of
Hemingway and Malraux articulate a predominantly negative world-view.
Confronted by a morally bankrupt society and the absence of any truth, these
characters move in the world conveyed by Kurtz’s exclamation at the end of
Conrad’s Heart of Darkness:; *“The horror! The horror!” (198%: 111). Tt is the
same world which haunts Virginia Woolf's Septimus Warren Smnith, the
shell-shocked First World War veteran in Mrs Dalloway: “this gradual
drawing together of everything to one centre before his eyes, as if some
horror had come almost to the surface” (1964: 18). In Malraux’s Les
Conquérants, Garine, the principal protagonist, is the propaganda commissar
for the Nationalist government of southern China and, reads his Hong-Kong
police file, he is “seriously ill” (1989b: 162).” Driven by a reductionist and
negatively fornmulated precept —“All the same, there is one thing which
counts in life: not becoming a victim [...]"” (1989b: 247*— Malraux’s hero
is ontologically dysfunctional. He is also unable to define himself socio-
politically other than in negative terms. He admits to “the impossibility of
devoting [himself] to any form of society whatsoever”(1989b: 154) 2 Despite
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his role as revolutionary cadre, he feels that the revolution is an end (¢,
suspension of all socio-political reality) and not-a means: “If I found ©
easy to get involved in the revelution, it’s because its results .are >0
distant future and forever evolving” (1989b: 250). The rapid deterioration
Garine’s health allegorically maps out his progressive distancing fr Of
; & 1Tom the
revolution throughout the novel, and the success of the revolutionary actjg,
effectively condemns him to death. T h

No less distanced from the society he frequents is Hemingway's Jake
Barnes. The central character and narrator of The Sun Also Rises (1927)
Hemingway’s first novel, he too is, as the prostitute deduces, “sick” o
rather, as he subsequently explains: “I got hurt in the war” (1970 13-14)‘
This war injury (he has been emasculated) prevents him from consummdtiné
his passionate relationship with Lady Brett Ashley. “We'd better keep away
from each other™, he tells her in the opening chapters, and the closing lines of
the novel convey the same frustrated discourse of unfulfilinent, thig time
permeated with heavily allegorical —and ironic?— evocations linking the
military with virility: “Ahead was a mounted policeman in khaki directing
traffic. He raised his baton. The car slowed suddenly pressing Brett against
me” (1970: 186). '

With the exception of his conversations with Bill during their fishing
trip and his explanations about the art of bull-fighting, Jake’s interventions
in the numerous dialogue scenes in The Sun Also Rises are minimal. Used by
Hemingway as a camera-eye narrator, Jake’s narrative function is essentially
~ Ppassive. It not only mirrors his persona in the novel but also strangely

resembles the “feminine state of powerlessness, frustration and dependency”
which, according to Showalter, was associated with shell-shocked soldiers in
the First World War (1987: 175). “We were a little detached”, says the
American volunteer injured on the Italian front and who narrates
Hemingway’s significantly entitled “In Another Country”, published in 1927
in Men Without Women (1965: 46). Despite his own volunteer status in the
Italian army, Frederic Henry, the hero of A Farewell to Arms (1929), is
portrayed as being strangely “detached” from his adopted cause and views the
war as if it were a film: “Well, I knew T would not be killed. Not in this war.
k did not have anything to do with me. It seemed no more dangerous to me
myself than war in the movies” (1963: 33). Caught up in the chaotic retreat
from Caporetto, he decides that he is “out of it” and that, like Nick Adams
and Rinaldi in the vignette which precedes “A Very Short Story” in In Qur
Time (1974a: 81), he has “made a separate peace” (1963: 188). Certainly Jake
Barnes is “detached”, so much so that he is accused of being the ultimate
unaccountable intermediary, a “dammed pimp” (1970: 145). Ironically, it is
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"retf who verbally locks Jake into this at best, spectatorial role, as she asks’
P 1 tosanction her affair with the young bull fighter, the ultimate symbol of

he surveys the Spanish landscape from the top of the bus, Jake, the only
ionado in the group, surveys the running of the bulls through the town
gentre from the balcony of his hotel room before returning to bed. His role as
spectator and the concomitant distantiation from this most masculine of
qetions are further underscored in the bullfight scene, which he follows
E ihrough binoculars in a text laden with verbs of visual perception: “I looked
srough the glasses and saw the three matadors [...] 1 saw the picadors.
Romero was wearing a black suit [...]. I could not see his face clearly [...] but
it looked badly marked” (1970: 161-162). Like Malraux’s Garine, Jake moves
in “another country”, not only in that he is an American in Europe —as
Garine is a European in China— but also in the sense that in his enthusiasm
for the fiesta he too achieves that suspension of reality which Garine seeks in
revolutionary action, the favoured arena of the Malrucian virile fraternity.
Having just glimpsed a banner proclaiming “Hurray for Wine! Hurray for the
" Foreigners!”, Jake reflects that during the fiesta “everything became quite
- unreal finally and it seemed as though nothing could have any consequences
. [..]. It was the same feeling for any action” (1970: 117).
Arguably, in Les Conguérants, Malraux’s use of a minimally diagetic,
. camera-eye narrator situates Garine, although he is the principal focus of the
- novel, at a further remove from the reader than Hemingway’s hero. Garine’s
" remoteness is evoked throughout the novel. Marginalised to the extent of
" feeling like a supernumerary during his own trial in Switzerland —*“an unreal
spectacle” (1989b: 152)"— he is depicted as being multi-dimensionally
separate (Harris 1996b: 57-60). He is isolated by his illness, by his anti-
social world-view, and by his ideological alienation even within the
revolution. He is detached from revolutionary action and from those around
him by his status as a cadre. The use of a cinematographic perspective
technicalty reinforces this isolation, emphasising the hierarchical, ideological
and psychological distance established between Garine and the revolution by
constituting it spatially. When he first arrives at Garine’s headquarters in
Canton, the narrator must negotiate a veritable obstacle course of gates, doors
and sentries before gaining access to the propaganda commissar’s office.
. Garine is protectively screened by his guards, his nurses and by the
geographical location of his office which overlooks the streets of Canton. In
narrative terms, he is also screened by the narrator.
This multi-faceted isolation which characterises Malraux’s and
Hemingway’s early heroes is also stressed in varying degrees by a form of

ulinity: “Please stay by me and see me through this” (1970: 140). Just____ ..
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]jnguisti‘c alienation. Garine’s reliance on the narrator as an in
automatically posits a distance between himself and hig role j
revolution, but already during his trial in Switzerland, language, thig mn

estrangement from society: “The text of the oath on which the jurg,

sworn 1cr‘1h]m read in a tired schoolmaster’s voice by the "
surprised him because of its effect on those twelve placid tra » :
152).% In Modernist Fiction (1992), Randall Stevenson olf::;mvzf lﬁ;f b
most of the modernists” the war, rather than opening up new lingui ‘f?r
frontiers “simply diminished confidence in language’s reliability” %1;3;20
185). In A Farewell to Arms, Frederic Herry is unable to relate to
thetoric driving the war effort; ' ¢

I was always embarrassed by the words sacred, glorious, ang
sacrifice and the expression in vain [...], now for a long time ] had
seen nothing sacred, and the things that were glorious had no glor

and the sacrifices were like the stockyards at Chicage if noth y
was done to the meat except to bury it. There were meny words that
you conld not stand to hear [..]. Abstract words such as glory
honour, courage or hallow were obscétie. (1963: 143-144) |

T‘hc‘ Italian officer arrested by the carabinieri for retreating is nonplussed by
his interrogators: “It is you and such as you that have let the barbarians on to

the sacred soil of the fatherland”, says one of the carabinieri. “1 beg your.

pardon”, says the lieutenant-colonel (1963: 175). In The Sun Also Rises
language is consistently devalued, through the drunken dialogue, througﬁ
Jake’s playful relativisation of language (he introduces his “fiancée” as
"Mademoiselle Georgette Leblanc” although her name is Hobin [1970: 15]y,
and through Brett’s ultimate dismissal of language: “Let’s not talk. Talking’s
all bilge™ (1970: 43). In Malraux’s second novel, La Voie royale, one of the
two central characters, the young adventurer, Clande Vanmnec, recalls his
father’s dismissal of the vocabulary used to encourage the war effort, the most
extravagant of the “unleashings of imbecility” he had ever witnessed: “Now
[..] they are mobilising justice, civilisation and the severed hands of
children” (1989¢: 375).% In his turn, Claude too is at odds with what he sees
as the dominant discourse of his time (“No desire to sell cars, shares or
speeches” [1989¢: 394])*° and with the concepts which inspire commitment:
“What was to be done with the carcass of ideas which controlled the way men
acted when they believed their existence served some useful cause; what was
to be done with the words, these other carcasses, used by those who want to
live according to a model?” (1989¢: 394).” :

the form of the establishment’s discourse, had underlined his fundgf:n;

presiding judge,

ing
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Threatened by the disintegration of the world outside, the characters in
& . novels are also at risk from the impact of this process on their
the subconscious is also formulated by the characters themselves. In Les
onguéTants, Garine fears being left alone in the isolation of his hospital

m, and the fear of the dark and of sleeping, often triggered by wartime
sxperiences, is a leitmotif in Hemingway’s short stories and in his early
govels. In A Farewell to Arms, Frederic Henry admits to himself that “the
oht can be a dreadful time” (1963: 193), and in The Sun Also Rises, Jake
: B:rﬂﬁs’ who cries at night, confesses that because of his fear of the dark “for

six months [he] never slept with the light off” (1970: 112). With its cast of
socially dysfunctional, physically —and psychologically— damaged
characters, Malraux’s and Hemingway’s early work reflects the painfully
dislocated human landscape left by the First World War. As Trudi Tate writes:

Like modemist fiction of the 1920s and 1930s, the war narratives
are troubled by the question of how one is placed in relation to the
vast, often incomprehensible events of early twentieth-century
history. [...] There is also concem in all these writings as to where
the war is located. Is it inside or outside; in the world or in your
mind; inscribed upon your body or upon the bodies you have seen?
(1998: 95}

Like Ad Francis, the punch-drunk boxer in Hemingway's short story “The
Battler”, the main characters in these early novels seem to have taken “too
many beatings” (1974b: 78). Psychologically fragile and ofien physically
injured or debilitated they all are, or become, victims. Garine ignores medical
advice, outlasts his usefulness to the revolution and, like Perken, who
virtnally sabotages his own imperialist project, he is condemmed to die
prematurely. Both are victims of what could arguably be termed self-inflicted
wounds. Those central protagonists in Malraux’s novels who escape death
—the narrator in Les Conguérants and Clande in La Voie royale— are hardly
presented as masculine role models. Neophytes, their principal role is to
witness the downfall of the virile hero. “I don’t know anything: I've only just
arrived”, says the narrator in the opening pages of Les Conguérants (1989b:
122), only to be told in the closing pages: “You don’t understand anything.
[..] You're speaking like a kid” (1989b: 257).”° Claude, whose project to
ship Khmer carvings back to Europe is abandoned, is immediately dismissed
by Grabot as “obviously a young kid” (1989¢: 460).” Jake Barnes and
Frederic Henry are both physical casualties of the war. Jake's wound debars
him from a normal social life and condemns him to the role of spectator. The
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o—+onscious. Frequently conveyed-allegorically,-as we-have-noted, the. threat -
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fiesta ends in a dnmken fiasco as the Anglo-Saxons, and
Brett—with Jake’s help— play havoc with the ritnals of bullfighting, . ;
snubbed by the aficionados and loses all credibility. He is, as Mi;:hal.{e s
Reynolds notes, “a most ineffectual man in a most Unpromising s
(1987: 64). For his part, Frederic Henry, having shot an Italian soldier i
back, lost one of his own men and abandoned the ambulanceg il
command, deserts and makes a “separate peace”. Subsequently he is finth

destabilised by the death in childbirth of his partner Catherine Barkley ang i

n the

loss of his new-bom son. It is however Grabot, the larger-than-Jife white - .

adventurer, the Malrucian Mr Kurtz and a constant reference in Perkep’
belligerent discourse, who becomes the ultimate symbol of male decline .5
these novels. The two heroes of La Voie royale are stunned to find h‘m
blinded and haressed to a millstone, the slave of the tribesmen o :1112
Siamese-Cambodian border. The “white chief”, as Perken had imagined him

- eventually manages to articulate his own truth: “Nothing™ (1989¢: 457)30 4

paradigm of the physical and psychological dislocation of post-First World
War society, Grabot signifies the fall of the modernist hero.

While the thematic emphasis in these early novels is on what Weng
Martin describes as “the loss of conviction of masculine invineibility” (1987
66}, it is tempting to read them as Poundian models of “masculine” writing'
The unfailingly elliptical, usually unanaiytical prose seems consciously;
“non-literary” and sometimes quasi-documentary, all of which may be
interpreted —as indeed Sanderson does in the case of Hemingway-— as a
“stoic, understated masculine style” (1996: 170). In other words,
compensation for the novel’s graphic depiction of the dislocation of the
masculine ideal may be discovered in a prose which reasserts masculinity
through the imposition of a surface, quasi-behaviourist novelistic reality.
However, this disjointed discourse is essentially a further reflection of the
problems of non-communication, of the loss of confidence in logic and the
absence of truth in a dislocated post-war Europe. In this context, it is
interesting to note that in her perceptive assessment of Malraux’s work, first
published in 1948 and recently republished, Claude-Edmonde Magny writes of
“the dislocation [...] in the sentences and the style of Malraux’s novels”
(1995: 36).>! This stylistic dislocation, which underscores alienation as 2
central theme, is in turn reinforced by the cinematographic structure of
Malraux’s novels —particularly Les Conguérants (and later La Condition

humaine and L'Espoir)— which are divided not into chapters but into scenes

Jjuxtaposed with little or no hint of transition. The highly-stylised discourse
developed by Hemingway and Malraux, perfectly adapted to the transposition
of action and to the elimination of introspection, is in reality a vehicle for the
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mation of a thematic which exposes the dislocation of the masculine
of physical prowess and psychological self-control.

» (1987: 9); but equally in these novels it posited a culture without

fheroines. Whilst female characters are almost entirely absent in Les

- Conquérants and La Voie royale, except as supernumerary sex objects
‘(although Klein’s female partner appears briefly in Les Conguérants in the

passive role of a grief-stricken witness of his mutilated corpse), in
Hemingway's first novels, where they are very much present, they are no less
: than their male counterparts. Although, as Elaine Showalter points
out, the Great War had been the “apocalypse of masculinism” (1987: 173),
d although a major leitmotif in these novels is the loss of patriarchal
control, the female characters appear as disorientated as the male characters in
the aftermath. If, in The Sun Also Rises, Miss Ferguson tries to lay blame
for Catherine’s pregnancy entirely on Henry, for the “mess (he’d) gotten (the)
gis] into”, Catherine protests that the “mess” is also of her making: “No one
oot me in a mess, Fergy. I get in my own messes” (1963: 190). The
fecognition of a shared dislocation underpins Hemingway’s texts, In The Sun
Also Rises, Georgette’s response to Jake’s revelation that he has been
wounded is: “Everybody’s sick. I'm sick too” (1970: 13) and in A Farewell
1o Arms, when Catherine says, “I'm all broken. They’ve broken me”, Frederic

" Henry replies, “Everybody is that way” (1963: 248). While in Malraux’s
" early novels the focus on the loss of patriarchal authority is very male-

specific —indeed, women barely figure— in Hemingway’s novels the
collapse of male dominance is conveyed more subtly through an erosion of
gender boundaries. Brett Ashley, with “her hair brushed back like a boy’s”
{1970: 18), who later balks when Romero wants her to grow her hair long, is
in love with a man who has been emasculated in the war and who inverts the
gender cliché by opting out of a social event with the excuse: “T've got a
rotten headache™ (1970: 23). As Rena Sanderson observes, “Brett resembles a
traditional man in her sexual expectations, and Jake resembles a traditional
woman in his sexual unavailability and his uncomplaining tolerance of
others’ inconsiderations” (1996: 179). In A Farewell to Arms, Catherine asks

Frederic, “Darling, why don’t you let your hair grow? [...] Let it grow a little-

longer and I could cut mine and we'd be just alike”™ (1963: 230). Jake Bames

- and Frederic Henwy constitute the antithesis of what Showalter terms “the

masculinist fantasies” which had initially driven the public image of the war
(1987: 169). The First World War, she suggests, “feminized its conscripts”
by depriving them of their ability to control (1987: 172). But if, arguably,

Wagner-Martin_observes._that the war_had created “a-culturewithout. . .. ...
heroes
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Jake Barnes and Frederic Hemry are “feminized”, to what degree cap the:
female counterparts be said to be masculinised? eir

In ber analysis of “non-combatant war neurosis” (199
concludes that “not all transgressions of boundaries are liberating,
for woman” (1998: 32), and indeed, in The Sun Also Rises and 4 Farewey :
Arms the female characters are as confused as the men by the experience 0?
war. As Wagner-Martin suggests, Brett Ashley is “a product of War-Tavageq
Europe” and, like Jake Barnes, “is maimed by her experiences of Worlg War
17 (1987: 5). In Hemingway’s first novel, Brett’s “own true love” digq of
dysentery during the war (1970: 31), and in A Farewell to Arms Catheripe
Barkley's fiancé “was killed on the Somme” where “they blew him || to
bits” (1963: 2). The psychological impact of the war on Catherine is stressed
throughout the novel: “I haven’t been happy for a long time and whe
you perhaps I was nearly crazy”, she tells Frederic (1963: 92).

In the aftermath of a war which had invalidated the notion of the nople
warrior, the virile hero is caught up in the process of shifting gender
boundaries. The evolution of women’s social and cultural identity inevitably
involves the reassessment of a certain concept of masculinity which had
become irrelevant. Hemingway’s novels demoustrate an awareness of these
changes but they do not offer any compensatory empowering of female
characters. By becoming men, women must assume men’s vulnerability,
Brett is as much of an alcoholic as her male companions and, despite her
“new woman” dimension (Wagner-Martin 1987: 4), she has to appeal to Jake
for psychological and financial support after her affair with the bullfighter,
Catherine may assume responsibility for her “mess” but eventually it kills
her. Her death becomes the last in a series of manifestations of man’s
ineffectualness, a process now so extensive that Frederic is deprived of the
ultimate proof of virility: the fathering of a son. In The Sun Also Rises and A
Farewell to Arms female characters seek to become men and in the process,
rather than becoming moré powerful, they become accomplices in the
evolution of a fraility which encompasses both sexes. As Virginia Woolf’s
Lily Brisco reflects in To the Lighthouse (1927}, “the war had drawn the sting
of her femininity. Poor devils, one thought, poor devils of both sexes,
getting into such messes” (1966: 181). )

Pykett refers to “women’s empowerment” through the war (1995: 48),
and Showalter claims that women “benefitted from the social upheaval of the
war” (1987: 195). Although this may be true, particularly of intellectual
circles in Europe and the United States in the 19205 as women asserted
themselves as professional writers (see Scott 1995 209-224; Gilbert and
Gubar 1988: 143), historians have recently tended to minimise the role of the

12): Tate
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Wwar in the liberation of women. In Ds’.smembering the Male (1996),
oan}la Bourke maintains that “the wartime economy did not challenge the

el id i hat “the replacement of
o 1996: 23). Sidn Reynolds claims tha ) p
gggﬁg‘ 1(1'1611 by women typists” during the war in France reflected a

: woradual fernininization” which had been in train since the turn of the century

: , according to James McMillan, a similar situation obtamec_l in
5}?_513)(,1;1%(;:&122). Ingthe industrial sector in France, thfef‘e were, Kelg_er
ints out, fewer women employed in 1921, after demobxhsa‘t‘wn, than in
32)6 Moreover the effect of the war on France’s demography s,trengﬂmncg
the p;ro-natalist lobby and weakened the campaign for. women’s suffrage
(19917"5;2 ;fg;:us on the unmanned hero in the early novels of Hemmgwa};h and
Malraux does not promote any concept of tlhe “pew woman”. Certainly, g
is no suggestion that women are stepping Into amy power vacg;ténmalc
assuming the authoritarian stance once assumed‘by the now beleague o
hero. There is no hint of a power stru_gg]e, neither is there any implication
{hat women are responsible for the demise c_»f the male hero. Indeed, these ugvo
povelists, traditionally perceived as unconditional purveyors of the ma.i:c ! ne
ideal, provide little evidence to suggest that the damage done to the viri 0; eni
has been done by anyone other than the *:«'mle hero. While some ;:n ertglks
novelists, not least Virginia Woolf —in Orlando, for ‘example— take
pleasure in breaking through conventional gender b0unda1:1es, Hemingway,
although clearly aware of the process, focuses a{most entirely on tl}e nv.lelw
ineffectiveness of traditional masculinity. For his part, Malraux vrt}lathy
ignores the role of women altogether in his rendering of the dislocation of the

virile fraternity. %%
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NOTES

i i i : ies Research Institute at

'Iam indebted to Avril Homer in the European Studies 1 1 at

the University of Salford for her invaluable help and advice in the writing of this
article. Having said that, all errors of judgement are my own.

? “[..] des idées les plus dissemblables™; “[..] une influences des ballets

Nietzsche
—un peu du style sombre de Pascal [...], quelque chos_e de L ,
m—qist'::l:que choI:: de Rigbaud, —certains effets diis & la fréquentation des peintres

i 2 i it Ve _
ative posit-mn—of—thehtwousexes’_.as,dra.matlcaﬂy_as_s_ome__cnu_cs._ha__ .
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[...], —le tout parfumé d'un je ne sais quoi de britannique difficile 3 dosert»
translations are my own. !

3w

-

[-..]1 'Evrope de 1914 &tait peut-dtre amrivée & la limite de ce MOdernjgpg»

4 e

mort des vérités™; “[...] Vordre et le désordre”,

*“U mest pas d’idéal auquel nous puissions nous sacrifier, car de to

comnaissons les mensonges, nous qui ne savons point ¢e qu’est Ja vérjts”, nous -

* “L’avenir est dans les mains des esclaves, et on v
sera changé [...)".

T &

[...] les charognes mentales”.
N ® “[...] des fréves [...] par cette rude sobristé qui est un aspect de Ia Pudeqr

virile”,

* “I...] la fraternité virile”.

° “Je tiens ce que nous appelons inconscient pour la confusion méme”,

" “[...] I'opposition classique res fictae, res Jactae”.

 “Sept chinois entrent, 'un derriére 'antre —veste an col fermé et pantalon
de teile blanche— en silence. Des jeunes, des vieux. Is se placent devant 1 table,
en demi-cercle. L'un des plus 4gés s’assied A demi sur le bureau: I'interpréte”,

13«

[-.] le reportage continue pourtant une des lignes les plus fortes du roman
francais™,

" “Le romancier dispose d’un autre grand moyen d’expression: ¢’est de lier yn
moment décisif de son personnage A I’atmosphére on au cosmos qui 'entoure™.

" “Clande sombrait comme dans une maladie dans cette fermentation ob leg

formes se gonflaient, s allongeaient, pourrissaient hors di monde dans leque!
I'homme compte [...]". -

¥ “Le roman semble pourtant conserver sur le film un certain avantage: la
possibilité de passer i intérieur des personnages. Mais, d'une part, le roman
modeme semble de moins en moins. analyser ses personnages dans leurs instants
de crise; d’autre part, une psychologie dramatiqne —celle de Shakespeare, et, dans

-une bonne mesure, de Dostoievski— on les secrets sont suggérés [...] par les actes

[...], n’est pent-Btre ni moins puissante artistiquement, ni moins révelatrice qe
Panatyse”™. :

" “Nicolateff, qui n'a pas répondu, écarte doucement de la main les éphéméres
qui tombent toujours sur le bureau, comme sl lissait son papier, avec un geste
d’enfant sage”.

18

[...] une fine structure de négations”,

[...] 'Hamlet européen [...] Hamlet intellectuel [..] médite gur 1, vie et‘l I-
a

Jointal
oit bien que le vieny monde |
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0 ,.] gravement malade”.
P | y a tout de méme une chose qui compte, dans la vie: ¢’est de ne pas étre

on [T e

2 wf,.] I'impossibilité de donner 4 une forme sociale, quelle quelle soit,

o adhésion”. - ’
¥ 121“51 je me suis li€ si facilement 2 Ia révolution, c’est que ses résultats sont
; ns et toujours en changement”.

3 a[”_] un specta.l:le irréel [m]u.

# «[ ¢ texte du sement exigé des jurés, lu d’une voix de maitre d’école las par

| président, le surprit par son effet sur ces douze commergants placides [...]"
B £

» ‘Maintenant [...] on mobilise le droit, la civilisation et les mains coupées

© des enfants”.

M }"
2 «a ncune envie de vendre des autos, des valeurs ou des discous [...]"

+ * . + + . s
7 (e faire du cadavre des 1dée_,s qui dominaient la co?thededscs al;ng;;n;aze
Jorsqu'ils croyaient leur existence utile & quelque salut, que aueq” P
cir;?qui veulent soumetire leur vie 4 un modg@le, ces autres cadavres?

3 a_Je pe connais mien: jarrive”; “—Tu n’y comprends rien. [...] Tu parles
comme un gosse”.

* «[ ] shrement un petit jeune [...]".

s« ] chef blane”; “[...] Rien [..]"

3 «r.] 1a dislocation [...] au plan de la phrase et dans le style [..]".
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One of the most striking scenes in Jean Rhys’s literary corpus, one to which
che obsessively returns, involves a young white girl watching a West Indian
carnival parade —an event experienced by Rhys herself as a child in
Dominica. The blind, or jalousie, through which the girl looks can be
considered as a metaphor uniting and illuminating Rhys's thematic and
aesthetic concemns. On one level the blind is a physical barrier representing
the divisions between people of different colour, faith, station and race.
However, rather than privileging the position of the bourgeois, white,
Protestant colonials, Rhys, ever the non-conformist, reverses traditional
expectations in her provision of a first-person narrator who, although
physically on the inside of the window, is nonetheless figuratively ascribed
the instantly recognisable role of “outsider”, observing events from a
position of vulperability, dislocation and marginality. The reader is invited to
participate vicariously in the girl’s chronic experience of emotional and
corporeal isolation and difference, together with her equally acute desire for
connection, acceptance and a sense of community. Throughout the scene the
protagonist remains passive and silent, unable to give utterance to her
feelings of thwarted desire. Rhys’s repeated retelling acknowledges this
primary absence of verbal articulation and constitutes a post hoc attempt to
provide a voice for the vulnerable child. This is paradigmatic of Rhys’s
corpus as a whole, aithough the specific nature of alienation does vary,
encom?assing age, creed, colour, class, financial statis and, most frequently,
gender. '

The second aspect of the jalousie reference underlines Rhys’s aesthetic
concerns and in particular the importance she attaches to perspective in all her
works. Just as the slats of the blinds dissect and blot out parts of the overall
picture as viewed by the girl, the text itself becomes lacunary and highly
fragmented. Rhys’s choice of jalousie as opposed to some other form of blind

Misceldnea: A Journal of English and American Studies 20 (1999): 277-294
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or shutter (store, persienne, contrevent, or volet, for example),
as in addition to its primary meaning, it also denotes jealousy, thus alers
the reader to the fact that the namative is deeply subjective, coloured bmng

frm_n_ nineteenth-century preoccnpations with  objective recording
verisimilimde towards a more modernist notion of what constitutes r:al‘
So the jalousie blinds, then, serve as a metaphor for both Separatlism_
isolation and linguistic suppression on the one hand, and, on the other (t)l?’
1nnovati_ve narrative process which will provide the means and mctho,d o?
connection.

Given Rhys’s reputation for meticulous attention to detail in her work
l}er deas_lon to employ a French term to express this key image of the
jalousie is significant. It raises the question of the role played by France i
Rhyg’s fictional corpus. This essay, focusing principally on Rhys’s earl
continental novels, will assess the ways in which France is <onstructed iﬁ
Rhys’s oenvre to provide a potential route away from alienation towards
assimilation, enabling her characters to explore and perhaps reify the
possibility of connection. It 'will additionally interrogate her aesthetic
principles to assess the way in which hei quest for a radical new form of
WIIG, more apposite to expressing the concems of the disernpowered,
fﬂraws on the intellectual and creative ambience of inter-war France and
intersects with feminist and modernist discourses. As Rhys once said in a
letter written to her daughter Maryvonne Moerman on 15 October 1953: 0
will always put France the first though. It is my best love and heaven knows
why™ (Rhys 1984: 112).

Rhys’s autobiography,” her first four novels® and a number of her Paris-
based short stories* provide some clues to the enigma of her love of France.
In her first novel, Quarter, Paris is seen to exert two quite distinctive forces
of atraction. Both are symbolically foregrounded early in the novel in a
discussion of a series of pictures. The first reason posited for Paris’s
magnetic appeal is the notion of the metropolis as a cultural and cerebral
Mecca. The content of the pictures, described as “Groups of women. Masses
of flesh aranged to form intricate and absorbing patterns” (1929: 8), is
reminiscent of Picasso’s “Les Demoiselles d’ Avignon™ (1907) with its naked,
female bodies transformed into geometrical triangles and lozenges, a work
described by Alan Bullock (1991: 58) as the first truly twentieth-century

have been newly purchased by a certain Miss De Solla, an English,
expatriate, female painter living on the Parisian Left Bank. This underlines

18 significant

emotional or psychological filter. In this there is a definite marked shift aw:;,l

painting to herald in the modernist aesthetic vision. Moreover, the pictures
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¢ popular image of Paris as a major seat of modernism, and as the artistic

and intellectual heart of Europe in the inter-war years.

However, Rhys evokes this widely held utopian notion of Paris as an

an empowering refuge for writers, painters and musicians alike when she

| comments: “It’s pretty awful to think of the hundreds of women round here,

ainting away and all that” (1929: 10). This ironic, detached attitude has
much in common with the equally dismissive views adopted by Rhys in her
autobiographical works. While Paris may have afforded her privacy, tolerance
and the necessary freedom to exercise her chosen profession as a writer —a
&eedom difficult, if not impossible, to secure in England’, it did not promote
sustained physical connection with any literary group, least of all the avant-

. garde Anglo-American “lost generation”. She did not, for example, see

Nathalie Barney’s renowned separatist coterie of Sapphic novelists and poets
as a potential source of sisterhood and support, nor did she form an allegiance
with any of the “forgotten generation” of French women writers such as
Anna de Noailles, Rachilde, Colette, Marguerite Audoux, Iréne Némirovsky,
Louise de Vilmorin, Josette Clotis, Lucie Delarue-Mardrus, Jeanne Galzy,
Myriam Harry and Catherine Pozzi.? There is no mention in her works of the
network of powerful and influential French salonniéres under whose auspices
as yet unknown writers were given patronage and encouragement, Or of the
Anglo-American women of the Left Bank —Stein, Wharton, Nin, Loy,
Doolittle, Barnes, Flanmer, Beach, Wilde, Anderson, Brookes, Hall and
Solano, far less their male counterparts. :

As Lorna Sage argues, Rhys was “far more radically displaced than any
of the literary figures imagination now obligingly supplies to surround her”
(1992: 48). Her situation on the periphery is well illustrated in the diagram
entitled “A Tangled Mesh of Modemists™ (Scott 1990: 10). Here the names
of forty-nine authors are placed in a circle, with twenty-six of these including
Rhys printed in bold. Lines are drawn between authors to show relationships
of a personal or professional nature. Reading alphabetically, we see that Ezra
Pound, who precedes Rhys, has fifteen attachments, and Dorothy Richardson,
who follows her, has ten, while Rhys herself has only two. Everi Shari
Benstock admits, “she moved like a ghost ameng the expatriates. Whether by
choice or by chance she remained at the furthest fringes of intellectual and
literary activity during her Paris residence” (1987: 449). Benstock’s analysis
stops too short, as this issue of choice or circumstance lies at the crux of
Rhys’s position vis-a-vis modernism.

alternative sesthetic homeland precisely ifi order toshow thatsucha beliefis— -~
. ifusory. Almost immediately Miss De Solla deflates the image of Paris as
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‘ Qertainly Rhys’s financial situation directly contributed to her phve;
isolation and feeling of difference from the majority of Palgs-}t:s!c;l

modernists. She lived, after all, not in the fashionable Latin Quarter, by ;
» but in -

the thirteenth district where she led a painfully deracina

existence, drifting from one dismal, anonymous hotel to the nt:SE. I\_ii%:bond
the authorial persona generated in Rhys's correspondence and Smile Plzw:r,
would seem to suggest that her artistic isolation should be read oo
differently: not as a biographical given, but as something zv.elf-consciouqsulte
somethi‘ng self-imposed. She chooses to €xpress no sense of SOIidarity, o
connection whatsoever with the “lost generation” whom she mcplicitlOr
dlSIITEISSCS on several grounds, and this despite the fact that Ford Madox 1:0%
considered her of their camp. For example, she exXpresses resentment oy
w@at she saw as the modernists” phoney bohemianism which sat so at odg;
with their privileged, financially secure backgrounds.” In addition, she attackg
their failure to integrate properly with the French. Rhys writes in a letter 1
Diana Athill:

The “Paris” all these people write about, Henry Miller, eveq
Hemingway etc was not “Paris” at all —it was “America in Paris”
or “England in Paris”. The real Paris had nothing to do with that
Tot.—As soon as the tourists came the Montparnos packed up and
left. (1984: 280) '

Her own, quite different experience of “the other Paris” is féted as beine not
only Jess cloistered, but also more genuine. Again, as with the jaiousz‘;, we
see a challenge to conventional expectations and a celebration of Inarginality
and difference.

Although Rhys explodes the myth of Paris as a unifying cultural haven,
drawing her self-portrait as an isolated literary figure, she does not do so
naively. However, critics have not always recognised that her self-imposed
decision to limit contact with other avant-garde writers of the day and to
relinquish the comforts and the consolations of a shared group identity in
favour of artistic marginality is a self-conscious writing strategy. Judith
Kegan Gardiner notes that Rhys’s situation as a female outsider has all too
often resulted in critics reductively classifying her work as narrowly
autqbiographical, while the reception accorded to male modernists who adopt
a similar position of marginality is markedly different. Their affected
alienation and assumed persona of the fléneur viewing life from societal
margins is read as a metaphor for their ironic interrogation of “the
diminishing possibility of human existence in a modern metropolitan

society” (1982: 242). Rhys also knowingly exploits her doubly alienated
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anthorial position to explore the self-same thematic and aesthetic issues
which preoccupied so many of her avant-garde peers.

The second set of associations linked to_the collection of pictures with
which Quartet opens, which might go some way to explaining Rhys’s
attachment to France, is related to their actual subject matter. The image of
entwined, naked female bodies suggests women liberated from repressive
social taboos, freely exploring their own sexuality. This is very much in
accordance with the popular conception of inter-war Paris as a centre for
progressive moral attitudes.® Christopher Robinson argues that although the
Civil Code was still severe in the period, especially for male homosexuals,
and while the public at large remained hostile to overt sexual
experimentation, there was indeed a general relaxation of morality in post-
1918 France. He also stresses that the expatriate women of the Left Bank
were not subject to, nor indeed even susceptible to, the same type of
constraints placed on their French peers (1995: 1-39). It is this very image of
social and sexual emancipation associated with Paris in the “années folles”
which first attracts Marya Zelli in Quartet. There is a decided element of
sexual curiosity and voyeuristic excitement in her constant, vagabond
wanderings past scenes as sharply focused as any Brassal photograph —the
haunts of “gaily painted ladies”, the so-called “midwives’ premises™, the
restaurant with the transvestite proprietor, the clubs and cafés frequented by
working-class homosexuals, and the labyrinthine, “redly lit” streets (1929: 9,
29). She is entranced by what she considers the thrilling, authentic, hidden
Paris, this underworld commnumity of misiresses, models, call-girls and
courtesans.

Once more Rhys sets up this romanticised concept of erotic freedom in
order to show that it is ill-advised and fallacious. To reinforce the point that
Marya’s beliefs are fuelled more by fiction than reality, she simultaneously
undermines several of the key tenets of the realist novel of education. In
terms of the overall form, Quarrer follows some conventions, opening with
Marya’s move to the capital and ending with her ingenuons illusions being
stripped away. However, her enlightenment is not accompanied by the
achievement of familial or social integration as would be the case in, say, a
Fielding novel. Instead, following a series of rites of passage, she is led on
an increasingly solitary downward spiral into the world of male violence and
sexual exploitation. The author accentuates the grim inevitability of this
denouement through several linguistic correlations in the opening and closing
scenes: Marya’s husband initially objected verbally “with violence™ to her
walking through “sordid streets” (1929: 9); he finally objects with physical
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violence when Marya’s endless walks take on a different set
of actual street-walking.

Rhys also eradicates the traditional Bildungsroman’s serieg of men
tigures. None of the characters, least of all Lois with her mask of amiabj?m—
and benevolence, acts as a guide to help the heroine in her journel 1y
enlightenment. So Marya’s primary lesson is that in the realm of romgmtio
and camal love there is a glaring absence of any spirit of solidarity G
mutual support between women. Instead she experiences first-hand- acqte
rivalry and competition on a psycho-sexual and an ontological level Rhys
depicts an existential dystopia in which all four principal characters seel {o
affirm their own sovereignty by quashing the threat of the others’ equally
autonomous consciousnesses. This is seen t00 in terms of the uge of
narrative voices articulating the key themes and leitmotifs within the novel
as there is considerable rivalry and temsion in the four perspectives whjc}:
constitute the fugal aspect of the titular quartet. Marya, whose voice is
stlenced at the end of the novel, comes to realize that in Paris, this so-called
woman’s paradise, concepts of selfhood are designated by hostile extema]
agents and that the process of definition for all women involves the
establishment of an arbitrary market value. She comes to understand the true
nature of the balance of power between the sexes. Women’s lives are
determined by economic strictures and the ongoing daily quest for subsistence
and shelter. In a novel where the principal male characters are art dealers and
collectors, vulnerable women ultimately become like the physical paintings
with which the novel opened: mere commodities to be bought, possessed and
sold. Ultimately in this city governed by a market economy, driven by
acquisitiveness, as elsewhere, money is all that really counts. As Bernadet
says: “My God, Paris. Paris. Well, and then? Without money Paris is as
roften as anywhere else” (1929: 130). The reader, now enlightened,
reinterprets the earliest image feminizing Paris in Quarter. The lights on the
Seine no longer suggest a yow of diamonds across an erotic, seductive
woman’s throat. With references to suicide and with the ambiguous ending in
which Marya is perhaps herself murdered, the necklace of jewels, and the
market economy it now symbolises, comes to resemble a noose. Rhys, then,
refuses to endorse the popular myth of a sexually liberal Paris in which
communities of women contentedly explore their own eroficism. In
subverting key aspects of the traditional novel of education in the process,
she destabilises our reading position, so that we are encouraged to re-examine
the prescriptive, essentialist female roles, constructed in accordance with
images of male desire, which are promoted by so much realist fiction.

of CDnn()tathns
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Given the highly deceptive nature of inter-war Paris as a utopian literary
parnassus Of an enabling, sexually liberated metropolis, and given Rhys's
.nd her characters’ related lack of assimilation, one might imagine that Paris
4ffords no opporiunities for connection whatscever. But this is not so. We

- peed to look at the roots of Rhys’s francophilia to discover Paris’s true

tential. According to Rhys’s autobiography, the origin of her love of
France can be found in her early childhood. As a direct result of the near-total
withdrawal of actual maternal affection in her infancy, Rhys transfers her
filial need for nurturing onto a surrogate mother figure and, significantly, the
Janguage she speaks. In the first instance this is Ann Tewitt, the obeah cook,
who would chat to her in French patots in the secure, female environment of
the kitchen.” As an older child she experiences a second emotional shift in .
allegiance in her adoration of the convent Superior, Mother Mount Calvary,
who taught her the French language. The immediate effect of this infatuation
is an aspiration to live cloistered in the protective enclave of the convent, in
a segregated, all-female, French-speaking realm beyond the jurisdiction of the
patriarchal world. As she writes in Smile FPlease, it is viewed as “a safe place
—there I would be happy” (1979: 79). Later still, in a further transfer of
desire, it is Paris itself which comes to offer this utopian vision of a special
maternal, protective and empowering domain.

This scenario has a fictional corollary in After Leaving Mr Mackenzie.
While the emotional gulf between Julia Morgan and her eswanged mother is
never spanned, some connection occars through textual correlations, chiefly
through the associations attributed to a Modigliani painting and through
Rhys’s disruptive chronology. Modigliani’s naked model is explicitly equated
with Julia, who exercises the same profession (1931: 40), and implicitly
likened to Mrs Morgan, who has the same dark, frightening and fascinating
mask-like face and proud, beautiful, animal body as the model (1931: 40, 70,
90). This similarity between Julia and her mother is reinforced when we are
shown parallels in their lives. We see the mother regressing to a childlike
condition and advancing through the final stages of old age, sickness and
death. Similarly, through Julia’s interior menologue recollections we observe
her as an infant and 2 mother, and through her imagined projections we see
her 2s 2 woman past her prime. But actual identification with the real mother
is highly problematic, because it prefigures isolation, which accompanies
female maturity. On Mrs Morgan’s demise, Fulia’s ageing process accelerates
alarmingly, a point made unambiguously in the ironic parallels and reversals
in the chapters entitled “The First Unknown” and “The Second Unknown”.
Her physical change is succinetly captwed in her attitude to her older
neighbour with the badly dyed hair and black dress. Initially she holds her in
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disdain; in the final scenes she is attired identicaily even down to adoptin
“cringing” attitude attributed earlier to the older woman (1931: 11 %3%1&
However, Mrs Morgan’s death is also a potential liberation. Thig Mate )
erasure and the resultant definitive rupture of the mother-daughter bond pp,,
a pivotal part in motivating, re-launching and structuring Fulia’s voy. Peays
self-discovery, propelling her back to Paris for a second time in Searczgofof
matrilinear tradition or matriarchal community. Despite the fact that her ﬁr;
transfer of filial desire in Paris was unsuccessful, the eyclic natupe of th
novel and its lack of closure still leaves open the possibility of establjs;hine
valid emotional symbiotic connection in Paris.' ¢

Rhys’s next novel, Good Morning, Midnight, the most stylistically
innovative of her works, forms an interesting pair with Afrer Leaving My
Mackenzie as it too explores a young girl’s attempt to develop a psendo.
symbiotic union in Paris. It treats the subject in a much more Positive
fashion, and this is underlined by the way in which it reverses the structure of
the earlier novel. In After Leaving Mr Mackenzie the action of the central
section —the ultimate rupture of the mother daughter relationship— occurs
during a ten-day break back in London, where Julia formerly lived, Paris, the
seat of potential nurturing, is only present in the framework., In total
contrast, in Geod Morning, Midnight, the framework is London and the core
of the novel comprises Sasha Jensen’s ten-day visit to Paris during which she
successfully establishes two supportive emotional attachments.

The novel is set precisely in October 1937 against an oppressive
masculinized landscape overcast by the vying political threats of fascism and
communism, symbolically present in the Trocadero International Exhibition
scenes. Psychologically, it is a dystopic nightmare world fostered in no mean
part by the male protagonists whose words and actions confuse and verbally
suppress Sasha. In almost every dialogue, they wilfully deceive her with false
or lacunary information concerning their names, ages, nationalities or pasts.
Of these characters, one of the most damaging is Sasha’s pompous English
employer, Mr Blank, viewed by Rosalind Miles as an “individual bully” as
well as a representative of “institutional masculine hostility” (1987: 135).
With his very name suggesting his own uncomprehending nature, it is he,
and not Sasha, who is uniquely responsible for the breakdown in their
communications. His mastery of French is poor, he is unable to express
himself clearly, and he brutally terrorises his female interlocutor into silence.
The impact of this atmosphere and the result of such episodes is a breakdown
in Sasha’s sense of who she is, which in terms of the plot culminates in her
descent into chronic alienation, oblivion, drunkenness and madness.
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Identity is based on continuity of experence, and Rhys textually

demonstrates its disintegration in several ways. She shows the acting/ |
speaking self becoming split_and multiple. in. the interior. monologues. when _ . _.. .

Sasha addresses herself arbitrarily in the first, second and third person (1939:
144, 153-7). In addition to this, there is an almost total absence of coherent
linearity and progression in the narrative. Actual chronological time is
replaced by subjective psychological notions of time, such that, for example,
tomorrow sometimes is a few hours away, sometimes it is “A long time till
tomorrow. A hundred years perhaps, till tomorrow..” (1939: 152),
sometimes “tomorrow never comes” (1939: 133). Moreover, Sasha
constructs a plurality of imagined, on occasion mutually exclusive, pasts,
and is ambiguous in her use of future and future conditional tenses. An
unreliable narrative in which fact and fantasy compete is generated, a point
highlighted when Sasha comments: “the truth is improbable, the fruth is
fantastic; it’s in a distorting mirror that vou see the truth” (1939: 63). The
text itself, mirroring Sasha’s divided personalities, and her disorientating
experiences of temporal dislocation and discontinuity, becomes splintered
with streams of unanswered rhetorical questions and unfinished sentences
tailing off in an abundant use of aposiopesis. Rhys’s purpose seems clear.
The collapse of Sasha’s sense of selfhood makes her quest for supportive,
symbiotic emotional attachment all the more pressing, just as the
aggressively masculinized nature of Paris emphasises the need for a special,
intimate space (both physical and textual) in which women may more freely
bond and communicate. . )

The first constructive connection made by Sasha is with a milliner. The
impetus for much of the plot is an early scene in which Sasha is publicly
belittled in impeccable colloquial French by a younger English girl who
correctly identifies her age, nationality and social status, from her appearance
alone." In order to soothe her pain of being doubly ostracised and to abate her
acute sense of difference, Sasha attempts to suppress all signs of ber status as
a foreigner, including her native linguistic patterns. Using a French noun and
an inverted phrasal structure common in French, she appraises her situation
thus: “Tt shouts “Anglaise’” my hat” (1939: 14). She dreams of clothing as a
type of “protective armour” {1939: §4), which could hide her true identity as
an outsider and so promote assimilation into the dominant group. The
milliner does more than just supply Sasha with a new persona: she provides
amoment of genuine meaningful connection. Her reassuring, intimate words
and gestures are viewed as a celebration of an extraordinary exclusively female
ritual, which stands in stark contrast to the failed dialogue with Mr Blank.”
The second woman with whom Sasha establishes a meaningful relationship
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in Paris is the midwife who delivers her baby. Just as her actions, |ike the
milliner’s, have an almost sacramental, ceremonial quality consecrating 5

unique female experience, the language of the midwife generates g Special -

bond: “She speaks to me in a language that is no language. But I understanq
it”. “Speaking her old, old language of words that are not words” (1939: 50).
Like French to the ears of the native English-speaking child, like the nop,.
verbal intercourse between the mother and new-born baby, the midwife's
utterances and Sasha’s response as her baby is delivered constitute a specja]
female means of communication. '

As with the jalousie, Rhys now challenges and teverses the readess
value systems. The highly disrupted texture of Good Morning, Midnighe
shifts from being an expression of a single woman’s experience of alienation
and loss of selfhood to being a celebration of womanhood, a re-appraisal of
the concept of marginality. Working within a binary system, Rhys venerates
all that is traditionally inscribed as negative, from labour pains to the timlar
midnight. In her new hierarchy, Mr Blank’s domineering verbosity, which
originally seemed more commanding than Sasha’s silence, in hindsight is
superseded by her superior, ironic, subversive laughter. Authoritarian rational
prose, associated with masculine perspectives in the novel, is subordinated to
tich free-flowing associative interior monologues with all their syntactical
disruption (verbs without agents, shifting use of persons, accumulations of
words performing the same grammatical function in the sentence). Even the
novel’s severe chronological disturbance -—the blurring of past, present and
future-— takes on new meaning as Sasha and the midwife become part of a
greater continuum of women stretching out through time. Tk_1ey are joined in
a quasi-religious experience, united through a shared non-patriarchal language,
a linguistic system whose primary attachment is to the natural rhythms of
the female body. This is reflected in the novel’s plot and structure, where
cyclic repetition replaces a more conventional rigidly linear progression
forwards. Just as Sasha’s original fixed programme gives way to impulsive
return visits to old haunts, so the narrative doubles up on itself repeatedly, a
point underlined by the opening setting of the impasse, which acts as a
physical barrier to onward movement. This circularity is mirrored too in the
leitmotif of the return which features prominently in both the in medias res
opening scene with its nostalgia for the past, and the forward-looking opep-
ended dénouement. So, Sasha succeeds in finding true assimilation in Pans
and Rhys succeeds in privileging woman-centred themes within a stylistically
innovative, subversive, narrative framework, producing a prototypal form of
what Héléne Cixous and Annie Leclerc will much later describe as an écriture

[féminine.

JEAN RHY$: THE FRENCH CONNECTION? 287

In addition to this special female bonding process Rhys proposes a
forther, more general form of conmection through literature itself. This
requires -some_qualification as._numerous.. aspects-in. the.—production and
reception of literature, she notes, are divisive. For instance, the content of
many works may be imperialist, homophobic, xenophobic or misogynistic,
in short alienating for certain groups of readers, as is made evident in
Andrey’s reading experience in “The Insect World” in Sleep It Off Lady. Even
books as physical artefacts can be used unjustly to assert the primacy and
power of the owner: in “The Day They Bumed the Books” in Tigers are
Beiter-Looking Mr Sawyer's assumed supremacy over his wife is stressed
symbolically through his possession of a fine library. Despite such problem
areas, Rhys has a very positive view of the potential of literature, ending the
opening section of her autobiography with the buoyant line: “now I was
alone except for books™ (1979: 26). Helen Carr argues that far from being “an
inward-looking chronicler of private pathos, ignorant of literary culture,
untutored even if intuiting the tone of her times”, as some critics have
described her, Rhys was indeed as much a reader as a writer (1996: 9). Her
letters reveal her to have been a voracious one at that. Just as Wocelf
considers literature to be a “common ground”, Rhys also understands it as a
shared inheritance, there to be reappraised and adapted by each new generation
of writers. This awareness of other authors, a keystone in modernist writing,
is systematically translated into rigorously self-comscious works which
interact with canonical texts in such a way as to constitute a form of vibrant,
ongoing dialectic process.

One result is that in her own fiction, as Ellen Friedman puts it, she
attempts to rewrite earlier awthors into modemity (1989: 127), challenging
their use of traditional narrative techniques and perspectives. This is patently
the case of her most celebrated novel, Wide Sargasso Sea. It draws on
Elizabeth Jenkins’s novel Harrier (1934), which treats the same theme of
domestic sequestration, and alse on Charlotte Bronts’s Jane Eyre (1848),
Tejecting and reversing fraditional value systems, retelling the first wife’s
story from a more articulate, feminist and anti-imperialist viewpoint, and,
despite Antoinette’s self-immolation, declaring cultural negativity a source of
power and strength worthy of celebration.’® This, her last novel, is not an
anomaly, as a number of her earlier works also employ a subversive process
of literary appropriation and modernisation, enabling her to connect with
other writers’ ideas. Nor is this interaction in any way restricted to an
exclusively English tradition. Rhys draws attention to this when in a letter to
Francis Wyndham she relates her love of reading: “For years I have escaped

i
¥
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from an exclusively Anglo-Saxon influenc
(1984: 281). Yo ® g have never re
Throughout her diverse correspondence there are referenc ;
F}*ench authors including Guy de Maupassant and Gustavzs Eatggtn bet of
viewed as exemplary models for Anglo-Saxon modemist fiction) Pro
Mérimée, Emile Zola, Georges Bernanos, Francis Carco (whose wo kSPer
translated), Mallarmé, Léon Daudet, Colette, Genet, Cocteau and Iearn Ps;he
Sax:tre. S0, it should come as no surprise, then, that French literature ‘1au1
an important part in her fiction, and extensive inter-textual references abg o
Iud!th Kegan notes her allusions to Rimbaud, Verlaine, Anatole Franceund‘
again Colette in Good Morning, Midnight. Helen Carr, explorine ?hﬂ
inﬂuencc of Maupassant’s short stories on Rhys, notes that she choo:e c
align hel:self with a French tradition, and she astutely adds that it is an :n:io
!;)ourggols, anti-establishment tradition which was a dissident one in Franc;,
itself. B_ut Rhys, I feel, goes further still. Not just content to associate
herself with this nonconformist canon, she actively sought to rework some

tul'l'led to i[”

. of its most stalwart mainstays.'s :

Voyage in the Dark is her most fully developed reinterpretation of a
French classic. In its opening chapter the heroine, Anna Morgan, is readin
Zola’s Nana (1880), the ninth novel of his twenty-volume Naturalisgt
Rougon-Macquart series, which tells of the rise and fall of an actress-
courtesan in Second Empire Paris. Rhys alerts the reader to the fact that she
will provide a very different perspective when Anna’s friend Maudie
comments: “I bet you a man writing a book about a tart tells a lot of lies one
way and another™ (1934: 9). There are three crucial areas of difference, First
Rhys. spurns Zola’s baroque theatricality. This is signalled by the antithcticai
opening scenes. Voyage in the Dark begins quietly with the heroine alone,
imagining darkness and the fall of a curtain, while in total contrast Nana
starts amid the excitement and animation of Bordenave’s theatre/ brothel with
a protracted, anticipatory wait for the rise of the curtain and the naked
heroine’s first public performance. All the atmosphere of what David Baguley
describes as a “prolonged striptease”, a long voyeuristic orgy, “a peepshow”
(1993: 67-68) is absent in Rhys’s work. Quite the reverse of Zola’s heroine,
Anna does not take pride in the power of her own sexuality or exude total
self-confidence. She shows none of Nana's innate uninhibited erotic
selflsua]ity or obsessive self-absorption. Rhys, in Voyage in the Dark, then,
paints a very different picture of the bohemian world of the theatre, stressing
that while chorus girls and actresses, like Anna, may well serve as stimuli
for n}ale voyeuristic titillation, this does not mean that they are sexually
insatiable, inclined to sapphism and involved in prostitution. Secondly, Rhys
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rejects Zola’s determinist theories, when she examines what motivates

wornen to become prostitutes. It is no mere accident that in these two novels

the P;otagoniszs_h_ayc_ngmqs,_ which are anagrams. Nana in French is both a

personal naroe and a colloguial noun for “gir”. The implication, on Rhyss
art, is that Anna could represent Everywoman. She rejects Zola’s emphasis
on the largely inescapable effects of heredity and milieu. In a more modernist
vein, she highlights the randommess of Anna’s fate, putting the case
polemically that any respectable woman could be reduced to living on the
Jargesse of others in a world driven by commercial enterprise.

Furthermore, Rhys questions Zola’s presentation of the balance of power
between the sexes. Throughout Nana, the heroine’s sexuality is portrayed as
a threat to patriarchal social norms. Her sexual preference for narcissist
solipsism and lesbianism is construed as a refusal of traditional dependency
on men, an aggressive transgression of the natural order. Her disdain for the
masculine realm of power and finance is presented as a radical attack on the
fundamental tenets of bourgeois mercantile society. There can be little doubt
that Anna Morgan is aware of the way in which Nana’s actions and attitudes
alter the hegemony of power in both the class struggle and sex war. As Anna
reads Zola, her vision becomes distorted —in her garden the tree 1s
metamorphosed into “a man with stamps instead of arms and legs” and “the
washing hangs lLimp” on the line (1934: 9). The striking images of
emasculation and flaccid denimescence xeflect Zola’s depiction of middle-class
and upper-class men, who considered themselves to be the helpless victims of
intentionally alluring working-class prostitutes. The fact that Amma’s vision
is out of focus implies that Zola’s viewpoint is similarly erroneous: it is
women, not men, who are the true victims in the sex industry. Underpinning
Rhys’s rewriting of both Jane Eyre and Nana, then, is an innovative
reappraisal of nineteenth-century literary constructions of female sexuality,
with Rhys shifting the narrative -perspective to give /a new voice to a
traditionally muted group. '

Rhys’s feminist revisionary stance, so evident in ber weatment of Nana,
together with her frank exploration of a woman’s sexual life from the
menarche to the menopause and beyond, enables her to do more than remodel
nineteenth-century novels. It allows her to forge new, dynamic links with a
substantial corpus of contemporaneous, French, female-authored works.
Parallels can be seen in her open presentation of menstruation and the loss of
virginity and Marthe de Bibesco’s Catherine Paris (1927). Her depiction of
adultery finds echoes in a range of works by Josette Clotis and Lucie Delarue-
Mardrus. Her picture of the anxieties and desires of the mature woman is

mirrored in Colette’s La Naissance du jour (1928). Even her description of -
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women in old age has much in common with Christine and Minns i
Némirovsky’s “Les Fumées du vin” (1934). Such Oompéz?i:n::gelr?;

important for Rhys, who does not see literature as a single monolithi
o

scheme, an exclusively linear progression, but rather as somethi
morc‘rhizomatic and progressive, which draws on a wide reatilllgllgo&;‘h?gether
and, in turn, exerts many varied influences.” One can only img imm:ﬁs
response to the ways in which her thematic and aesthetic concefnneh:w
confinued to fascinate current French women writers —her attitud: -
example, to Simone de Beauvoir's L'Invitée, which draws heavily o?-; tfﬁr
plot, chgracteﬂsation and the existential dimension of Quarter; or indeed te
Marguepte Duras’s work, which shares with Rhys’s COrpus mot just i
innovative narrative experimentation, but its equally obsessive reworkjnan;
transmuted autobiographical material and its radical exploratio e
coloilialism, female sexuality and power relations. noof

n explicitly resisting full assimilation into the “lost generation”
Anglo-Americans, in choosing to privilege women-cenired then%ezc\;aittﬁi u? !
context of modernist discourse, and in drawing on French culture ang
literature, Rh.ys effectively demonstrates that modemnism, as Bomie Kime
Scott puts it, can be something other than a “directed, monological
p!ncj_lomenon” (1990: 4). Rhys’s tangential alignment with an
dlssn:'lent French tradition and her adoption of a revisionary attitude towards it
provides her with a writing strategy which enables her to connect with other
a‘utho_rs‘ and schools of thought, while still producing formally and
hpgmstlca]ly mnovative fiction well suited to expressing the concems of the
dlseml:fowemd outsider. It allows her to produce rich, thought-provoking
extensively inter-textual works, while simultaneously maintaining the unique
and very special quality of her own dissentient voice. % °

NOTES

'In the version of events which constitutes the original, suppr i
of Vovage in the Dark (printed in full in Scott 1990: 381-%89) ’it is l;i;:;:f C‘[V;JIE%HE
foregroupded as the key thematic issue. Here Rhys uses a double narrative
perspective {0 stress that women of all ages are exploited. The principal
viewpoint is that of a call-girl dying from a botched abortion. As Anna slips in
and out of consciousness her elliptical, at times almost hallucinatory, first-
person interior monologue juxtaposes and interweaves piecemeal details of her
present condition and childhood recollections of the camival. In this way a
striking parallel is set up between Anna’s suffering as a girl and aduit woman. The
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il's fascination with the parade is presented as a complex desire to understand
me world of adult sexuality, which the festivities celebrate in the suggestive
dancing of the semi-naked men and the ambiguous playful/ erotic gestures of the
women who stick their tongues through slits in the heart-shiapsd 1ips of the miasks -
they wear. The image is grotesquely mirrored in an oblique reference to the child
peing sexually abused. Anna at both ages is cast as silent/ silenced victim, and
this roleisonewhich Rhysinterrogatesand challenges relentlessly throughout her

fiction.

*Jean Rhys’s autobiography, Smile Please, covers her life story from the age
of six to her marriage to Jean Lenglet, their taking up residence in Paris and her
imtial contact with Ford Madox Ford, who supported so many emerging
modemnist writers, that is to say the period 1896-1923. .

*Rhys lived in Paris for much of the twenties and she started writing the first
four of ber novels thers. Paris is the setting for Quarzer, parts I and 1 of After

Leaving Mr Mackenzie, and Good Morning, Midnight.

“Paris forms the backdrop for many of The Left Bank stories, “Outside the
Machine” in Tigers are Betier-Looking, and “Night Qut” and “The Chevalier of the

Place Blanche” in Seep It Off Lady.

3 The difficulties experienced by women writers in England are depicied in
“The Lotus” in Tigers Are Bener-Looking.

$For further information on these a_\uthors see Milligan (1997).

"M Horsfield in After Leaving Mr Mackenzie is a highly parodic example of
the pseudo-bohemian observer/ writer, who returns to the security of the dominant
bourgeois group at the end of the novel. His supposed preoccupation and empathy
with the displaced and dispossessed on the ¢conomic periphery is little more than
a transient, vicarious experience, just another aspect of his nomadic tourism.

$ Rhys ironically reflects Paris’s reputation for moral laxity in a number of
her early works. In After Leaving Mr Mackenzie, for example, the London cinema
shows a French film entitled “Hot Stuff from Paris”. A similar metaphor is used in
“Heat” in Sleep  Off Lady. The Domincans interpret the pyroclastic eruption of
the Mont Peleé volcano in St. Pierre Martinique in 1902, which killed some forty
thousand people, as a form of divine retribution for the corruption of the female
islanders by a visiting troupe of wanton, “hot”, Parisian actresses.

Dominica had been a French colony until 1865.
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*® Julia is not Rhys’s only fictional character to tumn to Paris in search
nurturing, nor is she the most successful. The short story “Mannequin” in The Lé}g
Bank, sct against the separatist ultra-feminine backdrop of an haue couture
fashion house, provides an interesting example of a rewarding pseudo-symbiog
mother/ daughter bond between the maternal proprietor and the jeune ﬁ'z;c
mannequin. ¢

" Most of Rhys’s characters, like Sasha, are unable or unwilling to allow
their clothes to express their own personalities. Miss Bruce in “Ullusion™, the
first short story in The Left Bank, for example, wears sensible shoes, serge dresses
and neat, tweed suits. These contrast with her world of desire, which is firmly
repressed. Her perpetual longing for erotic love is transferred omto exotic
cosmetics and brightly-coloured and richly textured designer gowns and dresses
which remain locked in her wardrobe. Ouly Antoinette Cosway, in Wide Sa rgass(;
Sea, succeeds in reclaiming her true identity. She does sothrough the associations
of her red dress. The colour of the dress recalls the deadly Dominican red ant which
has colonised the secret bathing pool where Rochester first discovered his wife’s
freely expressed sexuality. In laying claim to her dress and all it symbolises, the
heroine is able to halt the systematic erosion of her personality, to resume her
true name {ant/ Antoinette), and rediscover her repressed nature. She casts off
Rochester’s false view of her and reasserts her power and passion in an
apocalyptic scene where her inner nature and outer appearance merge 2s one, and
where her red dress becomes synonymous with the crimson flames which destroy
ber attic prison. .

In “Heat”, Rhys shows a certain solidarity among the Martiniquan women.
Like Sasha and the millines, they too have a secret language related to their head
scarves and the particular method of knotting them. The literary representation of
such traditions, with particular reference to Mme de Graffigny and Mme de
Lafayette, is discussed in Miller (1988: 125-161).

"Svge the interpretation given in Spaull (1989: 83-121, 7).

¥ For an examination of the significance of Maupassant's “Fort comme la
mort”, “La Mason Tellier”, “Mme Fifi”, “Bounle de Suif” and “La Horla”, see Car
(1996: 31, 40-46, 90, 96). '

‘ There is some movement towards acknowledging this in Coral Ann
Howells’s suggestion that “Temps perdu” is a re-examination of Proustian
involuntary memory (Howells 1991: 38).
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% In her letters Rhys repeatedly acknowledges the pleasure she finds in her

— own works-being-opened-up-to-re-interpretation—and-reappraisal—She-appreciated - -

Selma Vaz Dias adapting her novels and short stories for radio performances, she
expressed interest in the project of one of her readers to rework Good Morning,
Midnight from the viewpoint of the gigolo, and, of course, she was actively
involved in the translatioh and publication of her first husband’s reinterpretation
of Quartet (Jean Lenglet, who wrote under the pseudonym Edward de Néve).
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It so happened in a theatre that there was a fire behind the curtain.
A harlequin stepped out in front of the curtain to inform the
audience about what was going on. The news was received as 2 joke
and applauded. The harlequin repeated it again only to greater
enjoyment of the andience. This is how I think the end of the world
will happen —to the langhter and clapping of wits who will think

it a joke.
Kierkegaard

In the chapter on “The Humorous Element in Modernist Poetry” in their
Survey of Modernist Poetry, first published in 1927, Laura Riding and
Robert Graves argued that modernist writing, for all its high intellectual
seriousness, had a propensity for the comic mode and was distinguished by a
sort of “wilful cheerfulness”. The modernist poet, they argued, oscillates
between “formal clownishness” and *“‘unrestrained burlesque”. He is original
in that he is able to “make fun of himself when he is at his most serious”
(1969: 226-229). Such playfulness was not however just there for its own
sake. Frivolity is one of the strategies embraced by modernist writers 10
come to terms with the very condition of modemity:

[MJodemnist poetry retaips the clown’s privilege of having
irrational prejudices in favour of a few things as well as against a.
few things. It assumes, indeed, the humorous championship of
things that the last cemturies have either hated. neglected or
mishandled (1969: 242-243).

The presence of a frivolous theme, always a dynamic subversion, can be
personified by Dionysus, who presides over the theoretical assumptions of
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It so happened in a theatre that there was a fire behind the curtain.
A harlequin stepped out in front of the curtain to inform the
audience about what was going on. The news was received as a joke
and applauded. The harlequin repeated it again only to greater
enjoyment of the andience. This is how I think the end of the world
will happen —to the laughter and clapping of wits who will think
it a joke. -
Kierkegaard

In the chapter on “The Humorous Element in Modemist Poetry” in their
Survey of Modernist Poetry, first published in 1927, Laura Riding and
Robert Graves argued that modernist writing, for all its high intellectual
seriousness, had a propensity for the comic mode and was distinguished by a
sort of “wilful cheerfulness”. The modernist poet, they argued, oscillates
between “formal clownishness” and “unrestrained burlesque”. He is original
in that he is able to “make fun of himself when he is at his most serious”
(1969: 226-229). Such playfulness was not however just there for its own
sake. Frivolity is one of the strategies embraced by modernist writers to
come to terms with the very condition of modemnity:

[Mlodernist poetry retains the clown's privilege of having
irrational prejudices in favour of a few things as well as against a.
few things. It assumes, indeed, the humorous championship of
things that the last centuries have either hated, mneglected or
mishandled (1969: 242-243).

The presence of a frivolous theme, always a dynamic.subversion, can be
personified by Dionysus, who presides over the theoretical assumptions of
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the godfathers of modernism: Nietzsche, who restored Dionysus to cep
significance, Freud, who realized fully the power of the dark chthonic forg,
Frazer, who connected the mythic imagination to the collecti

to Apollonian logic.
According to Monroe K. Spears, the transgressive cf,

energy and profound disruptive force of revolution™

irrational, the emotional and abnormal; of the feminine or andro
pervexse” (Spears 1970: 40-44). Auden, like his precursor T. S.
to be childish, Iyrical, and frivolous in a destitute time. Before
Christian commitment, Auden experimented with the idea

Eliot, dareg
his leap intoy
of the Dionysian

man, who, like the Nietzschean musician, shared the “morbid traits of the
centllry”, and who, neverthcless, WAas I'eady to “balance them by means of

overflowing, plastic, and rejuvenating power” (Nietzsche 1964
Sharing in “this wordly frivolity”, he is also tempted to the “wrong
seriousness” (Auden 1973: 14), which again he is ready to subvert by “fixing
a Iittle tail of jokes even to the most holy thing” (Nietzsche 1964 1039),
Overtly playful or only profoundly frivolous, the Dionysian attitude is
largely a life-enhancing principle “which declares even the most temrible and
questionable qualities of existence good, and sanctifies them” (Nietzsche
1964: 1050).

In his Inaugural Lecture as a Professor of Poetry at Oxford, “Making,
Knowing and Judging”, Auden asserted that poetry “must praise all it can for
being and for happening” (1989: 60). Unlike the ancient Greeks who were in
a position to attain the happy and joyful affirmation of life, as Nietzsche
reminds us, modern man’s predicament is such that he cannot possibly
cherish it. Nietzsche’s prescription, to rediscover the South inside oneself, to
“stretch a clear, glittering, and mysterious southern sky above one, to
reconquer the southem healthiness and concealed power of the soul once more
for oneself, to increase the compass of one’s soul step by step” (Nietzsche
1964: 1051), is an imperative which returns to the origins of European
consciousness, and explains, perhaps, Auden’s mysterious reference to
“southern gestures”, modified by the “intricate ways of guilt”, in the 1930s
poem “Our hunting fathers”.

Auden’s early poem, “Sir, no man’s enemy”, which ends with a call for
“new styles of architecture, a change of heart” for modem man, observes

1014).

f 5, s V& unconscioyg -
and who reminded us of the many masks under which Dionysus manifegts hi;

presence. Marx’s revolutionary carnival, too, voiced the need for altematives

A ) . X aracter of
W. H. Auden’s writing derives from a specifically modernist impulse towang

the Dionysian, which more than any other symbol suggests the “dynamio

X (Spears 1970 40).
Dionysus, Spears suggests, “represents the claims of the collective, the

gYNous qr

kind of
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3 Anthony Hecht, develops the metaphor of “:{ rebirth of the spirit, whjch‘ wi‘Il
of necessity express itself in all of mankind’s arts” (1993: 29). 'I"lus is
jetzsche’s. 1ebirth of the Dionysian through the instinct of play which, as
Gilles Deleuze says in his remarks on Nietzsche, affirms the primacy of
pecoming over being, and, through the “power of transmutation,
pansvaluation, reflection, development”, seeks not to bear, carry, to harness
oneself to that which exists, but on the contrary, to unburden, unharness, and
set free that which lives. It is not to burden life with the weight of higher or
even heroic values, but to create new values that would be those of life,
values that make life light or affirmative (1997: 100). o
Dionysus is thus not a destructive but a liberating force. Ubiquitous, he
is the perfect cosmopolitan who achieves lightness through transmutation, -
passing over to territories “where the structures collapse, where the ethoses
get mixed up” (1997: 104). As Robin Skelton suggests in his Introduction to
?‘he Poetry of the Thirties, Auden was one of those who operated amongst
“plurred borderlands between real and unreal, boyhood and manhood, game
and ritual, vision and famtasy, fable and history” (1964: 33), his generic
transgressions linking the world of popular culture with the realm of the
ivate agsociation, in the spirit of Dionysian play.
Such playfulness involves an exploration of the subjunctive and
conditional, the realm of “as-if”. Michai Spariosn, in his Literature,
Mimesis and Play, links this to a Greek tradition represented by Hesiod's
ntopian model of playful gods and Plato’s reluctant concession to the utility
of poetic play, which can propagate a “useful lie”, by way of pleasure
making the truth more accessible. The “as-if” of play, Spariosu argues, thus
“becomes good mimesis- and good mimesis becomes play and the two
concepts will become inexiricably bound together” (1982: 19). Transgressive
play involves a transition from. the everyday, commonsensical world to a
lndic one which can transform, in' perception at least, established hierarchies
of power and authority.
For the Mediterrancan-loving Sonnenkinder of the interwar years
described in Martin Green's Children of the Sun, such ludic transvaluations
became a whole way of life. The oppositional character of their “decadent
narrative”, Green argues, challenged the high seriousness of the British
literary tradition. Green characterizes this post-Baudelairean life-style, whether
as dandy, rogue or naif, as one in which “ormmament and brilliancy.
playfulness and youthfilness” took precedence over power, authority and
seriousness (1976: 14). Perhaps the most significant element the Auden
group derived from the playful narcissism and “self-stylization” (1976: 283)
of these “children of the sun” is the parodic rejection of the burdensome
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seriousness of the fathers” generation, the heroes of war and men of
Auden’s 1930 charade, Paid on Both Sides, with its pantomime ﬁourpower,
the musical comedy and harlequinade motifs of The Dance of Deazgh :156 and
brought the mocking spirit of the commedia dell’arte into the mo 53,
ethos of the 1930s, e sombre
Against the Leavisian canons of high seriousness, the

privileged the discourse of the Baudelairean dandy, what Auden iuiel;et%roup
Stephen Spender wrote of as assuming the “drunken prophetic” °T o
(Bucknell and Jenkins 1992, 1: 60). “Le dandy,” said Cocteau, “est tate %Ode
et main froide” (1957: 96), attributes which a supreme joker uses as a “mfi:
a s’exposer en quoi que ce soit” (Coctean 1957: 92). In a late poem, Audeq
made the analogy directly between his generation and the make-believ:a of th
commedia, observing in “To Professor Neville Coghill Upon H'e
Retirement” (in Green 1976: 281), that "

For a columbine szason

we were free to play

swains of a pasture

where neither love nor money
nor clocks are cogent

a time to wear odd clothing
behave with panache

and talk nonsense, as I did.

According to Maleolm Bradbury, Baudelaire’s dandyism is a symptom of the
presence of a “necessary ethic of control and exercise of the will” rather than
an arrogant or refined predilection (Bradbury 1991: 214). The dandy’s
essential self is concealed by the gesture and the pose of artifice, mask and
costume, an Eliotic “wardrobe of excuses”. When, however, the pose is
stripped away, Auden suggests, we suspect the sinister duplicity of “someone
who likes to play God behind the scenes” (Auden 1989: 156), whose
detachment is a form of manipulative superiority.

Auden’s ludic humour operates on the borderline between the aesihetic
and ethical, with a rationale he found in Sgren Kierkegaard. Humour for
Kierkegaard was a crucial stage of existential awareness preceding faith, “the
last terminus a guo in relation to the Christian type of the religious”
{Ziolkowski 1992: 113). The ironic individual comprehends the extremity of
his situation but does not find it worth attempting 2 justification. The “great
?ranslucency” of his existential humour differs from “the loud laughter of
md_etemﬁnacy and sensuous irritability” which arises from misplaced
seriousness or reckless frivolity (Kierkegaard 1976: 89). For the ethical
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pdividual the comic offers a protective bamier between self and world, a
dis

rancing which for Kierkegaard is devoid of superiority or pride. Yet the
fove towar oo :
ethical voice can criticize the aesthete for the excessive use of sarcasm and
mockery, but he does not deny their “intellectual intoxication™.

Julia Kristeva can help elucidate what Kierkegaard signifies for Auden
pere, when she writes of laughter as a pursuit in which an artist is “called
ypon to pursue the doubling process in which he (as subject) posits himself
4 sovereign at the very moment he shatters within the process encompassing
this position” (1984: 222). The ludic is characterised by a duality in which

ower and its subversion coexist, for, as Spariosu says, “power can be
experienced both as ecstatic, exuberant, and violent play and as a pleasurable
welling up and gushing forth of strong emotion™ (1982: 12). Play as the

_ imational principle of being, as paidia, ¢in Spiel ohne Spieler, ‘the

spontaneous ecstatic movement of the world itself” (Spariosu 1982: 28),
subordinates reason and defines true being, just as a game expresses nothing
but itself and abides simply by the rules of its own performance. Dandyism
in this light can be viewed as a style without message, or, more precisely, as
a style which constitutes its own message.

Writing in 1938 in Modern Poetry, Louis MacNeice drew attention to
the proliferation of light verse in a decade supposedly characterised by
sombreness and sonority, Whether offering merely “a grain of salt” to these

more serious preoccupations, or fostering an “urge to nonsense”, light verse

assumed a new aspect in Auden’s work, he argued. Auden went beyond what
Fliot called “intense levity” to explore the comic possibilities of popular
verse and dramatic forms, contemporary jazz, dance and music hail, and the
language of gossip and contemporary slang. Auden’s “sympathy with the
popular world” thus opened up the realm of buffoonery for modernist poetry.
A variety of “light” literary forms deployed by Auden in the 1930s
privilege carmivalesque play over the ethical, breaking down the boundaries
between faith and pretence, seriousness and frivolity. While their purpose is
to amuse, their inversion of established hierarchies also disrupts. Auden’s
interest in light, trivial or frivolous forms arises from a wish to recreate the
poet’s long defunct intimacy with his linguistic and cultural community,
without which his work “dwindles in quantity and importance”, so that,
“instead of regarding himself an entertainer”, he assumes the mantle of the

 outcast prophet, “the unacknowledged legislator of the world”, or of the dandy

who sits in the cafe, “proud that he is less base than the passers-by, saying to
himself as he contemplates the smoke of his cigar: What does it matter to me
what becomes of my perceptions?” (Auden 1980: 434),

ds-the—ethical-may-subsume-theaestheticThe- Kierkegaardian .
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The Iudic and the frivolous constitute a zone where intimaey
possible, where the gap may be bridged. In the 1930s, Auden S{:y S still
verse deliberately at the intersection of high and low 1inguistic1mat§d his
Lucy McDiarmid has pointed out, for example, that in his 1935 . ogisters,
The Poet’s Tongue, “the alphabetical, anonymous order of its poe;nmcomloa (gy
a community rather than a hierarchy or a tyranny of the old over the °
famous over the unknown, the “literary” over the “folk “ or “naive”’n’e\T e
66). In this, Auden was reproducing, in a practical pedagogic conte( g~
kind of verbal community Eliot envisaged as a utopian ideal in hi mi e
Harvard Lectures, speaking of the wish “to be something of > 1933
entertainer, to convey the pleasures of poetry [...] to larger Popular
collectively” (in McDiarmid 1990: 84). Eroups

The modernist poet, according to Riding and Graves, offers a “border.
sense, a wpll—poised mental hysteria, a direct exposure to time: there is [ )
‘the_ far driven boundary line of humour [...] the callous haughtiness”(;%
mdlffen?nce to‘da.ngcr” (1969: 235). The imagery of the border would hav.
had an immediate appeal t0 Auden. The bourgeois -society mocked in Th:
Dance of Death (1933) stands on a border between its own impending death
and the new life of a communism (represented at the end by a buffoonish Karl
Marx) it refuses to embrace. Like a Renaissance masque {one of the man
forms the play burlesques, along with the commedia dell'arte m%
contemporary musical comedy) it exposes in its very triviality the “sources
and conditions of power” (Princeton Encyclopedia 1993: 739). The action
unfo]ds‘ through the uninterrupted gyrations of a male dancer personifying
succgesswe!y the Sun-God, the Demagogue, the Pilot, and so on, all
manifestations of a historical patriarchal power revealed gradually t(; be
powerless either to stop his purposeless dancing or to dance to a real
conclusion. This dance diverts the (internal and actual) audiences in their
unsucc;ssful quest for a fulfilling Ideal. Variously designated as master,
leader, instructor, the unspeaking dancer communicates through the kinetic
Ie_mguage of the body. He is idolized for his “splendid physique”, “Grecian
ﬁgurc”, and physical charm. He is the embodiment of what the bankrupt
rmcldl; classes would wish to identify with (“We who are weak want a
splendid physique”). Their desire for such bodily perfection conceals a death
wish. The dancer is dancing the dance of death. The internal audience expect
the danc;r as Pilot to discover for them “the very heart of Reality”. Instead he
finally sinks into a “falling fit”, dying from exhaustion, but still wishing
everyone a Jjolly good time. At the end Marx enters to announce the
Fhssolutlon of the means of production. The dancer as Demagogue represents,
_ in fact, the latest manifestation of the Fithrerprinzip, at once entertainer,

CRYING FIRE IN A THEATRE- 301

W and seducer, “our gallant captain for ever/ Our dandy, our dancer, our
sea diver”, like the clownish demagogue Hitler whose clones Auden

Auden’s masque, which he was later to disown as “rubbish”, remains an
ant experiment with the use of the ludic to explore issues of serious
ontemporary concern. Deploying dance and the pastiche of popular songs, it
sstains its theatricality by means of a play-within-the-play device, frequent
flamboyant changes of costume, the comic caricatures of Box and Cox,
direct Brechtian invitations to the audience to join in the fun (while at the

d
azme time ironically distancing itself from the increasingly desperate whirl),

: while a small jazz orchestra adds the lightness of European cabaret to the

ecdings. The play both articulates and dispels contemporary anxieties by

" ihe very flimsiness of its forms and allusions, almost as if through dapcing it
- out, the musical comedy devices could dissolve the uncertainty and anxiety of
- alow dishonest decade. Yet as the play openly admits; the wilful cheerfulness
" of this ludic indulgence is, in the end, 2 self-defeating intoxication, from

which one will wake disenchanted: “Tasting, I place myself once more within
te circle of Another, and there enchanted, perish”. Acting the clown,
according to Isherwood, Auden wore variously a panama hat, an opera hat,
workman’s cap, and a schoolmaster’s mortar-board (Green 1976: 287).
MacNeice similarly writes of “Maisie” looking almost ridiculous in hex
bright yellow sou’wester, black oil skin coat and huge gumboots (Auden and
MacNeice 1985: 171). Seriously to cry fire in a crowded theatre, Harlequin
would need to don a fireman’s helmet. #% '
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“An old ghost’s thoughts are lightning,
To follow is to die”.
“The Spirit Medium”™, W. B. Yeats.

That there were points of contact between Auden and Yeats was not
anrecognised by contemporary writers. In November 1937, a double-issue of
New Verse was published dedicated to a discussion of the work and influence
of the then thirty-year-old Auden. Among the shorter contributions were
those from Dylan Thomas and Graham Greene. In their enthusiasm for Auden
they both make comparisons with Yeats, though the purpose is markedly
different. While Greene is eager to show how highly he rates Auden’s
achievements —“[Wlith the exception of The Tower, no volume of poetry
has given me more excitement than Look, Stranger” (New Verse 1937: 30)—
Thomas means to condemn Yeats, whose poetry is, he says, in comparison
to Auden’s, “guilty as a trance” (New Verse 1937: 25). Thomas elides two
aspects of Yeats’s personality: his interest in spiritualism, and his flirtation
with fascism and political isolationism. While the former marks him out as a
poet of the 1890s, the latter echoes the desp sense of disappointment poets of
Thomas’s generation must have felt with a number of artistic father-figures,
~ amongst them Yeats, Eliot and Pound, whose right-wing sympathies were
. becoming every day more apparent.’

' Yet even while Thomas is drawing these distinctions, his mischievous
“P.S. Congratulations on Auden’s seventieth birthday” blurs and complicates
. the perceived differences between the two poets. At the time of its
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fAUDEN'S JEREMIAD:
NOTHER TIME AND EXILE FROM THE.
JST—CITY. S

MICHAEL MURPHY
THE NOTTINGHAM TRENT UNIVERSITY

“An old ghost’s thoughts are lightning,
To follow is to die”™.
“The Spirit Mediurn”, W. B. Yeats.

That there were points of contact between Auden and Yeats was not
arecognised by contemporary writers. In November 1937, a double-issue of
New Verse was published dedicated to a discussion of the work and influence
of the then thirty-year-old Auden. Among the shorter contributions were
those from Dylan Thomas and Graham Greene. In their enthusiasm for Auden
they both make comparisons with Yeats, though the purpose is markedly
different,. While Greene is eager to show how highly he rates Auden’s
achievements — [W]ith the exception of The Tower, no volume of poetry
has given me more excitement than Look, Stranger” (New Verse 1937: 30)—
Thomas means to condemn Yeats, whose poetry is, he says, in comparison
to Auden’s, “guilty as a trance” (New Verse 1937: 25). Thomas elides two
aspects of Yeats's personality: his interest in spiritualism, and his flirtation
with fascism and political isolationism. While the former marks him out as a
poet of the 1890s, the latter echoes the desp sense of disappointment poets of
Thomas’s generation must have felt with a number of artistic father-figures,

becoming every day more apparent.’

Yet even while Thomas is drawing these distinctions, his mischievous
‘P.S. Congratulations on Auden’s seventieth birthday” blurs and complicates
the perceived differences between the two poets. At the time of its
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amongst them Yeats, Eliot and Pound, whose right-wing sympathies were
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publication, Yeats was seventy-two years old. Perhaps Thomag seven I am incapable of saying a word about W. B. Yeats because through

Auden’s junior, is firing a warning shot from a still YOUNger generatic
poets across Auden’s bows, suggesting that, given the accgladgs newtl.on
heaped upon him, his three-score years and ten must be drawing (o 5 o -
with the gathered acolytes come not to praise but to bury him, @ close, .
Central to an understanding of Auden’s poetic relationship with Yeats s -
the intertextual borrowings from, and references to, Yeats’s wark wshlm .
sustain the structure and argument of Auden’s great elegy “In Me, a.
W.B. Yeats”, Writen in the immediate weeks after Auden’s arriya] in the
United States, the poem is an implicit response to Yeats’s doubts and ﬁ]}e
questioning in “[The] Man and the Echo”: “Did that play of mine send s:m};
Certain men the English shot?’ (Yeats 1992: 392). Yeats is referring, of
course, to events in Ireland during Easter 1916, and the possibility thaf’h?s :
nationalistic drama, Cathleen ni Houlihan, had played some part in
determining the actions and subsequent deaths of the leaders of the uprisin
But Auden’s poem can only have been read in the context of more Mmedmge
political upheavals and the imminent threat of another Ewropean
conflagration. o
Like Yeats, Auden was a public figure. His poems and plays were reaq
by his contemporaries as voicing their own thoughts and experience, while. .
the Establishment showed its recognition of his importance by awarding him -
the King’s Gold Medal in 1937. Auden was, therefore, in a unique position -
to understand the anxieties Yeats voiced about the tensions between a poet’s
duty to speak out and the possible repercussions and responsibilities of his or -
her so doing. : '
Stan Smith has provided arguably the clearest and most detailed account
of the nature of these textual exchanges (Smith 1994), charting their advent
with the publication of Yeats’s “[The] Man and the Echo” in The Aflantic -
Monthly and The London Mercury in January 1939, the month of Yeats’s
death, through to Auden’s elegy written the following month and first
published, without what we now know as the middle section of the poem’s- - -
triptych, in the New Republic on 8 March (with the revised version
appearing in The London Mercury in April), and cubminating in Auden’s
prose obituary “The Public v. the Late Mr William Builer Yeats”, which
appeared in the Spring edition of Partisan Review. Smith begins his essa
by quoting an extract of a letter Auden wrote to Stephen Spender in 1964,
letter which clearly shows Auden’s acknowledgement of Yeats as a poetic
father-figure while at the same time demonising him, in Smith’s words, as.
the “devil of rhetoric and political propaganda’™: L

maunthenticity, of everything which I must try to eliminate from
sonorities[...] {Smith 1994)

[0t Smith does not comment on, however, is the significance of the word
symbol” in this paragraph. Not only is Auden admitting the fact that he still
»ols it necessary to struggle with aspects of Yeats’s influence, but the very
1s in which this struggle is described are, to all intents and purposes,
spemselves an implicit acknowledgment of the mmportance he attached to
spects of Yeats’s art. Consciously or not, Auden is admitting that he has
qed the figure of Yeats as a symbolic foil for his own daemons, just as
Yeats used figures such as Maud Gonne, Lady Gregory and James Connolly
n the symbolic drama of his poetry. This is clearly the case in “In Memory
¥ i W. B. Yeats”, where Auden uses the occasion of Yeats’s death to voice
those anxieties which so powerfully ahimated his own poetry at this time.
E The elegy is not an isolated example of this process. While it clearly
mtegrates themes and images from Yeats’s poetry, it also points the reader
back in the direction of Auden’s “Spain”, written in early 1937, to the group
b of poems Auden wrote prior to arriving in the United States in January 1939,
and to those written in the immediate months after his amival. If, as Stan
mith suggests, the relationship between Auden and Yeats is oedipal, with
uden playing the role of Oedipus to Yeats’s Laius, then Spain and fascism
the crossroads at which they meet, with “In Memory of W. B. Yeats”
nctioning as a signpost. Published in 1940, Another Time can therefore be
read as Auden's cobesive and imaginative response to the political crisis in
Ewrope, the artistic crisis prompted by Yeats’s death, and the crisis of his

~ developing fascination with how human beings determine the ways in which
they live in relation t0 one another. And his symbol for this, as it was for
. Sophocles, is that of the “Just City™.

no fanlt of his, e has become for me a symbol of my own devil of

wn exile to the United States. Central to all three concerns was Auden’s

iy owrpoetry, —false-—emotions;,—inflated—rhetorfe; —empty— v
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“He’d done his share of weeping for Jernsalem”,
“Voluaire at Femey”, W. H. Auden.

The only new poem of Auden’s to be included in the double-;
was “Dover”. Written in August 1937, the town l:ec::()rr‘:e:;sSim3 ﬁfew Verse
loc_us fqr gmbivalent feelings, a watery crossroads of arrivalg :nc; de oo &
of 1c_lcahst1c ho_pes and the onset of harsher realities. The town als 4
I‘El’Illljld us of historical intersections between England and contine ] Bt
as evidenced by “the dominant Norman castle” and “Georgian hon.ls?st'rzl‘l Jorope
sense Dover is only the latest incarnation of those trc?ubled amdS - i
la:ndscapt?s that haunted Auden’s poetic imagination a decade earl; tr\%lblm-
dlffere:?t is that these earlier locations —mine shafts and dams " ha:t .
floors” and tramlines— though they might be man-made ;?ewash_mg*
abandoned or uninhabitable. Auden is now more specifically fécuselc-ie oiber
:rtl?g] alnd hoxI!frI we construct an environment in which to live moroail :;dc
ives.
©ical s. He has come down from the valleys and entered the polis. Or
The opening stanzas of “Dover” provide a view of the i
would be experienced from the ground but as it would be SCBtI? “f:;n?ot:]eas i
The eye of the poet moves at a tremendous pace, first showing u ?tllr.
approaches to the town —“Steep roads, a tunnel through the downs”i t?cf :
hurrying on to a “ruined pharos”, a “constructed bay” and an “almost clcaagrs
seafront. The tone of voice —cool, detached, descriptive— night have gOD:
from one of the documentary films Auden had worked on during the thirties.3
as might ‘the camera-like movement of the poet’s eye. Like mosE
dogun'{er}tailes of the fime it works hard to build up an illusion of
objegtxwty, an objectivity that convinces us of the authority of the speaker
not just because of the tome of voice but the fact that s/he seems to be
spca_.kmg at a clear remove from the events described. Countering this
rwc?tLlsm, hO}vevcr, are dctaj{s alerting us to the fact that Auden is concerned
rom”.exposmg a reality which, like the town itself, has “a vague and dirty
_ Throughout {he poetry Auden wrote in the 1930s he provides insights
into the economic realities of a contemporary England in steep economic
decline az‘l‘d about to become the world’s first post-industrial nation. Dover,
though a constructed bay”, now manufactures nothing. It is a place of faded‘
elegal_we and diminishing economic importance. Any short-term use it may
have is to help shore-up a British erpire already in retreat:
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Here live the experts on what the soldiers want
And who the travellers are,

~——Whom the Ships carry in-and out-between-the-lighthouses—- -——--
That guard forever the made privacy of this bay
Like twin stone dogs opposed on 2 gentleman’s gate:
Within these breakwaters English is spoken; without
Is the immense improbable Atlas. (Auden 1986: 222)

' The vision of England granted to Auden is, like Gloucester’s in King Lear,

one of preparedness for war, of spies and civilian informers, of disputed
inherited wealth, and fear and ignorance of the world “without”. Only at the
peginning of the fifth stanza does the poet show us the view from ground

level:

The eyes of the departing migrants are fixed on the sea,

To conjure their special fates from the impersonal water;
‘Ani filled with the tears of the beaten or calm with fame,

The eyes of the returning thank the historical cliffs:
“The heart has at last ceased to lie, and the clock to accuse[.”]

The images and the point of view are significant. The roll-call of foreign
countries Auden visited between 1934 and 1939 provides us with a list of the
world’s political hot-spots: Belgium and Czechoslovakia in 1934, Spain and
France in 1937, and, in 1938, Hong Kong and China. A pattern emerges in
Auden’s travels, one that sees him gravitating to places where the political
map was being redrawn by the re-emergence of repressed historical
grievances, and this at a time when he was looking to redefine the boundaries
between his personal and public self, and to negotiate for himself as a poet a
course between the two. “Dover” can therefore be read as charting the decline
of England as a world power, figured in the image of the aeroplane
superseding the ship (“Above them, expensive and lovely as a rich child’s
toy,/ The aeroplanes fly in the new European air,/ On the edge of that air that
makes England of minor importance”), an image which I will retum to later.
The poem also functions as a symbolic arena for the struggle between
Auden’s idealism and his awareness of pragmatic reality: between, as Auden
portrays it, the migrant convinced that his or her fate will be special, and the
wiser tears or thanks of the returning traveller, only grateful that “The heart
has at last ceased to lie, and the clock to accuse”.
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Auden’s personal experience of these two contr.
2 painful one. Other than a brief visit to Paris in%ﬂ?ti;;a
journey abroad had been to Spain to join the Tnternational Mo
right-wing opposition to the democratically-elected gov et again
exactly Auden did while in Spain is subjeét to conjecture Theoont
life he hun{;clf remained reluctant to discuss the experience 2 b
had upon his poetry was to become more and more clearly déﬁn:t;l the effect i
g ﬁ{(n a letter to ER Docld‘s‘qn 8 Deo_cmber 1936, Auden x;rrot .
1slike everyday political activities that T won’t do. them, b G T
3omethmg I can do as a citizen and now as a writer, and ’as L;t hete s
ependants, I feel I ought to go”. “Pleasé”, he added, “don’t tell anyorl::‘;% "
out

this”. Dodds wrote back i -
replied: ack asking for further explanation, to which Audep

T am not one of those who believe that pos

be directly political, but in a eritical ppertil;)yd lzejglhozse\;en should
beh_e_ve that the poet must have direct knowledge of tﬁrs’ I‘do
political events. It is possible that in some periods, the ont o
absoth and feel all in the ordinary everyday ljfe' perhl::;Oet e
Supreme masters always can, but for the secoﬁd ordg ;e
pamc_ulaﬂy today, what he can wiite about is what h; ;m
experienced in his own person. Academic knowled e i o
enough. (Carpenter 1983: 206-207) £ 18 not

ﬁ;]:d:c?‘ sorePly can have left Dodds in little doubt that the primary reasons for
u g e;;i,, to Spain were less_to do with supporting the Republic than with
§ Deeding an opportunity to test himself against the “supreme masters”
to &;cm;:r a social justification for his role as a writer. =
Yeats’s response to the deepening European crisi
capnmc?us. In his infamous introducgtion tg The Sfx.sfo‘:-fc? S‘:’Bzcc;ksag} ﬂ;;olc?::s't,
terse in 1936, as well as dismissing the poets of the First World W;
( [P]asswei §uffering is not a theme for poetry™), he made slighting reference
io the poptla::s3 and by extension the poetry, of Auden and his followers:
communisra is _their Deus ex Machina, their Santa Claus, their happj;
ggcghng, but speaking as a poet I prefer tragedy to tragi-comedy” (Coote 1998:
ma:)"T;ll? antl-{ology did ‘httle to endear Yeats to those looking for reasons to
: ﬂgm ise him and his poetry, amongst them writers whose primary
ntluences were the First W:orld War poets and a political situation in which
;ny C’I‘ltICISIn of communism could be read as tacit support for fascism.
reats's stewardship of the anthology would seem, therefore, a critical point
in marking him out as the antithesis of everything the Auden Generation

g_,_rere deep affinities between writers of the younger generation and the Yeats

S 4 recent anq
+ his Previoyg |

at of this pertod:
Throughoy his
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r. However, Louis MacNeice in his important 1941 study of Yeats’s
while prepared to acknowledge these differences, argues that there

The earlier Yeats had been too remote from fthe younger English-
poets of the Thirties], subsisting on fin de siécle fantasies. But
now he had broken into the twentieth century; he had been through

the fire.

It must be admitted that there was a certain snobbery in our new
admiration, a snobbery paralleled in Yeats’s own remark: “I too
have tried to be modem.” The woré “modern” is always relative.
‘What did Yeats’s modernity —a quality which in his youth he had-
violently repudiated— consist-in? As far as content goes [...]
Yeats was “modern” in the following respects. He had widened his
range [...], was now dealing fairly directly with contemporary
experience, some of it historical, some of it casual and personal.
As well as admitting coniemporary matter into his poetry, he was
also admitting moral or philosophical problems. And he was
expressing many more moods, not only the “poetic” ones. He was
writing at one moment as-a cynic, at another as an orator, at
another as a sensualist, at another as a speculative thinker. [...]
But on the whole it was Yeats’s dryness and hardness that excited

us. T. E. Hulme, in an essay on Romanticism and Classicism -

written some time before the Great War, prophesied an era of dry
hard verse in reaction against the Romantic habit of “flying up
into the eternal gases.” Yeats, who had flown up there himself, had
managed —on occasions, at least— to come down again.
Therefore, we admired him. (MacNeice 1967: 156)

“Dryness and Hardness™ the mixing of poetic registers and modes of
discourse, the admittance of the personal and the political, the contemporary
and the historical, and a willingness to try to keep his poetic feet on the
ground. Interestingly, MacNeice's summary of Yeats “the Modem” also
serves as a description of Auden’s techniques in a poem. like “Dover”. Where
the two men fundamentally differ, however, is in their reading of and
response to historical events. According to Yeats’s apocalyptic vision, war in
Europe could only bring about “Heaven blazing into the head:/ Tragedy
wrought 1o its uppermost”, with history a stage on which all “perform their
tragic play” (Yeats 1992: 341). It is the artist’s role, Yeats believed, to pick
up the pieces and begin again from scratch, and to do so joyfully: “Out of
Cavern comes a voice/ And all it knows is that one word “Rejoice™ (Yeats
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1992: 340). Though not without its iguiti
- U ambiguities, Auden’
much less “lofty”. Along with the tens of thousands 3113 sogLeS

women who made the journey, Spain offered him the op €I men

POrtuni

intervene personally, and to do something not only as a writer |, ¥ to—
Ut ag 4

citizen.

“He seeks the hostile unfamiliar place,
It is the strangeness that he tries to see”.
“The Traveller”, W. H. Auden.

“FAMOUS POET TO DRIVE AMBULANCE ”
have be_en forgiven for wondering whether the edi]g:r ﬂ‘j tigj)a’zige;cflﬁ et
not dec;dad to move the situations vacant colun‘m\onto the front e e
ambiguous was the; morning headline of 12 January 1937. What it 4 Shation
‘l'l’;h to, howevef: is the banality of Auden’s first-hand experienogw()?l ?;rhts
) v:?:: igf War’ . Pe;hz‘i‘ps the nearest he came to describing these banalitic:
N conta}ncd in “Musée des Beaux Arts”, where Yeats’s tragic visi
of human suffering becomes tragi-comic in “the dreadful martyrdom mu: S
its tl;:ours‘e! Anyhow in a corner, some untidy spot/ Where the dogs S(t:nm
:; ! trtl;:f(%%gnligesgng ;I;;: ;grturer’s horse/ Scratches its inmocent t%ehiﬁg
: : . Not only are human acti i
the redemptive power‘of Yeats’s “tragic joy”, but the;t;o;z ?e?;oe\?:c? “f;ecflmwtlf:h
i%ene complitely. This technique is similar to Tolstoy’s in his short store
holstomer™,* where the narrator is a horse, from whose point of vi y
evénts such as the senseless and cruel whipping of a serf are described g;
l(1n'us—)understood. Mac_Neice’s insistence that poetry be willing to take its
ead out of the clouds is fully realised in “Musée des Beaux Arts”, literally s
when we remember that the painting which is the subject of ’Lhe 4 g
stanzifa 1s‘i‘]:m§cgl}jel’s *The Fall of fcarus™, e
‘ “Musée des Beaux Arts”, written in Paris and Brussels duri
1‘-22-11:?12 0ff1938f39, can bg read as Auden’s considered reflections 1;15 $:
: d_s of war, his more mmediate response was “Spain”. Begun almost
mmediately after returning to England in March 1937, the poem was first
published in pamphlet form by Faber on 20 May, with its royalties donated
to th';h work of Medical Aid in Spain. , ’ ™
1ere are some interesting parallels to be drawn between the response to
éuden‘s poem and those which met Picasso’s painting of the bonlfbing of
uernica when it was exhibited in England at the New Burlington Gallery in

October 193 ; ; ‘
who had previously admired both artists to question these latest developments

their work. One of the acutest of those who responded positively was i

Ponse wyg

pickﬁd up

Audent
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8. Both poém and painting divided their critics and caused some

gtephen Spender. Replying to André Gide’s crincisms of Picasso, Spender
on the fact that Gide saw the failure of “Guernica” in terms of its

having become “excentric, it breaks away from its centre, or has no centre”
(Cunninghar 1986: 220). Spender had isclated a similar eccentricity in
's work a year earlier when, in “Oxford to Communism”, his
contribution to the Auden issue of New Verse, he offered a quizzical reading
of Auden’s work based, as the essay’s title suggests, on the tensions between
auden’s middle-class, High-Church Anglican background and his intellectual

and political convictions. The energy of Auden’s poetry, Spender claims, is -

fuelled by these opposing tensions, with his great gift being the ability to
find a vantage point that allows him to see and judge both clearly:

The subject of his poetry is the struggle, but the struggle seen, as
it were, by someone who whilst living in one camp, sympathises
with the other: a struggle in fact which while existing. externally is

also taking place within the mind of the poet himself[.] (New Verse

1937: 1%

The one poem above all others which most clearly articulates this position,
says Spender, is “Spain”.

Like Spender’s description of “Guernica”, the poem is “certainly not
realistic [and] is in no sense reportage”. It begins, as Humphrey Carpenter
notes, with one of Auden’s “hawk-like” views, the subject being not a place,
as it was to be in “Dover”, but time or, more properly, history. Carpenter
also states that one stimulus to Auden’s writing the poem was his having
read Musion and Reality: A Study of the Sources of Poetry by the young
critic Christopher Caudwell, killed in Madrid in February 1937. Caudwell
discusses in the book the radical changes affecting the modern world as a
result of economic forces. “These changes”, he wrote, “do mnot- happen
“automatically”, for history is made by men’s actions, although their actions
by no means always have the effect they are intended to have. The results of
history are by no means willed by any men” (Carpenter 1983: 217).
Caudwell clearly pre-empts the central concern of Auden’s elegy for Yeats,
that “poetry makes nothing happen”, but in March 1937 Auden, like Yeats,
was still concerned with the belief that poetry could and should effect change.
There were, however, hard choices to be made —*The conscious acceptance
of guilt in the mecessary murder”, as Auden bluntly put it in “Spain”.
Though this line was later changed to “The conscious acceptance of guilt in
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the fact of murder” (my italics) and, in 1965, the poem Was  omitieg

altogether from Collected Poems, the fact remains that on hig retum o

England Auden saw the war in Spain as a decisive point in Western history
one which would determine how the past could be read and the futyre sha
and saw too that the decisive influence in this “struggle” would Dot be the
appearance of some Deus ex Machina but active human involverent:

The stars are dead; the animals will not look:

We are left alone with onr day, and the time is short and
History to the defeated

May say Alas but cannot help or pardon. (Auden 1986: 212y

The problem Jay in determining what exactly was being fought for. The
ideals of the young were easily manipulated, and reports of events in Spain
were not exempt from being economical with the truth. Indeed, as Valentine
Cunningham says in relation to Auden’s poem, Spain became “all things to
all men (and women), it respond(ed] to whatever subjective needs the observer
[brought] to bear on it [becoming] very like Hamlet’s cloud formations, in
fact, very like a whale” (Cunningham 1986: xxxi).

To you I'm the

Yes-man, the bar-companion, the easily-duped:

I am whatever you do; I am your vow to be
Good, your humorous story;

I am your business voice; I am your mamriage.

“What's your proposal? To build the Just City? I will.
I agree. Or is it the suicide pact, the romantic

Death? Very well, I accept, for
I am your choice, your decision: yes, I am Spain™.

As these lines unfold, one motivating force predominates. Just as “Dover”
shows a town that is the focus for all manner of repressed emotions (“the
trains that-fume”, “the vows, the tears, the slight emotional signals”, and the
“Soldiers [...] in their pretty clothes/ As fresh and silly as girls™), so Spain
becomes a focus of frustrated sexuality.® The image Auden uses to gqlher
these disparate emotional threads together is that of the “Just City”.
Cunninghan writes:

AUDEN'S JEREMIAD a3

[)f Spain’s necessities, tested thirties writers in their lives, it also
provided tests for their writing. Bluntly put, thirties writing’s
preoccupation with questions of war, action, pacifism and the

to life in Spain. {...] Auden, for example, found it difficult to g0 on
praising bombing planes and helmeted airman after his Spanish
experiences. (Cunningham 1986: xxv)

There is every chance that as a “FAMOUS POET”, Auden was protected
from seeing much real front-line action. His experiences in Spain, therefore,
might not have been such to cause the change in his poetry Cunningham
suggests. What must undoubtedly have shaken him, and made him re-
evaluate his use of the kind of imagery mentioned by Cunningham, was the
aerial bombing of Guemnica on 20 April 1937 by German Junker 52s and
Heinkel 111s. Used, as Goering admitted in 1946, as a “testing ground”
(Thomas 1964: 419), Guemica proclaimed the futire of modern warfare: the
systematic terrorisation and destruction of civilian populations. If the “Just
City” remained an ideal, Guernica, a small market town with a population of
some 7,000 people swelled by upwards of 3,000 refugees, demonstrated the
latest threat to its fragile existence.

Auden’s poetry continued to show a fascination for towns and cities.
Between finishing “Spain™ and writing “In Memory of W. B. Yeats”, he was
to write poems about Dover, Oxford, Hong Kong, and Brussels. Images of
the city also appear in other poems, and always associated with the figure of
the artist. Rimbaud is located in a landscape of ‘“railway-arches”,
A E, Housman linked to both Cambridge and North London, and Voltaire
with Ferney. In “Matthew Arnold™, it is the poetic “gift” itself that is “a dark
- disordered city”. This relationship between the peet and the community in
< which he or she lives, works and writes, was analysed by Auden in “The Poet
and The City”. Some of his conclusions are amongst the most iconoclastic
he ever wrote:

A society which was really like a good poem, embodying the
aesthetic virtues of beauty, order, economy and subordination of
detail to the whole, would be a nightmare of homror for, given the
historical reality of actual men, such a society could only come
into being through selective breeding, extermination of the
physically and mentally unfit, absolute obedience to its Director,
and a large slave class kept out of sight in the cellars. (Auden
1975: 85)

~——possibility-of-heroism-{--}-came-suddentyvery sharply and mastily © -




314 MICHAEL MURPHY

Tn the light of what we know about his interest in eugenics, it is difficult no;
to read this passage as an implicit reference to Yeats, for whom aesthetio

considerations were wont to become confused with procreational. An example _

of this is found in his foreword to Essays and Introductions (1961),

poet”, Yeats claims, “is justified not by the expressiqn of himself, but by the
public he finds or creates™. He goes on 10 apply this rather Frankenstein’s-

monsterish argument to G. F. Watts and Dante C}abriel Rossetti and thejr
choice of unconventional female models: “Two painters created their public;
two types of beauty decided what strains of _blood would most Pr?va;_l” (Years
1961: 4). Yeats’s thinking may have been mﬂuepccd by Darwin’s discussion
in Descent of Man of the role played by aesthetics during the mating season
for animals and birds. But as the thirties progressed and he further developed
his conception of tragic joy, cne aspect of which was pbyswal perfection and
the full exercise of all one’s faculties, his continued interest in and active
support of eugenics, most fully articulated in On The Bo:lgr (1939), played
into the hands of the Fascists. That he also associateq eugenics with the ne?d
for a world war only further problematises the rclat,lonshlp between Yeats's
ideal of the “TJust City” (or “Just Ireland”) and Auden’s. _

Auden’s distrust of artists and their Utopian dreams also occurs in one of
the aphoristic paragraphs that make up The Prolific and the J?evourer, written
in the spring or summer of 1939, and which marks Al_ldef s first attempt al
working out the ideas that were 10 be later developed in “New Yea{ thte{
and, to some extent, “In Memory of W. B. Yeats™. :l“he l_J(_)ok, unf_imsl;ed, is
another example of what Spender meant by‘ Anden’s ability to live in one
camp while simultaneously sympathising W:lth the other. ‘

The title, taken from Blake’s The Marriage of Heavea:l am;’ tH gl!, is u_sﬂeld

explore the relationship between artist and politician in the

godi;de x::o:‘?d, agd the contribution both make to the building <_3f a “Just
City”. Rather than resolving the conflict betwccr} tl_ne two, Auc:len, ll?& Blal;e,
sees the necessity of their opposing views existing 1n 2 kind o fr@pve
tension or friction. The proper function of both the artist and the po 1t1_<:1ail,
he proposes, is to “seek to extend their expenence beyond the_ mjnmedli_a;tz ;{
given”. (Auden 1986: 396). Later that year, A!J.den was to do th1§ 3 ali I::-,w
way; by emigrating from England to the United States. He amv bmh
York, via Paris and Brussels, on 26 January 1939 and was greeted by cava)i
snow and ice blocks floating on the Hudson. The afternoon of his agwts
brought the news that Barcelona had fallen to Franco. Two days later, Yeal
died in the South of France.
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“Tears fall in all the rivers. Again the driver

snowstorm starts

Upon his deadly journey: and again the writer
Runs howling to his art”.

“Journey to Iceland”, W. H. Auden.

With its stark vision of 2 city in the grip of winter, the opening section of
Auden’s elegy for Yeats immediately alerts the reader to the fact that, like
“Spain”, the poem means to be neither realistic nor simple reportage. What

lesser extent, “Musée des Beaux Arts”, is the poet’s physical detachment
from what is being described. Where exactly is the poet speaking from, we
might ask, able to comimand this sweeping view of brooks and airports,
public statues and evergreen forests, rivers and “fashionable quays™? This
aloofness can in part be seen as dramatising an objectivity on Auden’s part,
one that withdraws from an emotional respense to Yeats’s death and therefore
allows him to consider the event in the light of its wider significance.

The effect of these opening stanzas is remarkably similar to the
experience described by Auden in his essay “American Poetry”, where,
analysing the differences between European and American writers, he focuses
on the changed relationship between the individual and landscape, a change,
he suggests, which can best be judged from the air:

It is an unforgettable experience for anyone bormn on the other side
of the Atlantic to take a plane journey by night across the United
States. Looking down he will see the lights of some town like a
last outpost in a darkness stretching for hours ahead, and realize
that, even if there is no longer an actual frontier, this is still a
continent [..] where human activity seems a tiny thing in
comparison to the magnitude of the earth[.] (Auden 1975; 358)

The city with its surrounding countryside described in the opening section of
“In Memory of W. B. Yeats” is a strange amalgam of primeval forests and
the contemporary world of airports and suburbs. Like the figure encountered
by the poet in Elior’s “Little Gidding”, Auden’s vision of the city and its
surroundings is  “a familiar compound ghost Both intimate and
unidentifiable” (Eliot 1969: 193). The city has become a necropolis, and the
poem, in its movements through, over and around that city/ body, assumes
the clinical air of an autopsy. The disinterestedness of the poetis also similar

——-Pulls-on-his-gloves and-in-a-blinding-— - - -—- -+ — - —-n

is striking about the opening stanzas, as with “Spain”, “Dover” and, to a
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to the poise of the airman in Yeats’s elegy for Robert Gregory, whq
“Somewhere among the clouds above™, looks down and declares::“Thoge tha;
Lfight I do not hate,/ Those that I guard I do not love” (Yeats 1992; 184). |
is not difficult to imagine Auden sympathising with the airman’s stateq
reason for taking part in the war: A lonely impulse of delight/ Drove me to
this tumult in the clouds”, and that this image from Yeats may have
prompted the images of helmeted airman that occur in his own poetry.

News of Yeats’s death and the fall of Barcelona seem to have fused ip
Auden’s imagination. The vision of the dying man's stricken body as a city
beset by rumours, by the failure of electrical supplies, by emptying squares
and silent suburbs, had a very real correlative in the experience of Bazcelona,
Guernica and other Spanish towns and cities. While what is most often
remermbered about the elegy is the phrase “poetry makes nothing happen”,
the significance of this is only fully understandable if we recognise the fact
that many of the writexrs who fought in Spain believed the exact opposite,
that their being in Spain would indeed make something happen by helping
secure the elected power of the lefi-wing government. Though Auden’s
political ideals may have been irrevocably shaken by his experience, Spain
remained, as he had written in his letter to Dodds, an opportunity for him to
do something as a citizen and a poet. The Fascist victory may have confirmed
Auden’s growing doubts of ever successfully resolving the tensions between
the two, in which case “In Memory of W. B. Yeats” becomes a record of his
determination to continue writing but also to be free of the illusion that the
activity of itself could make any significant political or social changes. Spain
had also shown that the youthful dream of “poets exploding like bombs”
could happen all too literally and still fail to make the desired thing happen;
while Lorca’s murder in July 1936, only two days after the outbreak of the
Civil War, was a brutal waming that the poet could no longer take it for
granted that he or she had any part to play in the constitution of the “Just City™.

Three times within the ten-lined second section of the elegy, the word
“survive” appears in connection not with Yeats, who has yet to be mentioned
by name, but with poetry in general. Threatened by “physical decay”, “hurt”,
“madness”, “isolation” and “grief”, poetry retreats “to the valley of its
saying” and becomes “A way of happening, a mouth”. While Auden offers us
the example of a poet alienated within a Iandscape that contains the
possibility of tragic suffering, it is also one he firmly locates within an
economic, and therefore political, climate. The poet’s experience of “the
parish of rich women” is balanced by the wider world of the first section of
the elegy, where “the poor have the suffering to which they are fairly

L,
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accustomed,/ And each in the cell of himself is almost convinced of his
ﬁeedom”. y

_In_his biography of Auden, Richard Davenport-Hines_describes the. poet’s
mood during the early months after his arrival in the States as “a mixture of
apprehension and zest” (Davenport-Hines 1996: 182). The elegy for Yeats
would seem to confirm this. Balanced between affirmation and disavowal of
the poet’s role, Auden knows he has escaped the stifling, negative influences
England had come to represent for him but, like the free man at the close of
“In Memory of W. B. Yeats”, he is still at the stage of needing to learn “how
to praise”.

It is possible that Federico Garcia Lorca’s “Lament for Ignacio Sénchez
Mejias”, his elegy for the death of a bullfighter friend, may also have played
a part in influencing Auden’s elegy. It seerns highly likely that Auden was
familiar with Lorca’s work by early 1939. Both poets had been published in
New Writing,® and Stephen Spender had translated several of Lorca’s Iyrics,
amongst them “Adam” from Poer in New York. We can imagine Auden
being interested not only in Lorca’s treatment of homosexuality in this poem
but in hearing of the formative influence New York played in shaping his
political and artistic sympathies. Auden may also have bome in mind the
deep sense of unease and alienation that pervades Poet in New York while he
was himself deciding to leave England. _

This is a matter for conjecture. If we compare the two elegies, however,
some interesting parallels do emerge. “In Memory of W. B. Yeats” begins

© with specific mention of the time of Yeats’s death —*the dead of winter”,

where “dead” might also mean “dead-centre”, the exact middle— while Lorca’s
opening stanza insists that the reader be aware of the exact time of the
bullfighter’s death:

At five in the aftemoon.

Exactly five in the afternoon.

A boy fetched the white sheet

at five in the afternoon.

A basket of lime made ready

at five in the afternoon.

The rest was death and death alone

at five in the afternoon. (Garcfa Lorca 1992; 189)

“At five in the afternoon” continues as a refrain throughout the opening
section of the poem, just as “O all the instruments agres/ The day of his

death was a dark cold day” is repeated at the end of Auden’s first and last

stanzas. There are other incidental similarities between the opening sections,
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specifically the images both poets use to build up a picture of a city: Auden’s
suburbs invaded by silence become, in Lorca’s elegy, “Silent groups op
comers”; and Auden’s “the importance and noise of tomorrow/ When the
brékers are roaring like beasts” has its possible equivalent in Lorca’s “the
crowd was breaking windows”. ' . )

Admittedly, Auden’s poem is in three sections and Lorca’s in four. Both,
however, are governed by a structure which moves from the wban to the
rural, a movement which signals a return to the classical topos of elegy with
its traditional setting of a pastoral landscape. What is also striking is that
both poems end with the poet contemplating the absence of‘ the dead person
or, more properly, the nature of what it is about them {ha? Is now missing.
For Lorca’s devout Catholicism, the answer is simple: it is the soul that is
absent. For Auden, it is more complicated: Yeats is no longer even regarded
as a body, becoming instead a vessel “Emptied of its poetry™. ‘

The ambiguous natwre of the “vessel” Yeats’s body has, in death,
become, suggests ritual funerary rites and the burying gf amphora stocked
with grain and wine, or a ship to help the departed on their Journey across to
the New Life on the Other Side. Read in this context, the emptied vessel can
be seen as referring to the painted sarcophagi in which Yeats admitted a
youthful interest, while the poet’s grave becomes the Cavern out of which
“0ld Rocky Face™ speaks in “The Gyres™

For painted forms or boxes of make-up

. In ancient tombs 1 sighed, but not again;
What matter? Out of Cavem comes a voice
And all it knows is that one word “Rejoice™.

Auden’s imaginative sympathy with the dead poet is now‘such that he echoes
Yeats’s use of the “voice/ rejoice” rhyme used in both “[The] Man and the

Echo” and “The Gyres™:

Follow, poet, follow right
To the bottom of the night,
With your unconstraining voice
Still persuade us to rejoice.

The significant difference in the two poems in which Yeats uses this
particular thyme is that while “The Gyres” shows the poet greeting the
destraction of civilisation with shouts of encouragement, “[The] Man and the
Echo” is full of doubts and hesitations which show the poet, as Daniel
Albright has commented, in a mood of “dismal self-interrogation” (Yeats
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1992: 838). In his use of this rhyme and its implicit acknowledgement of
both of Yeats’s poems, Auden is highlighting the thin line separating

exuberance and despair. Though the poet’s voice has the capacity-to—free us, . - - - -.

doubts remain and we are in constant need of being persuaded to rejoice. Just
such ambiguities are acknowledged by Lorca in his essay on the duende.
Great art, Lorca forcibly argues, is only possible when the artist is acutely
aware of the presence of death:

The duende does not come at all unless he sees that death is
possible. The duwende must know beforehand that he can serenade
death’s house and rock those branches we all wear, branches that
do not have, will never have, any consolation. [...] With idea,
sound, or gesture, the duende enjoys fighting the creator on the
very rim of the weil. Angel and mmse escape with violin and
compass; the duende wounds. In the healing of that wound, which
never closes, lie the invented, strangest qualities of a man’s work.
(Garcia Lorca 1980; 49-350)

These parallels should not lead us to conclude that Auden was in any way
simply rewriting Lorca’s masterpiece. He may well have used it as a model;
he may well have recognised similarities between his own present situation
in New York and Lorca’s a decade earlier; he may even have begun the
process of reassessing Lorca’s brutal assassination in the light of subsequent
events in Spain, culminating in the fall of Barcelona, and Yeats’s refusal to

engage in any significant defence of the Spanish government or rebutizl of

fascism. What is indisputable is that for almost two decades Yeats’s poetry
had provided, in Rilke’s words, a “practised distance, as the other”” for Auden
in a way that parallels Lorca’s association of himself, the poet, and his
friend, the bullfighter.* By physically removing himself from the Old World
to the New, Auden may have hoped to discover a distance which would
enable him to slough off Yeats’s influence. But to do so meant immersion in
Yeats’s poetic personality to such an extent that, as Joseph Brodsky has

commented, the elegy’s very structure became “designed to pay tribute to the

dead poet [by} imitating in reverse order the great Irishman’s own modes of
stylistic development” (Brodsky 1986: 361-362).

As Brodsky says, the intertextual references that litter the elegy are not
limited to individual lines alone. With its structure like 2 time-lapse film run
backwards, “In Memory of W. B, Yeats” can be seen as a reconstruction of
Yeats’s corpus through the re-integration of isolated examples of his poetic
style. Having become his admirers and been “scattered”, like the pieces of
Orpheus’s dismembered body, “among a hundred cities”, Yeats’s poefry is
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reassembled by Auden to create a modified form of meaning, one which
allows the poet, again like Orpheus, to continue singing even after death,
And in this assimilation of what Ian Gibson calls “the mythical view”,
Auden is once again imitating, or modifying, an aspect of Yeats’s art. Even
in death, it must have seemed to Auden, Yeats was dogging his footsteps.

Vv

“They sang, but had no human tunes nor words,
Though all was done in common as before,

They had changed their throats and had the throats of birds”,
*Cuchulain Comforted”, W. B. Yeats.

Auden wrote in “Yeats As An Example™:

A poem such as “In Memory of Major Robert Gregory” is
something new and important in the history of English poetry. It
never loses the personal note of a man speaking about his personal
friends in a particular setting [...] and at the sametime the occasion
and character acquire a symbolic and public significance. (Callan

1983: 163)

One of the things Auden admired about Yeats’s verse was that it restored
gravitas to the occasional poem, and in doing so re-enabled the poet to speak

about public people and social events. He developed this theme in “The Poet
and the City™ '

All attempts to write about persons or events, however important,
to which the poet is not intimately related in some way are now
doomed to failure. Yeats could write great poetry about the Troubl_es
in Ireland, because most of the protagonists were known fo him
personally and the places where the events occurred had been
familiar to him since childhood. (Auden 1975: 81)

The third and concluding section of Another Time is called “Occasional
Poems” and contains, as well as the Yeats elegy, a re-written “Spain” {now
entitled “Spain 19377, as though to highlight the provisional nature of ths
original), elegies for Emst Toller and Sigmund Freud, “Septe::pber 1, 1939
and “Epithalamion”. It is, to say the least, a remarkable grouping of poems,
and shows Auden fully engaged with the issue of the poet’s right to speak
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out on behalf of fellow citizens in times not only.of personal grief and

celebration but of political and cultural crisis.
Though the structure of Another Time shows Auden acknowledging his

debts to Yeats, it also contains a measure of rebuke. Yeats’s Last Poems
were published posthumously in 1939 and the collection ends with
“Politics”, prefaced by an epigraph from Thomas Mann: “In our time the
destiny of man presents its meanings in political terms”. Yeats includes the
quote only to dispute Mann’s belief, arguing that: “How can I, that girl
standing there/ My attention fix/ On Roman or on Spanish politics™. It
seems highly unlikely that Auden would not have read Yeats’s poem without
some wry amusement, Mann was of course Auden’s father-in-law, Auden
having married his daughter, Erika, in 1935 so as to ecnable her to. gain a
British passport and to escape Nazi Germany. The Manns were also among
Auden’s closest friends when he arrived in the States and they introduced him
to a wide range of other European exiles and immigrants.

In November 1939 Erika’s sister, Elizabeth, married Giuseppe Antonio

‘Borgese, an event Auden celebrated by writing “Epithalamion”. Just as

“Spain” makes connections between sexual frustration and war, S0
“Epithalamion” draws a parallel between Elizabeth Mann’s marriage to ber
Ttalian husband and the altogether less peaceful concord drawn up between
Nazi Germany and Fascist Italy. Individual lives, Auden seems to be saying,
are related to, if not coterminous with, wider political events, with marriage
acting as a microcosm for all social relations, including those between
neighbouring states. There is a sense, therefore, in which “Epithalamion” is a
direct refutation of the emphasis Yeats places on buman behaviour in
“Politics”, where the sexual and political must be kept apart. “In Memory of
Ernst Toller” sustains and extends the critique.

Toller was a German dramatist and poet who Auden first met in Portugal
in 1936, and whose work he admired enocugh to agree to help translate the
Iyrics to Toller’s satirical play No More Peace! From 1919 to 1924, he had
been imprisoned for his part in the Communist uprising in Bavaria and was .
eventually forced to leave Nazi Germany in 1933. Finally emigrating to the
States, Toller suffered a brief unhappy stint as a scriptwriter in Hollywood,
before moving to New York. Convinced that his plays were now passé, he
hanged himself in his Manhattan hotel in May 1939.

Desperately unsure of how he would himself be received in the States,
Auden must have been particularly struck by Toller’s death. He may also
have known of Toller’s mieeting with Yeats in London in October 1935,
when Toller tried to persuade Yeats, then Nobel Laureate, to support the
movement to have the imprisoned German writer, Carl von Ossietsky,
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awarded the Nobel Peace Prize. The award would almost certainly have m
that Ossietsky would have been released by the Nazi authorities. Yiant
refused, saying that he knew nothing about Ossietsky as a writer and that a‘ts
was no part of an artist’s business to become involved in affairs of thig kmdlf
(Coote 1998: 544). If Auden knew of this meeting and Yeats’s refusa] 1o ald
his considerable influence to those trying to release the imprisoned man his
use of the “voice/ rejoice” rhyme in the elegy for the disillusioned T’Ollel'
becomes a damning indictment of Yeats’s concern, in “[The] Man and the
Echo”, that certain of his actions as a poet may have lead to the murder of
Irish Nationalists.

Auden’s response to Yeats’s doubts in “In Memory of W. B. Yeats” is o
affirm the poet’s role, however circumscribed. This “affirming flame”
however, is all but extinguished in the opening lines of the elegy for Toller: ’

The shinjng nentral summer has no voice
To judge America, or ask how a man dies;
And the friends who are sad and the enemies who rejoice

Are chased by their shadows lightly away from the grave
Of one who was egotistical and brave,
Lest they should learn without suffering how to forgive,

Whispering to Toller that, dead, he could enjoy a world where there was no
evil and therefore “no need to write”, Death infervenes. Only this time there
is no voice straining from the tomb. The poet is silent. It is his enemies
who now rejoice.

Weather, sé sympathetic to the poet in the Yeats elegy, is here “neutral”,
perbaps satirising Yeats’s professed neutrality in the case of Ossietsky. In
?is context, it is difficult not to read the sixth stanza as another side-swipe at

eats:

Dear Ernst, lie shadowless at last among
The other war-horses who existed till they’d done
Something that was an example to the young.

Yeats’s example, Auden must have believed, was riddled with contradictions:
that while he was admitting moral or philosophical problems into his poetry
he was, in his private life, unwilling to take a decisive stand on an issue of
exactly this kind. And while Auden was willing to imitate Yeats’s example
artistically, morally and philosophically he had to turn his back on him.
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The figure of the exile and migrant dominates Another Time. Voltaire,

Rimbaud and Edward Lear find parallels in the contemporary world: Yeats
dying in France, Toller in New York and Freud, “an important Jew who died

in exile”, in London. Amongst their number sits Auden, exiled like
Thucydides from the demos, “Uncertain and afraid/ As the clever hopes
expire/ Of a low dishonest decade™ Tt is therefore not surprising that his
thoughts return to the ideal of the “Just City”, a place where all men and
women can live in creative sympathy, a place where, as he says in
“Epithalamion’:

Though the kingdoms are at war,
All the peoples see the sun,

All the dwellings stand in light,
All the unconquered worlds revolve,
Life must live. '

It is a vision he goes on to associate with art and artists:

Vowing to redeem the State,
Now let every girl and boy

To the heaven of the Great

All their prayers and praises lift:
Mozart with ironic breath
Turning poverty to song,
Goethe ignorant of sin

Placing every human wrong,
Blake the industricus visionary,
Tolstoi the great animal,
Hellas-loving Htlderlin,
Wagner who obeyed his gift
Organised his wish for death
Into a tremendous cry,

Looking down upon us, all
Wish us joy.

In The Prolific and the Devourer Auden wrote, more than a little tongue-in-
cheek, that one of the reasons why he knew fascism was bogus was that it
was “much too like the kinds of Utopias artists plan over café tables very late
at night” (Auden 1986: 405). The disparity between these Utopian dreams and
the vision with which “Epithalamion” concludes allows Auden to hand
responsibility for the creation of the “Just City” not to artists but to ordinary
“girls and boys” who, inspired less by the actions of artists than by the products




324 MICHAEL. MURPHY

of their art, will build the “City” for themselves. “Life must |;
us joy”. Gaﬂn:_red like fairy godmothers invited to bless fEllll;:b}f:LL Wish
wedding, the Litany of musicians, poets and novelists look dor Menns
c]ouds’ and provide a counterpoint to the hawk-like airmen \‘:111]
JAuc!en $ imagination throughout the thirfies, terrorised the Skf) hauntq
Spain, and were even then preparing for war “in the new EBuropean a;,i? above
. 'Ih;cre”m a famous anecdote about Picasso handing out post.
Guemlf:a to Ger.man officers who visited him in his studio duncgrds of
occupation of Paris. Asked by one bemused officer “Did you d oy th?
Picasso is reported to have answered “No, you did”. True or not, 31 s,
neatly Swmmarises the complex issues involved in the relationshj t:: ooy
art, pol’mcal action, and history. John Berger, in his inﬂuenﬁalpst :1W o
Picasso’s art, Successand Failure of Picasso, argues that “Guernica™ i;I 1y of
Tepresentation of modern warfare and “the specific kind of desolation to “?125 ]:
it ]eac?s than an a}legorical painting which protests not against a '1;1
historical event‘vnth specific historical causes and effects but a a?;e? “c
massacre of the innocents at any time”. The problem, argues Bergfr issch .
Picasso abstracts pain and féar from history” (Berger 1965: 167-169) ' *
. Throughout the poems collected in Another Time, Auden wérke;d to
strike a bal.ance between exactly these tensions. If he' observed events fr
too subjective a position, the historical causes would become blured and ?11;1
defined; assume too lofty a perspective, and he would become the author ot-“
vague abstractions. One of the ways Yeats handled this same problem was t
balance figures such as Cuchulain and Pearse, the mythical and the historicalo
not only within the same poem but often within the same line: ‘When
Pearse §umm0ned Cuchulain to his side,/ What stalked through the Post
Office? (&"'eats 1992: 384). The significance of contemporary events is
therefore given meaning in their juxtaposition to the mythical,

Though Auden’s practice is rarely so stark, Another Time is a clear
example of the lessons he learnt from, and the debt he owed, to Yeats’s
1nﬂqence. As he himself said in relation to poems included in the final
section of the collection: “These elegies of mine are not poems of personal
gnef. Freud I never met, and Yeats I only met casually and didn’t particularly
like him. Sometimes a man stands for certain things, which is quite different
frqm wpat one fge_ls in personal grief” (Callan 1983: 164). Though hardly
umque in recognising the limited claims subjective experience has to being
::halled Truth, Auden stood alone amongst his generation of English writers in

e lengths he was prepared to go to gain a vantage point from which history
and hgman actions might be recognised, read and interpreted. The effort was
not without its cost. Ultimately, we might say that Auden was condernned to

Jeremni
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sition where all he could do was to look back and, like the prophet
ah, lament the loss and destruction of Jerusalem without being

hysically able to do anything to remedy it #8°

i po

NOTES

! Cunningham 1986: 56-57. Asked, in 1937, to “take sides on the Spanish
war”, Eliot responded by saying: “While I am naturaily sympathetic, I still feel
convinced that it is best that at least a few men of letters should remain isolated,
and take no part in these collective activities™. Though less Parnassian, Pound’s
rosponse was typically pugnacious: “Questionaire an escape mechanism for
young foels who are t00 cowardly to think; too lazy to investigate the mature of
money, its mode of issue, the control of such issue by the Banque de France and
the stank of England. You are all had. Spain is an emotional luxury o a gang of
sap-headed dilettantes™.

2 See Carpenter 1983: 215. ““He was unwilling fo talk about his
experiences”, wrote Isherwood, who saw him immediately on his return, “but they
had obviously been unsatisfactory; he felt that he hadn’t been allowed to be really
useful”. Stephen Spender recorded much the same thing: “He returned home after a

FE)

very short visit of which he never spoke™.

3«The phrase “tragic joy” appeared in a 1904 Samhain, where it already had
the sense of unearthly repletion and detachment: tragic heroes “seck for a life
growing always more scomful of everything that is not itself and passing nto its
fullness, perfectly it may be —and from this as tragic joy and the perfectness of

tragedy— when the world itself has slipped away in death™. For a fuller
discussion see Daniel Albright's commentary in Yeats 1992: 768-771.

*The story is the subject of Victor Shklovsky's “Art as Technique”, in which
he develops the theory of ostranenie (making sirange). See Rice 1992: 17-21.

*The theme of sexual and emotional frustration is examined elsewhere in
Another Time, notably in “Three Ballads” from the collection’s middle section:
“Lighter Poems”. “Victor” is reminiscent of Biichmer's Woyzeck, telling of a
man’s sexual betrayal and insecurities, and how he is commanded by God to
murder his promiscuous wife. In “James Honeyman”, the affection-starved child
grows up to become an emotionally repressed “hero” who invents a deadly poison
which he sells to a foreign power, only to have it later used to kill civilians,
amongst them him and his family: “Suddenly from the east/ Some aeroplanes
appeared,/ Somebody screamed: “They’re bombers!/ War must have been
declared!™ Auden’s tragicomedy continues in “Miss Gee”, the story of a woman
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who “_passed‘by the loving couples/ And they didn’t ask her o stay®
se;guahty denied, “her clothes buttoned up to her neck”, she develops Cancz Py
as if there had to be some outlet/ For [...] foiled creative fire™) and dies. v (s

® Auden first published “Lay your sleeping head, my love”, «
Beaux Arts”, “The Novelist”, “Refugee Blues”, “The Leaves of Life” apg «
Memory of Emst Toller” in New Writing. Lehmann also published translat?gn In
Lorqa’s “The Dawn” (trans. A. L. Lloyd) and “Song” (trans. Stanley Richau'dsS o
In his 1946 anthology, Lehmann has this to say about poetry and the civi] o).
Spain: ' warin

The Spanish War is a gloomy milestone for creative Write

marking as it does the second descent of the twentieth century inrts,
the violence of International anarchy, a descent made the mo .
destructive for them by the waming ideologies with ‘.w\rn'rfe
empires. Rare and lucky were the poets who could find the calm anﬁ
leisure in the midst of such events for continuous poetic creation at
the deepest level; and yet these evenis, by the passions the

excited and the drama they manifested, involving the oldest be]ief§
and allegiances and spiritual hankerings of our civilisation, were
material that most young poets would find it difficult to refuse iy
any age. Owr age, however, has been distinguished above all ages
by the tendency, in all fields of activity, to exploit whatever
comes to hand as immediately and intemsively as possible
(Lehmann 1946: 5-6) ’

"Rilke 1980: 147. The poem, “To Music™, contains these lines:

O you the transformation

of feelings into what? —: into audible landscape.
. . . the most practised distance, as the other
side of the air;

pures

boundless,

no longer habitable.

I@e_tul;ning, with this in mind, to Auden’s critique of Yeats’s “empty
sonorities”, we can see how “In Memory of W. B. Yeats” can be read as displaying
tl};s absence, this loss of voice in the image of the city gradually “invaded” by
silence.

*Time and again in “Theory and Function of the Duende” Lorca returns (o the
example of the bullfighter when he wants to clarify what he has to say about the
nature of poetry. The death of Sanchez Mejias quickly assumed, therefore, the

» “Palais (sic) geg
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status of prophecy for Lorca: “Ignacio’s death is liké mine, the trial mm of mine”,

_he is reported to have said (Gibson 1990: 391). This extraordinary sense of

empathy for his dead friend and the circumstances of his death remained with Lorca

“for the Temaining tswo-years-of his tife—A-bulifighter's -death;-he explained;--had -~ -~

pothing to do with sport but was “a religious mystery”, “the public and solemn
enactment of the victory of human virtue over the lower instincts [...] the
superiority of spirit over matter” (ibid.: 391). Such a “mythical view”, as lan
Gibson calls it, is not dissimilar to aspects of the final section of Auden’s elegy
for Yeats.
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Between June 11th and July 4th 1936, the New Burlington Galleries in |.
London played host to a further noisy assault on that cosy, common-sense '
bugbear of the avant-garde, consensual representational reality —the i
International Swrrealist Exhibition. A green-haired André Breton and his &
green-clothed wife opened the exhibition. Paul Eluard and Herbert Read
delivered their lecture on “Art and the Unconscious” while perched on the 1
backrest of an increasingly unstable sofa. Salvador Dali was almost ||
asphyxiated after giving his paper clad in a diving suit whose helmet became '
stuck. Among the others involved were a young woman carrying 2 false leg I,
and a bunch of roses in one hand and a raw pork chop in the other, and a lis
young man who offered visitors cups of boiled string, asking “weak or i
oy o : strong?” The young man was Dylan Thomas. He later read his work at one of }
'l"1 _ _ © the evening events along with Paul Eluard, Samuel Beckett and David ."
) ' Gascoyne.' : _

1; : . : Thomas’s involvement in the 1936 Exhibition is frequently dismissed as _ ‘r
11 o inconsequential by a bevy of contemporary critics unwilling to take into B
Ay . account the modernist and, more particularly, surrealist elements in his work. i
T Lurking behind the margins of such readings, which often amount to little it
' more than a kind of bardological empiricism, are attempts to secure i
Thomas’s canonical status by situating him in a metaphysical or romantic i|s.

ol . __
! . 1',?& ' tradition. Criticism of this sort has dominated Thomas studies over the past ;l|;
T ~ thirty years or so, and even those dissenting voices keen to establish a more N

f'& % positive relationship between Thomas and surrealism have tended to rely |!|55:

- upon the same monolithic model as those eager to play down its influence. A

L X ' Paul C. Ray, for example, suggests that “of the major poets of our time,
- Dylan Thomas was the one most influenced by surrealism”, but later claims I

g i
‘ : 3 Misceldnea: A Journal of English and American Studies 20 (1999): 329-340 |
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QUARRELLING WITH THE OUTSIDE
EATHERS: DYLAN THOMAS AND

SURREALISM ™

CHRIS WIGGINTON
SWANSEA UNIVERSITY

Between June 11th and July 4¢h 1936, the New Burlington Galleries in
London played host to a further noisy assault on that cosy, common-sense
bugbear of the avant-garde, consensual representational reality —the
International Surrealist Exhibition. A green-haired André Breton adl his
green-clothed wife opened the exhibition. Paul Eluard and Herbert Read
delivered their lecture on “Ast and the Unconscious” while perched on the
backrest of an increasingly unstable sofa. Salvador Dali was almost
asphyxiated after giving his paper clad in a diving suit whose helmet became
stuck. Among the others involved were a young woman carrying a false leg
and a bunch of roses in one hand and a raw pork chop in the other, and a
young man who offered visitors cups of boiled string, asking “weak or
strong?” The young man was Dylan Thomas. He later read his work at one of
the evening events along with Paul Eluard, Samuel Beckett and David
Gascoyne." _

Thomas’s involvement in the 1936 Exhibition is frequently dismissed as
inconsequential by a bevy of contemporary critics unwilling to take into
account the modernist and, more particularly, surrealist elements in his work.
Lurking behind the margins of such readings, which often amount to little
more than a kind of bardological empiricism, are attempts to secure
Thomas's canonical status by situating him in a metaphysical or romantic

tradition. Criticism of this sort has dominated Thomas studies over the past -

thirty years or so, and even those dissenting voices keen to establish a more

- positive relationship between Thomas and surrealism have tended to rely

upon the same monolithic model as those eager to play down its influence.
Paul C. Ray, for example, suggests that “of the major poets of our time,
Dylan Thomas was the one most influenced by surrealism”, but later claims

Misceldnea: A Journal of English and American Studies 20 (1999): 329-340
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that “whereas they achieved their results by immersing ¢

automatism, Thomas achieved his by remaining in luig hemselyeg i
control of .o
it

mgter_ial_s and intentions™ (1971: 277, i i
this limited (mis)conception of suntalfngl):stsh;mtzlrlg MCIE‘I shall ar
partly responsible for, in Alan Young’s words, “thg f};;ycmc :
f;rg::]lgft% afpre;ilatc the modernity and seriousness of ltlhi gir]
sories of e{c;lne omas, who most successfully combined tr Fooms and
st nts in his quest for a solution to seri tionsl ang
queslnotxllls l(éggl: 222)2 HOUS metaphysicy)
n the ' s, the New Country poets consistent]y lin
.t‘;a:l )S'fugi;flhsm which they Tega{'de? as at odds with th);i: ol;::: :;Iljgzm:s . o
per: writi‘:fs Is:};c:l\}f thl\e/ilt, deslpne Impressing, Thomas was seen ffs awll;ljtmg'
T s - o is MacNeice, ’:for example, referred to the « tor-
Rtephon S _?nsen:s:: images” of Thomas’s work (1938: 150 1'fégeahst
>t intelliggnt er it \:&ﬁ Just poetic stuff with no beginning nor e:nd 31)1 To
gL ¢ Intelligible control” (in Thomas 1985: 297}, Yet 1ape,
oo outstaas df refusal to toe their particular poetic line that' mak; 1 is
o 0 outsi I}‘Alliﬁ and gemzmds l.hat‘ it be considered as more thanl?i his
(b 16300 e A then% ., po?-expeqmental, discursive poetic histcSl > ?
opposed a1 e tOatth omas’s own imploded modernist poetic, howrgvo
norm of the New Counrr; pclul:tﬁn 2:tlic];ehl}7;1;c&r-iraﬁona1;hpolilicalIy o poc;ré
: ‘ i s I surrealist terms conti
I;fh:::w;iux?gl ms:l}lsplcxon. The lip-service given to surrealism E;tmau;z .
P S st s o e FO
cu rd the avant-garde in Thomas’s work, but af
suspicion of the authenticity and validity of surrealist practice in ol
. rell\ggzg ?i ttlfeu;c}zﬂl;nin;ss of critics to take surr};alj.sm serigoilz;?l:eithcr
himself who, six months prio?i?)s?hgre:{l}ﬁﬁtiﬁ:,nwrx{ogt% stems from Thomas

i:‘?:re h\;e;yﬂ li;;lei tidt;a\ h\:hal: swrrealism is; until quite recently I had
+ 1 have never, to my knowledge, read e

Sptafl*?glll‘arglltle gftiuirtflihst llte;'ature; my acquaintance with Fr-*:nvci1 i:
t ) ben of my aunt”; T have not read any French

Et;;tsr]y,t elth\efr: in the ongma.l or in translation, since 1 atteiapted to
exanﬁa e  Victor Ir_Iugo In a provincial Grammar school
Sxam rElatu:m, and failed. All of which exposes my ignorance of
cont m;;o;ea.ry poetry [...]. T must confess that I read regrettably
rn poetry, and what “fashionable poetry” I do come

British Critics

3

i
.

L' ack dismissing surrealism in h
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across appears to be more or less communist propaganda. T am not
a communist, {1985: 205}

one by Richard Church, then the poetry editor of Dent, whose
comments, “1 look upon surrealism with abhorrence [...]- I am distressed to
et its pernicious effects in your work” (Thomas 1985: 204), very nearly
resulted in a rejection of 18 Poems. Little wonder then that Thomas wrote

is work with such gusto. In correspondence
with Edith Sitwell over Church’s near rejection of his first volume be even
grites of 18 Poems as “surrealist imitations” (1985: 210). Further, the

- jotion that the self-styled ‘Rimbaud of Cwmdonkin Drive”, an avid veader of
- and contributor to Transition, Contemporary Poetry and Prose and New
 Verse, had read no foreign or contemporary poetry is, according to
. Constantine Fitzgibbon, “a downright lie; he had read it all” (1965: 196).
- Even a cursory glance at Thomas’s Collected Letters, for example, falls upon
" the names of Stein, Jolas, Rimbaud and Cummings, and one of his best

friends was a translator of Rimbaud: Norman Cameron.

If critics have taken too literally Thomas’s dismissal of his work as
surrealist, they have also accepted too readily his namow definition of
surrealist practice, citing Thomas’s later discussion of surrealism, in his
“Poetic Manifesto” of 1951, as often as his earlier dismissal:

1 do not mind from where the images of a poem are dragged up: drag
them up, if you like, from the nethermost sea of the hidden self;
but before they reach paper, they must go through all the rational
processes of the intellect. The Surrealists, on the other hand, put
their words down together on paper exactly as they emerge from
chaos; they do not shape these words or put them in order; to them,
chaos is the shape and order. This seems to me exceedingly
presumptuous; the surrealists imagine that whatever they dredge
from their subconscious selves and put down in paint or in words
must, essentially, be of some interest or value. I deny this. One of
the arts of the poet is to make comprehensible and articulate what
might emerge from the subconscious sources; one of the great
main uses of the intellect is to seleci, from the amorphous mass of
subconscious images, those that will best further his imaginative
purpose, which is to write the best poem he can. (1971: 150}

gut just a8 “[ amn not a communist” was disingenuous, so too was his claim
orance of surrealism. The letter was, after all, written in immediate
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3 ism produces a “photographic negative” of modemnity by foregrounding
E pildiike perceptions (“as they must have been then” [Adome 1991: 90]),
W cher than-on-attemptingto-find the-originary. moment-of -2-surrealist-image.

i That is not to say that surrealism has little to do with psychoanalysis per se:
¢ from it. Adorno is insistent on its indebtedness to psychological dream-

I} is precisely this construction of a surrealist other to bolster hj

like self which is accepted and echoed all 00 regularly by Thomcr 17
Walford Davies concedes that “much in the early poetry smacks Oegs S Clities 3
[...} Like the surrealists, Thomas thought of himself as drzmmhsm
subconscious material”, but goes on to state that, “whereas th vng on

allowed no room for the selection, control, and de\n.elol:u;;m-lteo?'l{‘reahSts
Thomas again seems busy with those very activities, and with ev i
carefully subjected to the aesthetic demands of poetic form™ (1986: 139 e
I?ut, as was suggested earlier, the space between this account of' SUH-II%O)'
(“no room for selection, control and development™) and Thomas’s owy e ism
practice (“make comprehensible and articulate what might emeroepge“c
subcon_.-scmus sources”} is occupied only by a very limited ﬂfeo o
surrea];sm. Too heavily weighed down by Bieton’s initial deﬂniti;y o
surrealism as “pure psychic automatism by which it is intended to exn of
[...] the real process of thought, without any control exercised by realifmesf
(1962: 40), Thomas’s critics fall, more often than not, into the trap th

Theodor Adomo identifies in “Looking Back on Surrealism™: explapjni o
away the peculiar power of surrealism by explicating the irrational b tﬁg
rational, the strange by the familiar. - v the

theory. It is merely to point out that surrealism is a disturbing and shocking

aticulation of the kind of images repressed in and by the conventionally
I ruotured logic of adulthood.*

in 1934 Thomas defmed his own poetic practice in Freudian terms,

B hich echo Breton’s definition of surrealism. He declared that *whatever is

} idden should be made naked”, and that his poetry would be “the record of my
' ndividual struggle from darkmess towards some measure of light, and what of
i e individual struggle is still to come benefits by the sight and knowledge of
£ the faults and fewer merits in that concrete struggle” (1971: 150). Partly in
B e light of such remarks, Thomas has a history of being read
1 psychologically. Too often, though, such readings of Thomas are founded on

the spurious assumption that his work can be taken as a displaced or
condensed registration form for his clinical evaluation as a psychological case
study (see, for example, Holbrook 1962, 1972). Recently, however, the

Take, for example, “When, like a running grave™;

empbasis of psychoanalytic criticism has shifted from inept attempts at : ll‘
psychobiography to self-aware examinations of the ways in which 5;5 )
g psychological, linguistic and literary structures are constituted. According to "‘ ’

Elizabeth Wright, for example, the Freudian notion of the uncanny is one B

When, like a running grave, time tracks you down,
method by which surrealism might be usefully conceptualised. To Wright, || _
|

Your calm and cuddled is a scythe of hairs,
Love in her gear is slowly through the house,
Up naked stairs, a turtle in a hearse,

Hauled to the dome. (lines 1-5) the surrealist image is always uncanny {urheimlich), “in a constant process il

of construction, deconstruction and reconstruction” by which it confronts

|

Il
Davies areues that “a . - ou - " _ b representational realism with its own death by reminding it of its inability to !‘ :
g at "a running grave”, “a scythe of hairs” and “a turtle in a = cope with the fact that its rationality remains imational. Expanding the [
: ’

hearse” cannot be read as surrealist because they are “consciously developed”
?nd can be forced into meaning: “a running grave” is “meant” 1o imply
infection and disease, and the “scythe of hairs” is that which scythes hairs
(1986: 110). Surely the point, however, is that the poem is not structured by
an external logic, but has a logic of its own (a perfectly smreal dream-logic
$0 to speak) by which another, equally valid, reading might well have scythe
ma_dle from hairs, a grave running around and a turtle driving a hearse up the
Stairs. The point is that images cannot be read in terms of what is “meant”,
but in terms of their effect, as they merge and melt, jostle and collide

Freudian definition, she suggests that “heimlich means not only homely and
familiar, but also hidden and secret. The un of the urheimlich marks the
return of the repressed material: the wnheimlich object threatens us in some
way by no longer fitting the context to which we have been accustomed”
{1990: 265). _
It is this uncanny and surreal struggle between the hidden and the naked
that is articulated in the 1936 sonnet sequence, “Altarwise by owl-light”, the
closing poem of Thomas’s second volume Twenty-five Poems. (Even its

title effects the uncanny as the heimlich “altarlight” and “owl wise” become | l“
the wnheimlich “Altarwise” and “owl-light”). The poem is about the :
preblematic entry of a child into the authorized languages of adulthood,

throughout, It is better, then, to conceptualize surrealism not by going back
to psychology, but by looking at the surrealist artistic techniques of montage
5 and collage. Read in this way, the focus would be on the ways in which
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charting the journey of a child who finds the death of a castrated

enabling one as he is then forced to be its own creator of the Christ o

literally forcing the child into meaning, “Altarwise by ow1~1ight»%rd' By

the relationship between language and reality. One of the ways that itexpiores

is by presenting a surreal landscape, a landscape which is not only s does o -

by uncanny effects, but one on which is inscribed the :
structuration. In other words, the poem both cntertai\l;zri Tl?ni?:?rc’ffns o
images which work by means of the uncanny (the “wrinkled u?l surreal
van” of sonnet IIL, line 8, for instance, or the “bagpipe—brcastedn] ertalfer’s
sonnet VI, line 13) and is about the ways in which, to adies” of

quote Wright, these

images are constantly constructed, reconstructed and deconstructed $ Thi
- s

process of image formulation is one of the subjects of sonnet TV:

Button your bodice on a hump of splinters,

My camel’s eye will needle through the shroud.

Love’s a reflection of the mushroom features,

Stills snapped by night in the bread-sided field,

Once close-up smiling in the wall of pictures,

Ark-lamped thrown back upon the cutting flood. (lines 9-14)

Here can be found a series of transformative images: the “hump” of line ¢
into a_nd‘ with the “camel” of line 10, the “camel” then to the “needle” as ip
the b11:>l1c331 phrase, the opening “Ark” of line 10 to its concluding “flood”
What is interesting is that these surreal transformations are not ahistorjcal‘
but take place within the particular context of the early cinema —the “stillé
snap ", the “close-up”, the “wall of pictures” and the “cutting flood™—
which then provides the possibility of the photographic collage of surreal
characters which follows in sonnet V:

And from the windy West came two-gunned Gabriel,
From Jesus’s sleeve trumped up the king of spots,
The sheath-decked jacks, queen with a shuffled heart;
Said the fake gentleman in a suit of spades,
Black-tongued and tipsy from salvation’s bottle,
Rose my Byzantine Adam in the night;

For loss of blood I fell on Ishmael’s plain,

Under the milky mushrooms slew my hunger,

A climbing sea from Asia had me down

And Jonah’s Moby snatched me by the hair;
Cross-stroked salt Adam to the frozen angel
Pin-legged on pole-hills with a black medusa

DYLAN THOMAS AND SURREALISM 333

By waste seas where the white bear quoted Virgil
And sirens singing from our lady’s sea-straw. (lines 1-14)

B iight notes that the “uncanny effect is brought about because we are
I onfronted with 2 subjectivity now alien to us” (1990: 268), and here, as
P woughout the sonnet sequence, are childlike perceptions of the type
B jscribed earlier. The poem can, certainly, be read to furnish a visual

| onfirmation of surrealist-style images: the pin-legged frozen angel on pole-
B 1ills could fitinto any of Salvador Dali’s hallucinatory realist landscapes, as

f' could the classically inclined bear into a painting of Rene Magritte's, while a

gun.s,linging Gabriel and what might be read as a card-sharping Jesus are

quitably iconoclastic for a surrealist collage. More importantly, however, is

that parts of the sonnet are historically representative of the 1920s and 1930s,

& shen two of the most powerful legitimating discourses were religion and

cinema. What is at work here is a dialectic between the mythology of the

wild West, a modern extension of the romantic notion of the frontier of the

imagination, and the Authorized Bible. Caught somewhere in the middle of

' all of this is Captain Ahab, a man in pursuit, significantly, of a false purity,

driven by the perverse religiosity of the puritan principle. Sonnet V is typical
of “Altarwise by owl-light” in that a discursive sense is to be found in the
fragments rather than the whole as meaning is localised. It is for this reason

. that its child-like images of the sumreal are not merely regressive, but also

subversive as the sequence reminds the reader of the artificiality of normal

¥ representation.’ In its refusal to be absorbed into the conventional patterns of

meaning construction the uncanny discloses the constructedness of the
normative, whose repressed side it returns and foregrounds. Understood in this
way, the surreal is that which both reveals and breaks the rules of the game.
The disparate parts of its framed assemblages of disassociation both reflect
and also, through their assumption of autonomy and self-sufficiency, enact a
schizophrenic world. This is of political significance, as the sureal is only
able to shock and break the hold of the consensual reality of the existing map
of aesthetics because it has the disruptive quality of an event which is not
immediately translatable into meaning.

To fully grasp the relationship between Dylan Thomas and surrealism it -

fs essential to grasp the movement’s political implications. Surrealism was
keen to establish its radical credentials. Breton yoked surrealism to Trotsky’s
Fourth International and Walter Benjarnin famously declared that its aim was
“to win the energies of intoxication for the revolution™ (1979: 236). To talk
of Thomas politically is not simply to refer to a political poetry of the kind
normally associated with the 1930s, of poems like “The hand that signed the
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paper” or “And death shall have no dominion™ i i
“seek an understanding of the political characigr :)P?htels;v;l:;orc ‘portantly, 1,
Thus, Bfeton’s atternpt to create a “surreality” (1962: 11), a fysi =
and'arli:ahty,_ 10 reintegrate art and life and to resist the sc;:.a:atiswn of
. fl?:lul tiprams, can be seen as an example of that which, for Pe(tm of art
: mate p911t1cal manoeuvre of the avant-garde: the turnip efr Dl
itself as institution (1984: 12,13). The avanr-garde art - Okan *8alnst
inevitably self-critical, bound to the very processes that itor s then, g
g:;ggrjg. tﬁ;sss;;;h, it speaks a perfectly surreal and uncanny langua?;e\l:}hitsh o
Mt e thee time reveals and breaks the rules by which it is cgnsmufedat
such self-critical poctry in ?he Map of Lovg dramatizes this problematic 3
e e ot Onteermsi; turning la:nguagé against itself in a violent displi n;
o onal. spc' poem is ‘How shall my animal”. First Publish i
, the poem begins: ed in

How shall my animal

Whose wizard shape I trace in the cavernous skull

Vessel of abscesses and exnltation’s shell ,

Endure burial under the spelling wall,

%ofggﬁeglh Zh;ﬂ.;g:;g veil at the cap of the face,

Dmn}c as a vineyard snail, flailed like an octopus

Roaring, crawling, quarrel with the outside weathers, (lines 1-8)

The poem is concerned throughout with the limitations
};mcal subject"angmfhcf:'l by the impossibility of reconc:ilinzrf sgl;oal;lac%r e\:votilde
tl:‘.pellmg wall” and “animal”. However, in the very utterance of this despair
© poem comes 10 assume a life of its own. The language of the poem
crza!:‘es a.reahty which, ratl}er than confining the animal and forcing its F:loezxrﬂ
;atnto Elurialteugder the :s.pelhng wall”, liberates the monster from fixity, freeing
; utate in a series of surreal transformations from human to lion to
orse tg tur@e and beyond. At oné and the same time, then, “How shall m
md registers a pﬁson—home of language and figures the ,means by whicﬂ
i}tlza% be escaped. It is to this paradoxical autonomy of the surrealist art-work
t Thomas appealed in correspondence with Henry Treece about the poem:

[The poem] is its own question and answer, i icti

] 7, its own contradiction,
its 0Wn agreement [‘.‘.]. The aim of a poem is the mark that the
poem itself makes; it’s the bullet and the bullseye; the knife, the

Fgarde in genery)

8€r, is 3 A

¢ Frast’s Lop Lop,
. Ray's Minotaurs, Thomas’s “Atlas-eater with a jaw for news”, to name but a

| ooful (Adamovwicz 1990: 286-287). Yet in this surrealist manoeuvre the
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growth, and the patient. A poem moves only towards its own end,
which is the last line. (1985: 297)

| F Further, “How shall my animal” turns on the figure of the monster, regarded
by Elza Adamowicz as “the surrealist figure par excellence” (1990: 299). As

damowicz points out, one of the major impulses of surrealism is the

¥ relocation of the marginalized —objets trouvés, discarded materials, sweeps
¥ of the pen or brush— and the monstrous is no exception: there are Max

Dali’s “Creat Masturbator”, Pablo Picasso’s and Man

srrational and uncomfortable monster does not escape from the ghetto only to
ve reconfined by the closure implicit in its foregrounding in a centre/
riphery opposition. The central position which it comes to occupy is also

that which it disturbs.
One of the positions that surrealism disturbs is the masculine.

Traditionally, surrealism indulges machismo, articulating it through the likes .

of Picasso’s Tauromachias or Dali’s neurotic male fantasies. It might be
argued, though, that the surreal is also that which haunts the machoe. In the

- first book of Ernst’s Une Semaine de bonté, for example, the masculine

iconography of warfare is examined through the revolutionary lionheaded
hero. “How shall my animal”, which even uses the term “lionhead”, goes
further back to disturb the male (in this reading the animal might be
considered as“animus”) prior to its construction as the masculine:”

How shall it magnetize,

Towards the studded male in a bent, midnight blaze

That melts the lionhead’s heel and horseshoe of the heart,
A brute Iand in the cool top of the country days

To trot with 2 loud mate the haybeds of a mile,

Love and labour and Kl (lines 12-17)

The poem is concerned to interrogate the false rootedness of aggressive

masculinity, of the “studded male” (note the play on “studied™, trotting,

loving, labouring and killing in the “brute land”. This culminates in the male
animal’s pregnancy in the following stanza and, in the final stanza, the birth:

Sigh long, clay cold, lie shorn,
Cast high, stunned on gilled stone; sly scissors ground in frost
~ Clack through the thicket of strength, love hewn in pillars drops
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With carved bird, saint and sun, the wrackspikeg maj
Lops, as a bush plumed with flames

Clips short the gesture of breath,
Die in red feathers when the flying heaven’s cut,

And roll with the knock earth:

Lie dry, rest robbed, my beast,

You have kicked from a dark den, leaped up the Whinnying li
And dug your grave in my breast, (lines 33-34) ght,

den g
» the tant of the fieree eygth

This stanza, however, reveals the birth to be 4 Stillbirth. Articygysg in
language, the animal gasps and dies, “cast high, stunned op gilled stope» :
the final lines make it clear that this is an internal death. “Lie dry rest
robbed, my beast/ You have kicked from a dark den, leapeg U the
whinnying light/ And dug your grave in my breast”. Thus the Poem expoges
the spuriousness of the patriarchal inscription of the male as the cene of
production. That it is at the end of the 1930s that the mal i

(un)written is crucial,

war, Thomas tumed away from the modernist tradition. The
acknowledgement of death in “How Shall my anima]” might be interpreted ag
arecognition of what was lost in the shift towards referentiality in The Map
of Love, making this poem part of Thomas’s farewell to swrrealism, In this
he was not alone: T. S, Eliot, W. H. Auden, Igor Stravinsky and Béia

Bart6k, for example, were all part of a general shift away from radical high

modemism at the end of the 1930s. Whereas their modernist credentials are
well established, '

are not. Criticism has tended to
f the “modernist” and

like a tap at all, they are “watertight.compartments
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NOTES

. i g
detailed account of the exhibition see Ray (1971: 134-166) an
: or 2
Thomas (1985 230).

. ; i db
Schvey (1975: 96-97): “As a highly conscious ﬁ;ﬂ ﬂigns;uﬁalisi .
See el ould be wrong to classify Dylan Thomas between dream and
s a:;raft,t I\I.:Vh?i;h advocated the breakdown of the divisions
men

i ilosophy was bent
iy, beveen e Fot the e saeeell, S0 P et
o i ction of re R ;

g mefiz\glﬁg?n]g ig.isi;mis a surreal work of art to be performed. For Dylan
separare :

i ity, it was the
Thomnas, despite all we know about his lowering drunken personality, it
S ) . + >
thqer Wi;.y around —his art was his life”.
0

*s claim that his

! onse to Stephen Spender’s ¢
* See, f?r examplei;kzh: igi:s “I;[S}l? poems are formed; they m§5ngt9 ;;med on
poetry W8S tunes on »* (Thomas 1983: .

. nis
ce d T i

and the European Unconscious (1990: 268).

ipt i osite method of

s own description of his comp I f

’ o also'[‘rgc?ﬁ;;?ﬁ‘!): “A poem by n:_lyself neegfos ll-;oitm:]fe’l’r?sag;ot

E:;}:E;cﬁgncegm is a host of images.bi Trfafi ec’n’u: n:lﬁ?og;;]l;—in n:%c e

et i t that

tlw_ R I letl,lpz:'.lll;lp asx,lgn crui:?iaé%ﬂ forces 1posse§s —let 1tdbre‘:id°at.'nto}tllgelgﬂi:r ztwo

e oo mt:li:t the first, make, of the third image b?ll Owithjn e e

ogeth comraf th contradictory imags, and _leg them d, yitin my imposed

togctgle? ailts o{gnﬂict Each image holds within it the see s? anlt e mctions
ey dialoct ‘ derstand it, is a com ling wp

e dﬁemg?lthfeit;g%esasthitugame out of the central seed, which is itself

breaking down

destructive and constructive at the same tme” . | b
inct the regressive and the subversive is suggested by
S This distinction between g
Wright (1990: 268). o )
i i ior 1O staying with him in Americ
7 Thomas was familiar with Ernst’s work prior to stay
in 1952.
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T. S. ELIOT

o

MICHAEL COYLE
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It is perhaps not surprising that Eliot’s long 1ccmmuit.n:lent to radi_o
broadcasting has passed without critical comment.” Only a few of his
broadcasts were recorded in a publicly available form, 50 that what once was
“broadcast” has left little historical trace. However, scripts for many of the
talks survive in the BBC Paper archive, and others may well be found among
the papers held by the Eliot estate. Furthet:mcfrc, many g)f Eliot’s scr‘ipts were
subsequently redacted and published in periodical form.* On the basis of this
evidence, and the voluminous records of the BBC paper archive, we can
reconstruct not only the shape but also much of the substance of Eliot’s radio
talksI:Ie: began broadcasting in 1929 and, admitting one’early hiatus ‘of five
years, continued virtually to the time of his death: a period of approximately
thirty-five years. His broadcasts fall conveniently into four groups. In the
first perod, 1929-1931, Eliot delivered nineteen talks, all in multi-part
series, and focused on literary topics such as “Tudor I:-’rose” or “Seventae_nt}}.
Century Poetry” (both in six parts). In the second period, 1936-1939, Eliot’s
interest in radio seemed to decline, and he gave only six talks on various
literary and community topics. But the outbre?.k of war gave rise to a new
period of activity, and between 1940-1947 Eliot broadcast at leas_t twenty-
nine times. Eleven of these broadcasts were directed at European andiences. In
this, the most important phase of his broadcasting activity,‘E]iot terded to
speak about culture itself, and especially about_ the ultun_ate unity ?f
European culture. By 1948, however, Eliot becal_'ne mvolved W}lh the BBC’s
new “Third Programme”, a species of minorlt‘y programming concerned
primarily with matters artistic and intellectual. His 1_nt33rest in and loyalty to
the Third Programme redirected his broadcasting activity, and while between

Misceldnea: A Journal of English and American Studies 20 (1999): 341-353
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: . dio
; - iot’s long commitment o rack
F rising that Eliot’s of his
g [ s pelthapsl,l I;Ot asssl;P without critical comment. Onlhyt ih{:‘,‘;ncc was
g O e ere recorded in a publicly available form, 5o ¢ “for many of the
' brOadcastSif]:;: left little historical trace. However, scnpzl be found among
“broadca ive in the BBC Paper archive, and others ma;)’o‘}’ Eliot’s scripts were
tatks survi " Furthermore, man . i
e Eliot estate. Y 2 asis of this
th;f%ele;ﬂl;c}gdgitethd and published lr!; Pe?otgl‘:ﬂmgoém I;al?e:‘l izh?ve: we can
sut inous records o iot’s radio
Ndemt::ﬁcmtﬂ;il;%ims;:ape but also much of the substance of Eliot’s
[econs . : f five
talks, broadcasting in 1929 and, admitting One'ggr gf g;agrjﬁ?na‘dy
He begaﬂcd irtually to the time of his Qeath: a’penf ur groups. In the
Y"ars,go nuneuars His broadcasts fall conveniently ntltﬁ(so allgin moulti-part
thirty-five years. : ivered nineteen talks,
: -1931, Eliot deliv ! » or “Seventeenth-
ﬁrs_t Peﬂg% Lgsgg ;3 ?itcrary topics such as ‘Tud_or lf'roselggg ) lsgey:r;,nEhot’ s
e Poctey” (both in six parts). In the second period, talks on various
Century‘Pogi(‘l)i’o seemed to decline, and he gave only six o rise 0 & DEW
interest in mmunity topics. But the outbreak of wra: gatvat least twenty-
e oty and beween 1040-1047 Eliot broadoast at least cwenty.
perioc © a%levc:i of these broadcasts were directed at Europe Eliot tended to
s, the most important phase of his broadcasting “Ge ulimate vaity of
this, the mcist " rgroe itself, and especially about‘ thua1 :d Uﬁm the BBC’s
e o ltute. By 1948, however, Eliot became involv ing concerned
Euro[::caﬂ_c ge amyme” a species of mjnol‘lt‘y ‘progran}mlm% loyalty to
new “Third Ogl';t S artistic and intellectual. His interest 10 hile between
pnn}raﬁllig g;;hgrammma e; redirected his broadcasting activity, and whi
the Thi

j ] : 341-353
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1948-1963 Eliot spoke over the air an i

thos;Il bro_adcasts were for one of the BBE?;CEJI“;;I;EI;::&VFM? > Oy five of
e | tl;;shr_egard, the history of Eliot’s broadcast talks aﬁsr.ew-
Eliot?;gbro a:;tory of the BBC —a history that Eliot actively h 11
s cas_,:ls;l to Eu:qpeax_l ax_ld Asian (particularly I“diae
Somprise 2 fg:ci) necl?fpttehr mBIEE Ilft’};j. Before 1941, all of Eliot?s bro,

Te e ’s home services, ; ts
“B;ﬁ;nﬁx};hgﬁ a];»lattcrn changed d{a.matically with the bgﬁrtgergalfx;;umdy o
i his wenge we can see Ehot working to redefine his person 1war'

. “public el as hli pre-eminent role as what Americang mighta o
2 public intc ei;ct‘;al - On 26 May 1941, Eliot gave a readin cal todey
Service. The :eadini ?:.qakintofalgfi ztil: e e BBC%SO%&S%:;
g W ¢ sixteenth in i
Ezzfums:[t}hcieslllljy (1;11 that dire pen:)d of the war) called “'Is‘tﬁnni]:;tol\?era e
- he s ! ;"otg ;aSt was Eliot’s first reading of his own poetry overﬁ-l Ne‘w
Brais ohose o} for‘Indla what he had previously been unwilling ¢ cIe o
of the et fgf’ﬂi:% ]1; g;lsoﬁve gea{s b%f?ore he consented to a rcg-bﬁoagcg
‘ me Service West of Englan
g?; g:ilrinmtga(tj Ehc_rt had grown friendly with Zu%ﬁq:r(gohkdhﬁh 1133?)'
Frogan bro'adggsztml?cr for the 1§Bc3 pis motivation seems less perso’nal than
e broad Ot senses— “political”. While doing his bit to hel, defm:l
Hascism i’tself Hw;s decp{y concemed that this global conflict not F;les o
Sure itsclf. ? egan broadcasting to Europe and Tndia to reaffirm whatr?ly
s tpmh9md bond among those peoples sharing in the W o
oot 0‘,’6:1) Oz)v kle£ he seems to ha}fﬁ? regarded India a party. Of cours:S ttﬁm
Bitis e, Tha i venashs e, phb-sORGnEnt,subject (o
- : ’ Xtent to which literature and « "
“mai?cs ﬂ;? éﬁfﬁ:ﬁr*?ﬁi glsl.s wl;zt fGauri Visg»l*anathan (1989) CI:a: ulﬁ:a
lous. To tocus on Eliot’s broadcas
Slc:;l ﬂl::(;; tncnakc_dsuch questions irrelevant. For the present, l::)\:rgvf:n ?hp:
ehcar beg:;l b:;:tc}g:s;i; ;htzzt tlé was Ic;ln]gy under the pressure of worlci war
_ & world beyond the shores of Britai
Liter‘:gfe”tw% more broadcasts to India on “MastexpiecisBr:fanjénglish
lerature’ IEnﬁ?l\:jnilber 1941 and January 1942, Eliot tecorded his first talk
e ﬂ .w : ‘Poetl_'y andlthc War”, and broadcast for “Swedish News
(chb;r 1943; abef‘ publlshe(.'l' in the New York journal Common Sense
Soeestns d‘) as “T. S. ‘Ehot on Poefry in Wartime”. This short talk
et uccnon‘of Eliot’s subsequent broadcasts to Europe. Addressin
10us and sometimes clamorous calls for “war poetry™, Eli.ot explaineg

ngs Tcﬂec'ts'"
ped Shape_‘t .
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why he thought such a question should not be asked. The issue, he felt,

concerned not just the current war, “but all wars™

While 2 poet, as a man, should be no less devoted to his couniry
than other men, I distinguish between his duty as a man and his
duty as a poet. His first duty as a poet is towards his native
language, to preserve and to develop that language. As a man, he
has the same duties as his fellow citizens; as a poet, his duty is to
write the best poetry that he can, and thereby incidentally create
something in which his people can take pride. And the artist who
will do the most in this way for his own people, will be the artist
great enough, like Shakespeare, to give something precious not
only to his own country but to the whole of Europe.” :

Here as elsewhere, Eliot struggled to rekindle or preserve the ability of his
andience to imagine Europe as a “whole”. He did not speak of Shakespeare,
for example, as a “national” poet but as a European poet. His aim, even in
the early days of the war, was to prepare the groundwork for a peace that
could mean something more than the cessation of hostilities.

Within five weeks of that first talk, Eliot broadcast again to Sweden, this
time offering a reading from his own poetry. For this, only the second
reading of his poetry he had ever made, he chose works from the whole of his
career up to that point: “Four Preludes”, “Journey of the Magi”, “Ash
Wednesday” I and II, “Burial of the Dead”, “Burnt Norton™, and excerpts from
“The Dry Salvages”. Significantly, he did not read from “Little Gidding”, and
no part of what he read could be construed as “war poetry”. The kind of
broadcast-reading he declined to make to promote bis career in peacetime he
gave in war to exenplify the arguments he was making elsewhere about
“culture”.

No less interesting in terms of Eliot’s choices is his next Swedish talk,
of 30 December 1942, on “Rudyard Kipling”.® Not surprisingly, Eliot
acknowledged Kipling as more versifier than poet, but nevertheless
recognized in his work the spark of something more: “while I speak of
Kipling’s work as verse and not as poetry, I am still able to speak of
individual compositions as poems, and also to maintain that there is “poetry”
in the “verse™. A similar qualificadon marked Eliot’s comments on

Kipling’s role as an apologist for Empire, but as Eliot turned to this issue, -

his reflections took an unexpected turn, especially -given the apparent
obscurity of much of his own poetry. What Eliot said about Kipling’s role as

popular poet and writer reflects broadly on his own activities as a public
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commentator on “éulture”, and more articularl' i vig
pommmental 2 y on his activifieg 5 a BBC

Klplll)rlllg certainly thought of verse as well as

a public purpose; if we are to pass judgmens i

must try to set ourselves in the hisgorigln s:u?;)t?gnl;li s e
various \‘vo‘rk was written; and whether our prejudice be 11‘1 which his
antagonistic, we must not look at his observatio;mrab]e or
historical situation from the point of view of a later ok ome
we must consider his wotk as a whole. (1942: 154) peniod. Also

Eliot clearly thought of radio as “a medium for i
approached Iqs_European broadcasts in terms best und:rsl:cl:cﬂlis paull'_pose”, d
‘the g_lobal crisis. It is not immediately clear, however, why he S;spﬁi‘: o
imagined Klphn_g a subject attractive to a Swedish audience In 0;‘1 have
chq1ce_ of toptc 15 rather striking: Eliot began broadcasting to 'Euro o e
same time as his India broadcasts, and to speak of Kipling to Swedepe il
suggests a categorial confusion. The topic, however, returns hin-i1 ztﬂmom
questions he addressed in his previous Swedish talk on poetry in wartimo- e
artist who will “do the most for his own people” will be the onee.ﬁtl]:e
Shakespeare, great enough “to give something precious not only to hi£ 0 .
country but_ to the whole of Europe™. Such an artist wil] not address t‘ﬁg
t0plcal_ detml; pf battle and war, but the more profound question of a nation’
collective spitit —of its cultural health or disease. What, in Eliot’s iy
readers of Klplmg_ miss is his turn, in the last part of his c,areer to thatwlg“g
of profound attention: “In [Kipling’s) later phase England, anci a particulI;r
comer of England, becomes the center of his vision. He Is more concemed
with th.c problem of the soundness of the core of empire; this core is
something older, more natural, and more permanent” (1942: 154). Mo
pern:IlanetEt, that ids, than shifting political frontiers. ' e
D other words, Kipling, or at least the late Kipling, i
cplFtl.ral critic. His interest lay not in “civiljzatioxl':” in tl?mlgtizcﬁo;ihi?j
civilization. It was for this reason that Eliot concluded that, whereas “we
expect to‘ha_vc to defend a poet against the charge of obscurity; we have to
defend Kipling ,against the charge of excessive lucidity”. This defence
implicitly explf.lmed Eliot’s own purpose, both in the Targest terms and in
rega;g :ﬁ speaking abm;t Kipling to a Swedish audience.
‘ 1€ next year and a half, Eliot made no Europeai; broa
In that time he broadeast twice to Indiz, on Edgmpﬁfign I?o.:I cﬁés’oiltl}:;g
Joyce, ’and once for the BBC’s programme “Calling All Students” on
Dryden’s tragedies. Then, on 4 June 1944, on the occasion of the liberation

Prose as & iediug foy
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" of Rome by allied troops, Eliot again recorded 2 broadcast to India. This

proadcast promised to be the most topical he had ever made, but what Eliot

favor, and the liberation of Rome might justifiably have been a cause for
jubilation. The BBC producers who planned the broadeast certainly thought
s0, and the announcer gave the following introduction: “We present this
evening two talks in honour of the liberation of Rome. For twenty years the
Eternal City has lain under the fascist or the nazi yoke. Today it is free”. The
announcer then introduced Eliot, whom he presented as “one of the foremost
English poets and critics of today, President of the Virgil Society and ex-

President of the Classical Association, who will speak of the European debt - '

1o Roman literature”.’

Eliot did just that: his four-minute talk betrays not the slightest note of
jubilation, nor the most evanescent trace of triumphalism. On the contrary,
he insisted on the spiritual kinship of all Europeans, and submitted,
meditatively and with an eye to the future, that the bonds among Europeans
had been forgotten in peace before they were broken in war. To reaffirm those
bonds it behoves the victors of war not only to shoulder their debt but to do
so with sorrow for the breach, and with humility and piety toward the legacy
bestowed on all of us by the Roman writers.

It was doubtless a noble and philosophical gesture to insist on the
cultural unity of Burope, but it is less certain why Eliot thought such a
broadeast suitable for a south Asian audience. Indian support for the British
empire, against the German or even the Japanese empire, was not always
enthusiastic, but it is hard to see how Eliot’s meditations on European unity
could have impressed the anti-British resistance led by Mohandas Gandhi and
the Indian National Congress. Particularly in view of Gandhi’s rejection of
westermn, mechanized civilization, Eliot’s commmitment to India remains one
of the unstudied puzzles of modernist history. But when Eliot resumed
making such appeals, and such arguments to Eurcpe, they became striking in
ancther way.

With one significant exception, an unusual broadcast o France in
November 1944, he did not broadcast to Europe again until immediately after
the war’s end. In that broadcast, with the Wehrmacht reireating rapidly to the
Rhine and the temporary set-back of the Battle of the Bulge three weeks in
the future, Eliot spoke in French on “Intellectual Cooperation” for the BBC's
French Service® It was a harbinger of the important broadcasts to come.
After one further Swedish broadcast (15 February 1945), these broadcasts
launched what amounts to the last great critical project of Eliot’s career: a

delivered proved instead to be in keeping with his talk on "Poetry and War”.
> py June 1944, the tide of the war had turned unmistakably in the allies’
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project that would culminate, though not end, with hj
s ’ w th
the Definition of Culture (1943), 1 e ook Notes (o
In March 1946, Eliot made a three-part broadcast entitled “Req],
echy

an English Poet on European Culture”.? He recorded the talks in Ge ons of

the BBC programme “Famous Contemporaries”, and used hig thnﬂnan, for -
€ at the -

microphone to press his vision of Euro ity —preci
hafl pcgun articulating in such broadcasm u‘;l;gu‘y E;Zcﬁely tha‘t Uiion he
Klpl:lrnhg”* z}gd “The Liberation of Rome”. ® War'. ‘Rudyarg
_ ¢ plan for Eliot’s series was s'imple: each talk
:gfe;;er:lt] Easxs for the unity of European culture. In the ﬁrst,“;noeulgomd di
mf’ormall se;pr}d, ideas; and in the third, the nature of culture. He bscuss
rormal Y, ité?czfd f01_' the kind ‘ofltnt:lmacy between speaker and listen, G
rad timeyih . him tO“I'ﬂ.dIO. He acknowledged that this talk WCI‘ that
et alf e hacI ever “addressed a German-speaking audience” w?ls e
n credrm‘o a pubhc' lecture or of a radio broadcast, and proceede::l t o
Eugins c?nualﬁ for takmg on so vast a topic. Not least, he Obsme{:‘l offer
oRSUSh Is a “composite” language, drawing on many sources and ens that
vggl;;tl?lnt possibilities of refre:shment from its several centres: apart ?rnjoymg
vocabu ﬁa{)gnp?egs by‘ Englishmen, ’Welshmen, Scots and Irishm;):l t:l]?
priten in 1g 1sh, continue to show differences in their musje”, 1! Ffom,thj
10 partigg;rmﬁﬁ e ;ent_ on to argue that, for Europe in general as for Britaiz
oce, 191)., e frontiers of culture are not, and should not be, ¢closed”
offﬁ’giizeoond _taIk focuseq on hi§ years as editor of the Criterion, and
o oned s expetience as an illustration of the failure of Europe in general
thlo atuibuted }‘he eventual failure of the Criterion to “the gradual closin ot:
e mental frontiers of Europe” (194), and drew a distinet lesson: °

examine g

[A] nniversal concem with iti i

] X th politics does not unite, it divides. I

u}ntes }hose Politically minded folk who agree, across the frontier;

gppﬁzéﬁ'?, aggnst. son:clle other international group who hoid
iews. But it tends to de 1 uni

EPS stroy the cultural unity of Europe,

Recognizing that such a j ight

0 Judgment might seem naive, Eliot allowed th

Eoilatlasfl affects culture, and in turn is affected by that culture, cherthelcsit

tgo mucghaF I?CSt t? 'the pohstwar moment, he charged that “nowadays we take:

terest in each other’s domestic politics, and at th i

?Mave very little contact w:ir.h each other’s culture” (196). This te;d:zge Enl?;i

mg?:li cc:fullr_II_leacE In either of two destructive directions. The ﬁrs’t, the
of Hitler’s Germany, regards all other cultures as inferior. The
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second, the mistake of Stalinist Russia (though Eliot did not spell this out),

- would “lead toward the ideal of a world state in which there will, in the end,

e only one-uniform-—world-cul wre”(196). Regarding either direction. as. a
errible error, Eliot presented what is in essence an Arnoldian compromise: he

. distinguished between “uniformity” and “unity”, and between “organisation”
and “organism”. Politics pursues the first: poetry, or “culture”, the second.

The health of Europe requires, he counselled, both that “the culture of each
country be unique”, and also that “the different cultures should recognize their
relationship to each other, so that each should be susceptible of influence

from the others™ (197).

This counsel led Eliot to the heart of his topic: “the distinction between
the material organisation of Europe, and the spiritual organism of B >
(197). The very distinction assumes Furope’s profound cultural unity, and
gestures both to establish the irrelevant profanity of political concerns, and to

ush aside the “material devastation” (202) of the previous fifteen years. It is

unfortunate that we have no evidence of how Eliot’s talks played to German
audiences. Eliot’s broadcasts were, by any accounting, made in virtnally
surreal circumstances. He spoke to a Germany under the military occupation
of four nations, affirming all the while the fundamental unity of victors and
vanquished. And yet Eliot would not have considered his talk as propaganda,
not even “cultural propaganda” against potential Soviet aggression. In fact,
he would almost certainly have maintained that his broadcasts contended with
the propaganda of any political cause.

In this regard, it is useful to distinguish Eliot’s radio broadcasts from
those made by his sometime friend and often testy rival, Ezra Pound. Their
broadcasting activities took very different forms. Pound broadcast for
Minculpop, the Italian (fascist) Ministry of Popular Culture. After one talk
in January 1935, he began recording talks regularly in early 1941, For the
next two-and-a-half years he held onto the microphone as though it were 2
lifeline, with three or four of his broadcasts often airing in a single week.
But, by July 1943 Pound’s unfortunate involvement in the mass media was
effectively over, and the regime for which he had been speaking destroyed.”
Eliot’s broadcasting activity, by contrast, was sustained over a period of
thirty-five years, and he rarely broadcast twice in the same month. :

Pound’s and Eliot’s approaches to the medium of radio differed no less
dramatically. Pound delivered his talks in a cracker-barrel yankee accent,
purporting to speak as one average man to the masses of average men. Eliot,
however, never spoke down to his audience, but rather invited them 1o look
up with him. And whereas Pound explicitly intended his broadcasts as a form
of propaganda, Eliot explicitly eschewed propaganda in any immediate form.
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Pound, although he did not speak directly to allied troo

s, -
challenged the purpose and even legitimacy of the Roosevelt a%mnﬁiﬂgfighy

Eliot by contrast never spoke directly to political questions. And if Pound

shared Eliot’s concern with the preservation of Western cql

confined himself to literary discussions, or to claims abouttutrl?é Izli:a:e[y
European literature. Pound’s charge to his audience that “the supreme beg of
of Western civilization is manifest in the alliance with Russia™ exem Ijagal
the extent to which for him cultural issues immediately led to politi}:)al o
economic guestions (Doob 1978: 268). - o
L These distinctions do not demonstrate that Eliot’s talks were perfectt

“disinterested” (to return to Amold’s shibboleth) or apolitical, but the cg
suggest tl_lat the politics of Eliot’s broadcasts were mediated in fairly com}l;lex
ways. tht’s radio persona was judicious and gentle, conciliatory at a time
when partisans on all sides were suspicious of conciliation in any form

Before the end of 1949, Eliot would speak to Europe on four additiong]
pccasiong, one of which was a broadcast for the BBC’s German Service: an
introduction to a reading of his own “Journey of the Magi”.!* Thereafter
bet“feen 1950 and his death, he spoke over one of the BB(’s Europear;
services only twice more, an abstention that was not matched by any general
decline in his involvement in radio. For in that same period, he remained a
stalwart supporter of the BBC in both word and deed, and a particular
champion of the BBC’s Third Programme. In other words, Eliot’s turn to
Europe can be identified with the particular project that he continued to
develop through late 1949.

The last broadcast that Eliot recorded for a specifically European andience
beyond the shores of Britain would also prove among the most important of
his European broadcasts. Broadcast on 13 October 1953, the eleven-minute
talk was called, simply, “Literature”, and figured as the sixth part of a series
by different speakers called “The Unity of European Culture”.’® The series of
talks was sponsored by “the Central and Eastern European Commission”, an
“unofficial body composed of statesmen and public figures from the countries
of Europe —the whole of Europe” (3). Whatever the composition of the
whole body, it has to be said that the speakers in this series of broadcasts
were exclusively English (if one includes the naturalized Eliot).

The commission’s overt aim was “to bridge the gap between East and
West, and to assert, even across the Tron Curtain, the essential unity of
Europe, its civilisation and its culture” (3). Although this commission
advocated “no war of liberation”, it asserted that “the present boundaries of
Europe are not permanent” (4). Ultimately, it hoped “to create a platform for
the discussion of [Eastern Europe’s] problems”, so that “when the time of

liberation comes, there will be a responsible and informed body of opinion
able to help in the material, political and cultural reconstruction of [the]
countries?” behind the Jron Curtain (5).. .. _

In one sense, this commission provided an unlikely context for Eliot’s

talk, since he himself rejected political solutions to cultural problems, and
generally eschewed speaking on political matters. He was not to depart from
such a resolve in this talk, establishing very quickly that his position on
“culture” remained profoundly Arnoldian:

To me, the unity of European culture has always seemed a self-

evident necessity; to me, the rapid circulation throughout Europe of

the best that was being thought and written in each country of
Europe has seered as essential for the continved life of literature as
is the function of breathing for the life of a human being. (19)

If anything, Eliot’s tendency to represent culture by organicist analogies with
the human body was growing ever more pronounced. He still emphasized the
difference between unity and uniformity, and averred that such unity depended
on differences among the several literatures of Europe. All the while, his
implicit cautions against Soviet-style ideas of culture continued to drive his
discussion. European unity “today” is, he maintained, threatened by “modern
and erroneous conceptions of the Nature of Man —what we call ideologies”
2. '

Elict would not of course have seen his conception of culture as
ideological, and in that regard he was wholly in keeping with
contemporaneous conservative thinkers. But the phenomenon of the leading
poet of the day, a poet who represented the “modernist” impulse in
unmistakable form, using the mass-media to promulgate and popularize an
essentially Victorian discourse is as striking a conjuncture of heterogeneous
historical forces as might be imagined. Eliot’s broadcasts to Europe mark a
distinct chapter in his involvement with radio. If they conform to the general
ecumenicity of his other talks before the microphone, in addressing German
or Eastern European audience they nevertheless tested the limits of such
ecumenism. Today, at the end of the century, the idea of “Burope” has more
currency than ever before, but with the end of the Cold War we have to strain
to hear anyone insisting on the unity of European “culture”. In this sense,
too, Eliot’s voice proves historically unique. #¢°
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NOTES

' T have discussed these broadcasts in two previous publications: ““Thig
rather elusory broadcast technique™ T. S. Eliot and the Genre of the Radig Talk”
In ANQ 11.4 (Fall 1998): 32-42; “Eliot on the Air: “Culture” and the Challengcg
of Mass Communication”, In Brooker, J. S. (ed.). 1999. T S Elior ang the
Turning World. Houndmills: MacMillan, The latter volume also includes my
*Checklist of the Radio Broadcasts of T. S. Eliot”. The numbers of broadcasts

“cited in the sentences that follow are not yet definite: further research will likely

turn up additional broadcasts, though not, I suspect, in any large number,

* These redactions are all included in Donald Gallup’s T § Elior A
Bibliography. For general accounts of the early history of the BBC, there are 4
handful of especially valuable sources: Asa Briggs’ magisterial History of
Broadcasting in the United Kingdom remains the most complete study; Burton
Paulw’s British Broadcasting: Radio and Television in the United Kingdom offers 2
post-war perspective on the BBC that is useful for anyone interested in Eliot; so
toc does Paddy Scannell and David Cardiff's A Social History of British
Broadecasting. Vol 1 1929.1939. Serving the Nation; Edward Pawley’s BBC
Engineering, 1922-72 offers details about how the changing technology of
broadcasting changed the course of the service, details not available elsewhere.,

* There may be additional broadcasts made for the national services of the
various nations of western Europe. Apart from one broadcast for Irish radio, my
research thus far has not encompassed more than the sound and paper archives of
the BBC. :

* Indeed, after WWII, Eliot became an outspoken champion of BBC practice,
and urged it to resist the ‘temptations of both television and American-style
broadcasting. I discuss this aspect of Eliot’s relations with the BBC in my essay
in T. §. Eliot and the Turning World.

* I quote from the published version ‘of this talk, Common Sense XI1.10
(October 1942: 351); the Eliot estate currently withholds the right to guote from
those of Eliot’s scripts which survive in the paper archive of the BBC.

¢ Probably a version of “In Praise of Kipling’s Verse”, an essay that Eliot
published in Harper’s 184.1106 (July 1942: 149-157). The quotations that
follow are from the Harper’s essay.

7 Typescript located in the BBC Written Archives Centre, Caversham. Allied
troops entered Rome on 4 June 1944; Eliot pre-recorded his talk that very day, and
it was broadcast at mid;day on the next, 5 June, on the “Purple Network” of the
BBC Eastern Service. Eliot retwned to some of the concerns of this broadcast,
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though reproducing next to nothing of its form, in a broadcast for the Third
Programme of 9 September 1931 entitled “Vergil and the Christian World™. That
talk was slightly redacted and published in both the Listener, XLVL1176 (13

later collected in Eliot’s On Poetry and Poets. 1957. London: Faber & Faber.

® Fliot recorded this broadcast for the BBC series “Demi Heure du Soir”, and it
was broadcast on 8 November 1944. .

# All three of these talks were later published, with English and German on
facing pages, as Die Einheit der Europdischen Kultur. 1946. Berlin: Carl Habel
Verlagsbuckhandlung. The second was first published in English in Adelphi
XXIIL.3 (April/ June 1947), and was later republished along with the first and'the
third talks as an appendix to Notes towards the Definition of Culture, which first
appeared in November 1948. -

1 The nature of Eliot’s attraction to radio, and the peculiar strengths he
regarded as belonging to a radie talk as opposed to a public lecture or a published
gssay, is the topic of my essay, ““This rather elusory broadcast technique™: T. S.
Eliot and the Genre of the Radio Talk”. In ANQ 11.4 (Fall 1998): 32-42.

U Quoted from the appendix to Christianity and Culture. Two Notred Books
Complete in One Volume: The Idea of A Christian Sociery, and Notes towards the
Definition of Culture. 1968. New York: Harvest/ Harcourt, Brace, Jovanovich:
138. Page references to this volume are henceforth noted parenthetically.

12 For a fuller account of Pound’s broadeasts, see Carpenter (1988: 541-542
and 583-584). See also Heyman (1976: 149-151). Heyman notes that Pound made
ore broadcast for the so-called Sald Republic on 10 December 1943. Thereafter
Pound continued to produce radio scripts for Minculpop vmtil April 1945, but
there is no evidence that any of these scripts were ever aired. Thanks to Jonathan
Gill for reminding me of this dénouement to Pound’s broadcasting “career”. Most
of Pound’s radio talks have been collected in Doob (1978).

 From a broadeast of 4 April 1943,

" Prerecorded on 9 December 1948, the broadcast aired on Christmas day. The
poem itself was read in German by actor Mathias Wieman. :

¥ Eliot pre-recorded the talk on the previous day. The talk initially aired over
the BBC"s European Service, but was rebroadcast 2 February 1954 for the BBC’s
Third Programme. The entire series of broadcasts, including Eliot’s, was
published as a pamphlet in December 1953 by William Clowes & Sons, Ltd. My
quotations come from the pamphlet. A recording of the talk is available for
audition in the British Library National Sound Archive, The series comprised an
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GCANELL, Paddy and David CaRDIEF. 1991. A Social History of British

present. the purpaces of e Contel and By Eunencin. o poke 0 Broadcasting, Volume One 1929-1939: Serving the Nation. London: Basil

represent the purposes of the Central and Eastem European Commission:
Christopher Dawson on religion; Denis Healey, M.P., on Socialism; Jyliay
Amery, M.P., on political unity; Richard O’Sullivan, Q.C., on the legal tradition:
T. S. Eliot on literature; and Sir David Kelly, G.C.M.G., on diplomacy. !

VISWANATHAN, Gauri. 1989. Masks of Conguest: Literary Study and British Rule
in India. New York: Columbia U. P. - .
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INTRODUCTION: MODERNISM'S COMINGS AND
GOINGS |

Jennifer Birkett and Stan Smith

%@ The Introduction gives an overview of the commitment to cosmopolitanism 1
i in the lives and writing of the major Anglophone modernists, and discusses Hl:

% the importance of the concept of translation and transition in their work. It B
' considers the particular relationship of the American modernists to the : f

European fradition; and it reviews briefly the different areas of the classical '_.-;; :
and contemporary European heritage nominated by the contributors to the II
volume.

LINEAGES OF "MODERNISM", OR, HOW THEY o
BROUGHT THE GOOD NEWS FROM NASHVILLE TO 1
OXFORD

Stan Smith -

Ly : :

! _ ' _ The history of literary modernism reflects the twentieth century’s diasporas

i and displacements, the construction and reconstruction of national cultures

! i=|'i|: : and alliances. This essay examines the retrospective construction of the idea

EAN ' of “modemism” in the late 1950s and 1960s, in tandem with the

JEI';i Americanisation of English culture and the academic institutionalisation of - i
' ' the modernist impulse. Robert Graves and Laura Riding, in A Survey of

T




356 | ABSTRACTS

Modernist Poetry (1927), fir -
. , first infroduced the term to Brigi
g:‘;;g‘:fmz ;f the Nashville journal The Fugirive ;:j?tselzlcl')-‘lture, under
in the Oxfgfd ; ?tc_between 1922 and 1925. The concept for a whjfe tR ansom,
went under: N t:ll‘les a_rollﬂd W. H. Auden in the later 19206, b 00k root
Cha.racteﬁsegf';lr-loug untl the late 1930s, when it was agai’n Ut thereafter
Eliot, Pound e} uden generation and the configuration it made ‘:Et‘j;oked to
State; in 19329 Og’ (::11 Lawrence and Yeats. Auden’s departure for tlh thay of
“moderniny”. Nor isﬂé?e till,d (1)563611 es]ienﬁally mid-Atlantic Anglogll:fat;g
ivileging o s, however, wit ,
g;lr;’;:]gl;ngpgﬁ e(tth concept of “postmodernism”, do«lash thﬂ;e nmulg;eom
s 10 TeT0spect, t0 a movement already i Ome
> B .. Y It proces .
uperseded. Both Graves and Auden by this time have become se fgm]:)i;g}g/

instances of the client relationshi iti i
cpecifionly Amerions  Telatio p of British and Irish modemijsm to a

&

MODERNISM IN TRANSIT! |
ON: THE
AMERICAN MAGAZINE IN EUROPE bgﬁﬁﬂﬁﬁm
WORLD WARS

Craig Monk

wo:l Eer;?arlz_isuc;?l OFE eXpatriate Americans who spent the period between th
hromghoa o tWurc:;:u: captured the imagination of critics and readerz
oot e ﬂleell}rneth century. But while we know their works —and a
o the o the pergoqal excesses— relatively little attention has been
bt Anne m;n which they fac1hta@ their literary success. For many
oy i hwmers, little magazines aided in- printing material that
el apll 1shers would not touch, and the flexibility of th
D oms al ?n“;;d the exchange of texts between Europe and the Un.iet:g
in the “oreg ot eorﬁ writers were “self-canonizing”, they actually assisted
caon i png’ of modernism: we can see many of the threads of the modem
oo n thes: b;\: magazines. But the tension felt by little magazine editors
more eonsion bl ch‘ an avant-garde impulse to abandon tradition and a
inenenr orvath desire to reform art to include their visions— is also
ernism. This essay underlines the importance of the little
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magazine to modem expatriate American writing, and seeks to further
contextualize this writing within modernism itself.

PUPPETS, ACTORS AND DIRECTORS: EDWARD
GORDON CRAIG AND THE EUROPEAN AVANT-
. GARDE

Olga Taxidou

This essay reads the work of Edward Gordon Craig within the tradition of the
Furopean theatrical avant-garde. Though he is hailed as one of the “prophets”
of twentieth-century theatre, Craig and his overall project are almost never
read within their historical and ideological context. Rather than viewing his
work as an exception within the mainly literary experiments in Anglophone.
modernist theatre, this essay proposes a reading that finds parallels between
Craig and his European contemporaries. Craig’s view of the “art of the
theatre” as a distinct discursive practice and not as an extension of literature,
places him alongside figures like Reiphardt, Stanislavsky, Meyerhold and
Artaud. In particular, this essay reads the work of Meyerhold against that of
Craig. It attempts to treat the two directors/ visionaries as “test-cases”, as
they express sirnilar aesthetic preoccupations on opposite extremes of the
political specirum (Meyerhold was a “utopian” Marxist and Craig flirted with
fascism). Both men admired each other’s work. Craig’s aphoristic writings on
the role of the actor are read in conjuction with Kleist’s romantic essay on
marionettes. This essay was first published in English by Craig in his
journal The Mask (1909-1929), which also partakes in the avant-garde
tradition of the manifesto. Rather than being a unique and solitary figure on
an otherwise literary landscape, Craig is seen as forming part of the diverse
and revolutionary spirit that was the European avant-garde in the early

decades of this century.
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MODERNISM IN BLACK A
_ ND WHITE: A
IN INTERWAR EUROPEHERICAN A2z

John Lucaé

il;se €ssay 18 partly about how and why Paris became the
wercnrfgil J];alzezn;en and women in the 1920s and 1930s
e ot m dl;; ﬁ{; ulftIaCk'bUt whose sexuality made ’life back h
by Euroncany T . !t 1s also about how jazz music became m‘(t)me bout
o apear tl;e BgalljllgnRg as early as 1919 with Ernst-Alexandre lfn 2oout
e “prinoas £l anl;ise, for whom Sidney Bechet’s clarinet-plan‘semet‘
Drimal oo sones & Ogous to the authentic or even autocht}ﬁng iy
oo 2 sought dor and _found, to their own satisfaction, b ey
Who s n Aftica JFn 1the Pacific Islands, and including Constan; Lgmeaﬂy
b ol ](i:. ( 93:4) makes {Il_'l.lCh of the music of Duke Ellin o
achjevemcn?as Zl ngton’s compositions as reaching the same | o
hevement 45, ong qth;rs, Ravel, Hindemith and Stravinsky. J e
e e il o oty s
: i ) . ut jazz s . *
other creators within the modernist move':nentmi?lﬂflll:t?sth‘:ren:ﬂgf em::llz

theoretical statements .
about their musi ; ,
They made the music, others explained iltc - Nor did they issue manifestoes,

great good place g
especially thoge whog

¢

EDHIN MUIR: ONE FOOT IN EUROPE
Alasdair . E. Macrae

gg:ld to }cllfsvﬁapmgnti;% continental Europe particularly in literature i
An. n background in remot ’ i
e €, rural Scotland -acadermi
. I;sot:a;e;]e;tlﬁefascmatlpg In that he read what he chose ‘gf Sw?f;:l 2:31 h'c
e engagem:;? :;Iiatllxlgt%d to relg.sd to satisfy the demands of an ins.tjtu'taimiS
¢ works of Nietzsche, Hélderlin, Hei ]

\ erlin, Heine prepared
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him to read contemporary German literature including Rifke, Hofmannsthal,
Kafka and Broch. With his wife Willa, Muir translated several works by
Kafka-and-Broch-which fed new. ideas, images and notions of form into the
modernist consciousness. Muir’s essays and reviews promoted this larger -
consciousness. Although, in comparison with the wildly modernist work of
his compatriot Hugh MacDiarmid, Muir’s own poetry is only mildly
modernist, he contributed in a unique way to making continental writing
available to British and American authors and readers. '

&

THE WANDERING FLANEUR. OR, SOMETHING LOST
IN TRANSLATION

Peter Brooker

The fldneur and fldnerie have become a standard trope in accounts of an
emergent modernity and the experience especially of the modem city. More
recently, the historical figure of nineteenth-century Paris has been re-
examined in readings of the gendered formations of modernism and further
reconfigured in accounts of more contemporary, postmodern forms of urban
experience. The Parisian stroller or window-shopper identified by Charles
Baudelaire and Walter Benjamin as a new social type and the model of the
artist reappears as the mall rat or TV viewer slaloming across channels. This
essay argues that, productive as these later discourses often are, critics
responding in particular to the “deconstructive turn” are in danger of losing
sight both of the historical and spatial specificity of the later postnodern
moment. The fldneur becomes a sight without a referent, an unwitting or
romanticised projection of the disengaged textualising theorist. The essay
therefore calls for a renewed historical awareness which will not only confirm
the situated and short-lived role of the flaneur and significantly different
attitude of the female flaneuse in the modemist city, but help to ground the

fertile ideas of the nomadic postmodern intellectual.
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IS THERE. A SWAN IN THIS
POEM?
SYMBOLIST POETICS YEATS .AND

Matthew Potolsky

Although the poetry of W. B _Ycats has lon )

. ' . B. g beecn i i
Exganfesry);fglgﬁlsd;a_ls (&f French‘ symbolism, it is assumed thgisgc;;ec:urv;m e
homene Doliem ng e twenneﬂ.l century and endorses a more public ifaga
imagery , pocel ¢ poetry. While this story may be true for Yeats’; i
“decoml;osition” ontinues to draw upon symbolist techniques of Peetic
e o e o S s e o e b s
:;gﬁg.ls g;lg?u&r’d’hui” aqd Yeats’s “The Wild asr‘?:n: ;I;c C\;g;ff,_let;;:ace, .
Shgpes th haviats _thr;t:inues to draw upon symbolist methods even after he
e scen;egles i be&c][c]]:n- Both‘poems generate 4 tension between the
el scene Occn’ y the lyric voice and the linguistic or allegorical
o poem’s language. And‘m both poems this tension works to
e ommpose ual_s:cene. Where Mallarmé effects this decomposition throy
oo mater mjlm ctxig:_lsl;f(glss allanf;uag?},l Yeats presents a landscape that can %I;
embodiment of a system of syrﬂsgﬁc cgnlz:os;tonsc.l::;ie:;ld *llegorically (s an

&

DANTE IN AMERICA: ELIOT
: AND THE P
MODERNISH | OLITICS OF

Jeremy Tambling

g:iizses;?y :‘:tfks at {.hepdit?cs of modemism and the politics of readin
oSl t:c, a ef(eicctwe afﬁ¥ty that seems to have existed between Amerii
; \ uses on T. S. Eliot’s relationship to Amers
:ﬁﬁeg?atg;ce%mry rcadmgs c_;f Dante, and his desire t% create :n If:wanxfxo:g
puhoritat ¢ Dante, derived in part from Maurras. This reading has l::eoomc
relition ?;c“ alllllegﬁ;??%l;egg Agndert;cf c:l;iticism of Dante, particularly in
» 8 Oppos uerbach’s “figural” readi
looks at both the positive and negative features of Eliot’s re:;lgilsl‘gﬂb?ste:zg
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how it may be possible now to go beyond it, and find a reading of Dante that
is less bound up with an authoritarian politics.

VIRGINIA WOOLF AND POST-IMPRESSIONISM:
FRENCH ART, ENGLISH THEORY, AND FEMINIST
PRACTICE

Jane Goldman

Roger Fry’s historic exhibition of 1910, “Manet and the Post-
TImpressionists”, was a defining moment in avant-garde aesthetics, marking
European modernism’s revolutionary impact on the practices of British
artists. But it also marked the start of British formalist theorists’ influence on
the critical apparatus for modernism. It is often cited to explain Virginia
Woolf’s enigmatic statement, in “Mr. Bennett and Mrs, Brown” (1924}: “on
or about December 1910 human character changed”. The formalist aesthetics
of Roger Fry and Clive Bell with which this date has become linked are also
invoked in readings of To the Lighthouse (1927) to explain the painting
practice of Lily Briscoe and the modernist aesthetics of Woolf herself. But
1910 saw other events surrounding the exhibition that we might acknowledge
as relevant: in particular, the suffragette activism occurring af the time of the
exhibition, culminating in the notorious demonstration on “Black Friday”.
Woolf's manifesto on 1910 seems to resonate both with the formulations by
Fry and Bell on European art and with the formulations and practices of
British suffragist artists. The stained-glass artist and organiser of suffragist
colours, Mary Lowndes, published a number of essays in 1910 and 1911
which are of particular interest. The combined influences of French art,
English formalist theory, and suffragist aesthetics may be at work in Woolf's
Kiinstlerroman of 1927. '

&C
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FLAUBERT, SCHLEGEL, NIETZSCHE: JOYCE AND

SOME. EUROPEAN PRECURSORS

Brian Cosgrove

The influence of Gustave Flaubert on James Jo i
e inf ' Joyce is well-establi
might it not be more appropriate to look to Friedrich Schlegel forlihzi;s]i)oul:

-of frony that is closer to Joyce's artistic practice? Faced with a world of
o

bewildering plenitude and the recurrent paradoxes in our i

literary artist requires, in Schlegel’s viewlf a flexibility of ::Sp;fonnzrécc, hf.he
WII.I do justice to such multiplicity. Schlegel thus advocates an ae\fhl(fh
whlch, responds directly to contingency, one that arguably corres Sd e
Joyce’s procedures in the “allincluding [...] chronicle” of Ulysses ‘E}clm e
constant narratorial shifts, for example, seem to indicate an asiaimt?;e e
come l;o terms with the contradictory totality of experience. Moreoverntrtlo
‘r‘elan?min implicit in Schlegel’s insistence on authorial flexibilit ’ang
caprice” —as the artist seeks 1o devise strategies which will respond {o th
complexity of our world— becomes fully. explicit in Nietzsche’s later ang
more cogent advocacy of a “diversity of perspectives” in the interests of
perceptual completeness. Such diversity is intrinsic to Joyce’s non-absolutist
aesthguc. The essay concludes with an indication of some further pos 'bls
affinities between Joyce and Nietzsche. possie

"FAMILIAR MATERIALS™: TJOYCE AMONG
EUROPEANS

Vassiliki Kolocotroni

In his life and work, James Joyce is often regarded as the paradigmatic exi

His legend'firy obsession with accurate detail in the accountr:}f a di;nfn fhlelil{?é
of an imaginary Dubliner in Ulysses, and the importance he always accorded
to the minutize ‘of memory, tend to be seen as evidence of the nostalgic
thrust of his writing. Yet, as this essay suggests, the cities in which nearly
four decades of self-imposed dislocation were spent (Pola, Trieste, Rome,
Zurich, Paris) provided more than a conveniently alien backdrop for Joyce’s

ABSTRACTS _ T 363

transposition of remembered Irish material. In those cities, Joyce practised
the cosmopolitanism (linguistic and other) that he preached, and surrounded

_.....__._.....i:: i.

himself with_fellow_cross-nationals. Usually featuring only in apecdotal -

| asides, or brief editorial footnotes, many of these figures can claim a

significant influence on Joyce’s work. This essay records the circumstances
of some of these friendships, and discusses their emergence within Joyce’s

“familiar material”.

%J.

THE ODYSSEY OF D. H. LAWRENCE: MODERNISHM,
EUROPE AND THE NEW WORLD

Peter Marks

Literary modernism often exhibits the opposing impulses of cross-cultural
pollination on the one hand, and exile and dislocation on the other. Writers
wrestled with the problem of representing these complex cultural and
political forces, especially as manifested in such European meiropolises as
Paris, Vienna, and London. D. H. Lawrence, in some ways an archetypal
modern writer, differed from many modernist contemporaries in rejecting their
Eurocentric viewpoint. Both his life and his writing display a search for fresh
meanings, forms, and lifestyles in the so-called New World. This essay
concentrates on two neglected, often heavily criticised novels of the 1920s,
Aaron’s Rod and Kangaroo, examining how each maps the distinct journeys
of protagonists through and beyond a Europe terminally blighted by war.
Lawrence recasts Burope as spiritually and culturally empty, but
fundamentally unaware of its critical state. Aaron’s Rod tracks the picaresque
adventures of its eponymous hero from an English mining town, through the
dulled world of western Burope to his apparent spiritual rebirth in Florence.
Kangaroo records the more planned flight of Richard and Harriet Somers from
a Europe they both detest to the supposed sanctuary of Australia. In neither
novel is the search resolved: Aaron is pointed beyond Europe by his mentor,
Lilly, while the Somers reject what they see as the unreflective ease of
Australian democracy, journeying on to the untamed places of America. Both
works overtly criticise the dead hand of post-war Europe from the margins of
that culture, and beyond. At the same time, each is a literary experiment, an
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attempt by Lawrence to perf&rm radical
‘ 1 surgery on the
they are worthy of consideration in discussion bothm;? I tfho

a T. A5 such
uropean focus of much modernist literature, and the di\’ersi; essentially

newness which marked it. of Iitm‘ry

&

D. H. LAWRENCE. GERMAN EXPRE.S .
: PRESSION
WEBERIAN FORMAL RAT]ON)\L'IT;"S . AND

H. U. Seeber

Literary historians still find it di
ifficult to “place” David Hi
Eoeisvhe a:hctually bilqng to that revolutionary movement inelribtg:tiriwren'c&
theg en the name hte1:a:y modernism” or “high modemism™? In GermWhJCh
g accusguon. of “fascism”, usually based on a reading of' The Pl e
erpent, 1s still a stock response to the challenge of Lawrence. Not hua};;d
- Y

with such a reductionist ap
proach, I proj .
of German expressionism 1 ik TEJI pose fo place Lawrence in the context

‘ : nist crucial thematic and, to egree
formal innovations in his work. The Rainbow and W;nw;: l;f sil;Jd
ve are

shaped by the typically ex ioni i

' ’ pressiomist tension between form and li i

glégi;gr?:t’agl?mst's, Ursula and Birkix, voicing the author’s rad?gal Lﬁil E:m;

modem 1wh§zanqn, attempt to break through the forms of civilizati;ln .
pt which implies a characteristic apocalyptic dialectic betwecann

destructi . ;
ction and renovation. In both expressionism and Lawrence, sexual love

is the chief agent of “Aufbruch” (“new
. J _ departure™). In describing th
modernity, Lawrence is evidently influenced by Max Webef’s zo];ifeu;: gtt:

“formal rationality” (¢ i itit” i
o ity” (“formale Rationalitst ), which he leammed from Edgar

¥
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HEMINGWAY AND MALRAUX: THE UNMANNED
VIRILE FRATERNITY

Geoffrey Harris

This essay initially draws on the feminist criticism of Gilbert and Gubar,
Pyketi, Bonuie Kime Scott and Elaine Showalter to underline the theme of
male inadequacy in the early work of Hemingway and Malraux, two of the
most “masculine” of modernist novelists. In the aftermath of the First World
War a certain concept of masculinity becomes irrelevant and the fictional
virile hero finds himself involved in shifting gender boundaries. Harris takes
issue, however, with the same feminist theorists when they maintain that
this process resulted in the empowerment of wornen. Close textual and
thematic analysis of a number of works shows that while the dislocation
caused by the war may have unmanned the virile hero, it does not lead to the
enabling of the figure of the heroine. If female characters move into the
vacuumn left by the beleaguered virile fraternity, they also inherit man’s new-
found vulnerability. The focus on the umanned hero does not contribute 0
any concept of the New Woman and the demise of the male hero is not a
consequence of the emergence of an authoritarian heroine. The virile fraternity
is solely responsible for its own dislocation.

&

TJEAN RHYS: THE FRENCH CONNECTION?

Jennifer Milligan

This essay examines Rhys’s relationship with France as evinced in her
autobiographical works and early fiction. It analyses the way in which Rhys,
adopting a position of self-imposed artistic marginality and social isolation,
refuses to endorse popular utopian visions of Paris as an all-embracing,
alternative aesthetic homeland and a realm of erotic liberation. Paris instead
becomes synonymous with maternal, not sexual, love. This offers a sense of
resolution and closure for Rhys on a personal level (she comnects
metonymically with her own estranged mother); but her particular

representation of the maternal realm also furthers her quest for a technically
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Imovative form of writing. This is characterised b

disturbance, narratorial instability, fragmented interior mob;o chronologicqf

subversive rewriting of other canonical . logue, and

mod * ce : texts: tfalts COMm: s a
et weing of the period. Rlys additonaly employs arat
and, ever the mdlc:f g;mlckmg the natural thythms of the materna]% -
thus aligning h Lf ws on Frencp literature for her revisionar bOd}*
canon. Rhy Sg’s ;’::nc}:?lsﬁiﬂgcagg with }z;}: already dissident Frenghvirirtg;%

2 ns ¢

themes within the context of mod:ra;ﬁsi]hf:ngo Sfi‘ilplore _Women-centreg
nonconformist voice. Stll retain her unigue

&

CRYING FiRE IN A THEATRE
: AUDEN"
HARLEQUINADES =S

Teresa Brus

WH b .

alcr?toAﬂggesn $ WIIngs engage in a self-conscious frivolity which is alw:

oo th erious. The playfulness of his language mirrors the vulnerab‘EYS
mmunity it formulates, but his writing also éngages in “velrbg

playing” for its own sake, di : . -
heterogeneity and  diff cr:;] cixslocaﬂng established forms into indetermi

deployment of the camival
weakness”,

positions,

r

- The essay explores Auden’
‘ § ftransgressive
esque as a Dionysian joker “emigrati
‘ ting.
o expose the tensions and dualities underlyinggr mogfiefrrﬁi]::

P
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AUDEN'S JEREMIAD: ANOTHER TIME AND EXILE
FROM THE JUST CITY

Michael Murphy

This essay examines Auden’s growing disillusionment with England during
the 1930s, culminating in his leaving for New York in early 1939.
Focussing on those poems which were to be published in Another Time
(1941), Auden’s first collection as an “American” poet, the essay charts
Auden’s analysis of the poet’s responsibility for the creation of a “Just City”
through such exemplary figures as Rimbaud, Edward Lear, Matthew Arnold
and, most importantly, W. B. Yeats. If saling for’ America saw Auden
attempting to escape a certain kind of limiting and parochial Englishness,
then it also, this essay proposes, saw him attempting to jettison Yeats’s
influence, one which Auden came to recognise as providing a negative role
model for the complex relationship between public and private selves. These
themes, the essay concludes, are most fully worked out in the series of great
elegies contained in the third section of Another Time, in which Anden looks

at the Just City from the perspective of the exile.

&

"QUARRELLING WITH THE OUTSIDE WEATHERS™:
: DYLAN THOMAS AND SURREALISM

Chris Wigginton

This essay challenges the traditional readings of Dylan Thomas. Rather than
figuring Thomas as a regional romantic, a bardic other to modernism and the
Audenesque, it focuses upon. the modernist and particularly surrealist
elements in his work. It considers in detail a number of poems that deal with
the limitations of representation and language in order to suggest that
Thomas may be read in a more complex way than has hitherto been the case.
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It asks that surrealism be recoeni it
- ' enized as a politicized
crises of the period, and calls for a rethinking of the woiisgle

in the light i
e ght of those newer theoretical responses th:at have ¢

&

THE EUROPEAN RADIO BROADCASTS OF T. s
ELIOT o

Michael Coyle

Although T. S. Eliot is amone th i
- 8. g the most-studied figures in K
il:f:ﬁ fﬁi?w Lat?m bIroe_tdclast.s he did between 1929-19646;;:1311
: non. lt 1s less striking that Eliot should haw
Eal;d:g than it is tpat, after 1941, he increasingly directedehis broadcas
Dur ;J(f:;l eand As:an audn?nces. After all, numerous other modernist wr?te‘;o
Comnne:tp?'lnt‘fnted W:Ith radio (ﬂ;ough few others made Eliot’s sustainec?
commi ecume;)i s t; :;eg::mt)h [ftfliotl’;fforeign broadcasts conform to the
other 8 before the microph. i i
A t crophone, in addr
I I;I:Jéan T{);dgastern European audience they did nevertheless test ecumenical
. y, at the end of the century, the idea of “Europe” has more

currency than ever before, but with the end of the Cold War we have to strain

Eigtear’ banigne insisting. on the unity of European “culture”. In this sens

: news roh < é:la;sgts ctompnsc a uniquely modernist moment: an attempt to useé
EW tec ¥ 0 recognize a i i .

rapidly Tosing o ghize a dream in which the rest of the world was

terary history,
yet to receive
been attracted to

tic response
0

f Dylan Thomag

merged singe hig
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up the articles that are sent to them and make oul as soon as possible a writien
report describing the article in terms of the points itemized in an evaluation form.
In the case of articles that have not been accepted or need revision, an additional
report will be made out indicating the reasons for non-acceptance, ot the changes
to be made as the case may be. Although every effort will be made to publish
contributions that have received favourable reports, the Edilor reserves the right
to make a further and final selection when the number of contribuiions with
favourable reports is in excess of the number of articles that can be conveniently
published in one issue of the review. In the case of partislly negalive reports as
well as positive ones on the same article, the final deegision will lie with the
discretion of the Editor, who will weigh up the reports and the general interest of
the subject matter of the article, Additional reports may also be sought.

The recommended length for articles is of 4000 0 8000 words. Reviews are
also accepled of books that are of general interest in the field of English studies
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and that have been published within the last four yeats (rccommended length:
1500 words), Translations of short texts that arc of special interest are also
accepted. Book reviews and translations will be accepted for publication at the
discretion of the Editor, who may require additional reports. The articles submiited
should stick to the Poblication Guidelines included in this volume. The editors
may correct clerical or factual errors and introduce stylistic corrections withoyt
Turther notice. A copy of the papers on disk {preferably Word 6.0) will be required
to prepare proofs once 4 paper has been accepted for publication. No offpriots are
supplied. The authors will receive some copies of the journal.

For additional informalion, contact the editor, Marfa Dolores Herrero, al the
above address or via e-mail: dherrero @ posta.unizar.es
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INDICACIONES A 1L.O3 COLADBORADORES

Miscelgnea: A Journal of Fnglish and American Studies es una publicacitn
semestral del Departamento de Filologfa Tnglesa y Alemana de ta Universidad de
Zaragoza, Ademds de [a versidn impresa, se difunde por vie electrénica cn el
siguiente servidor de Internet:

hitp AFY L UNIZAR ES/MISCELANEA/MISCHLANEA HTML

La revista difunde artfculos sobre lingiifstica inglesa, literaturas escritas en
inglés, pensamiento, cine y estudios culturales del 4mbito anglosajén.

Se agradecen las contribuciones en inglés o en espafiol, inéditas y no
propuestas para su publicacién en otro luger. Se ruega enviar los trabajos por
triplicado (sin disco informé#tico) a la Directora de Misceldnea, Depattamento de
Filolegia Inglesa y Alemana, Facultad de Filosoffa y Letras, Universidad de
Zaragoza, 50009 Zaragoza, 86lo se devolverd, si asf se solicita, un ejemplar. Para
poder ser publicados, los artfculos deberdn recibir informes positivos emitidos
por, al menos, dos lectorss especialistas en la materia. Bstos lectores no
conocerdn la autorfa del artfeulo, y el informe que emitan eos asimismo
confidencial, si bien se puede dar a conocer su contenidoe a los contribuidores que
asf lo soliciten, Las conttibuciones encargadas por el Director a profesionales de
recanocido prestigio (contribuciones no seleccionadas anénimamente) se sefialan
como tales en el fndice de la revista. No se pondrd ninpuna restriccidn a los
autores que deseen reeditar sus trabajos o utilizarlos en otras publicaciones, aungue
deberd indicarse sn primera aparicion en esta revista,

La seleccién entre las contribuciones no solicitadas por el editor se¢ hard
principalmente sobre la base de su interés giobal y originalidad, su rigor teérico y
metodolégico, el desarrollo de una tesis bien definida, la calidad de su estilo y su
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adecuacién a las normas del trabajo académico. Los articulos habrin de ser el
resuliado de un trabajo de investigacidn serio que aporie nueves dalos o
perspectivas  criticas innovadoras sobre un tema, Mo se publicarfin articulos
meramente divalgativos. Los lectores habrin de sopesar los artfculos que se les
remitan y emitit, por escrito ¥ a la mayor brevedad pesible, un informe razoaado
en funcién principalmente de los puntos detallados en un impreso de evaluacién.
En el caso de articulos rechazados o que deban ser revisados se indicarsn
detalladamente en un informe adicional las razones de la evaluacién y las
modificaciones a introducir en su caso. Los trabajos se intentardn publicar en la
tevista siempre que reciban informes positivos, si bien la Direccidn se reserva el
derecho de establecer una dltima seleccién sobre la base de los informes recibidos
en el caso de que el niimero de artfculos recomendados para un volumen dade haga
desaconsejable la publicacién de f(odos. En case de recibirse informes
parcialmente negativos y otros positivos, la publicacién o no del atticulo se hard
a juicio de la Direccidn, una vez sopesados los informes emitidos y el interés que
pueda ofrecer ¢l artfcnlo. Se podran asimismo solicitar otros informes.

La extensiéon recomendada para los artfculos es de 4.000 a 8.000 palabras.
También se aceptan resefias de libros de interds general para los estudios de
Filologia inglesa que hayan sido publicados on les cuatro fltimos afios (unas
1.500 palabras), asf como traduccionss de plezas breves que ofrezcan interés
especial. Las resefias y las traducciones s publicardn a juicio de la Direccidn, que
podrd también asesorarse con informes adicionales. Los trabajos deberin seguir
las Normas de Publicacidn que se detallan a continuacién;

1. Cada artfenlo debe incluir un resumen (méximo 150 palabrag)en el idioma en que

esté escrito, seguido de cinco palabras clave (Key words: relevance, context,.../
Palabras clave: relevancia, contexio,...).

2. No se deben enviar diskettes hasta la aceptacién definitiva del articulo,

3. No se insertard el nimero de pédgina cn la versién electrénica, En la copia
impresa {(que se enviard por triplicade) se procederd a una numerscidn a mano.

4. Las notas irdn al final del texto, como texto, antes de la bibliograffa y no
creadas automaticamente por el programa de ordenador. En el texto las llamadas de
las notas se indicardn con nimeros volados y sin paténtesis. Al final del texto irdn
con niimero volado seguido de un espacio. A continuacién ird el texio de la nota.

5. En ningdn momento se procederd a la divisién de palabras.

6. En ningiin caso se incluirdn cabeceras ni pies de pagina.

7. Las siglas y abreviaturas se especificardn con toda claridad la primera vez que
aparezcan.
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8. Las citas de mis de 40 palabras irdn separadas del cuerpo, sin comillas y sin
numerar (Times, 10p.). Si la referencia figura al final del texto serd como sigue:

... narrative to their function. {Labov and Waletzky 1967 12)

Las citas que vayan en el cuerpo ir&n entre comillas. Si la referencia va completa al
final de la cita:
.. narrative to their function” (Labov and Waletzky 1967: 12).
Si se omite parte del texto original de la cita, deberd indicarse mediante [...] ¥ ne
mediante {...)-
Otras referencias para nombrar autores deben ser:
...following Blakemore (1987: 35),...
...petform a distinctive function in discourse (Blakemore 1987).
...this issue has received a lot of attention by relevance theorists
{Blakemore 1987, 1992; Wilson and Sperber 1993},

9. Las referencias bibliograficas figurardn al final del articulo bajo el epigrate
WORKS CITED/ OBRAS CITADAS, ¢ iréin por orden alfabético, sin separacién de
lineas entre una y otra entrada. Tftulos de obras y nombres de revista irdn en
cursiva. Titulos de articulos y capftulos de libro irdn entre comillas, Deberdn
aparecer las referencias de todos los autores gue se citan en el texto y no deberd
aparecer la de ningiin autor que no se haya citado. Si un mismo autor aparece en
més de una entrads, deberd indicarse mediante una lfnea —-. (ires guiones cortos
seguidos de punto), y no debera repetirse el apellido y la inicial. Los nimeres de
paginas irdn asf: ...: 655-664, y no asit ...: 635-64.

Monografias:

APELLIDO AUTOR (en versales), nombre completo del antor. Afio. Titule ¢n
cursiva, Ciudad: Editorial,

APELLIDO AUTOR, nombre completo del autor. (Afio 1* edicién} Afio edicién
utilizada. Tftulo en cursiva. Ciudad: Editorial.

APELLIDO EDITOR, nombre completo del editor. {ed.). Afto. Téhulo en cursiva.
Cindad: Editorial.

APELLIDO AUTOR 1, nombre completo del autor 1, nombre completo del auter 2
APELLIDG AUTOR 2 v/ and nombre completo del autor 3 AFELLIDU AUTOR 3.
Afio, Tftulo en cursiva. Ciudad: Bditorial.

APELLIDOG AUTOR, nombre completo del autor, Afio. Tulo en cursiva. Trans/Trad.

Imicial nombre  traductor.  Apellido  traductor.  Cindad:  Editorial.
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Capitulo o articitlo de monografia:
St s6lo se ha wtitizado wn cap./ art. de esa monografia:

AFBLLIDO AUTOR, n'ombre complelo del autor. Afio. “Titulo entre comillas”. En/ In
Apellido editor, nombre completo del editor. (ed.). Tfudo monograffa en
cursiva. Ciudad: Bditorial: 00-00,

8i se han utilizado dos o mgs cap./ art. de esa monografia:

APELLIDO AUTOR, nombre completo del autor. Afio. “Timlo entre comillas”. En/ In
Apellido editor, Inicial editor, {ed.): 00-00.

81 la edicidn es una recopilacion de las obras de otro escritor:

APELL]JJO_ AUTOR, nombre completo del autor. (Afio 1" edicién) Afio edicidn
wiilizada. Tiulo del volumen en cursiva, Ed, Inicial nombre del editor.

Apellido del editor. Trad. Inicial nowabre del traductor. Apellido nombre del
traductor. Ciudad: Editorial.

Articulo en publicacidn periddica:

APRLLIDO AUTOR, nombre completo del autor. Afio. “Titlo entre comillas”.
Nombre revista en cursiva nimere de la revistn (volumen}: 06-00.

Ejemplos

GERLACH, JOHN. 1989. “The Margins of Narrative: The Very Short Story, The
Prose Pocm and the Lytic”. En Susan Lohafer and Jo Ellyn Clarey. (eds.).
Short Story Theary at a Crossroads. Baton Rouge: Louisiana U.P.: 74-
84, :

NEALE, STEVE. 1992, “The Big Romance or Something Wild?: Romantic Comedy
Today”. Screen 33 (3) {Autumn 1992); 284-200,

WILLIAMS, TENNESSEE. 1983. La gata sobre el tejado de zinc caliente. Trans. A.
Diosdado. Madrid: Bdiciones MK. '

10. Los listados iréin sin formateado automatico, es decir, asf:
_1. Cada artfculo debe incluir un resumen (miximo 150 palabras) en el
idioma correspondiente, espafiol o inglés, seguido de cinco palabras clave.
2. No se insertaréin nimeros de pdgina en ¢l diskette. En la copia impresa
se procederd a una numeracidén a mano.

¥ 0o asi:
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1. Cada artfcule debe incluir un resumen {méximo 150 palabras) en ef
idioma cortespondiente, espaiiol o inglés, seguido de cinco palabras
clave.

2. No se insertarin niimeros de pigina en el diskettc, En la copia impresa
se procederd a una numeracién a mano.

11. En cuanto a la puntuacidn, deberdn sepuirse las siguientes pautas:
10.1. Los mdmeros de las notas a pic de pégina irén detrds de los signos
de puntuacién,
10.2. Los comenlarios intercalados, deberfan estarlo entre puicnes
largos (—), no breves {-): —esto es un ejemplo—, sin espacios cntre los
guiones y el texto 8 que éstos cotresponden.
10.3, Detrés de los signos de interrogacién y exclamacion no deberfa
haber nunca un punto.
10,4, Después de dos puntos la primera letra ird en mindscula, ano ser
que sea nombre propic,
10.5. Las comillas no deberfan aparecer nunca después de los signos de
puntuacién (Ej. “esto es correcto”, pero “esto no.").
10.6. Puede ser que las comilias no sean las que “deben ser™ y aparezcan
olras gue estarfan "mal colocadas, como €stas” o que no fueran las que
corresponden a la letra "como ¢stas”. Lo mismo puede pasar con
Martha's y Martha's,
10.7. Ne se usard el signo “&”.

12. El iipo de letra utilizado serd Times [12p.]
13. No se utilizaréin plantillas para el formateo del texto,
14. No se crearfn saltos de secciones ni secciones auiomilicas dentro del texto.

15, Palabras procedentes de otras lenguas (latin, francés, etc.) y que no sean de uso
comtin se escribirin en cursiva. Por ejemplo: per se ab initio, par excellence,

trobadour, aic,

16. En ningln momento se utilizardn comillas simples, ni adn cuande se ate de
1na cita dentro de oira.

17. Como norma general se teatard de ser colerente con la puntuacién y urtogr:;f{a
(btitdnica o americana) a lo largo del aniculo. Por ejemplo: “emphasise/
recognise” y no “emphasize/ recognise™; “colour/ colour” y no “colour/ color™.

Los editores se reservan el derecho de introducir mejoras de estilo y de corr_egir
errores factuales o materiales. Se requerird un ejemplar del trabajo en disco
informético (preferentemente Word 6.0) para preparar las priebas una vez haya
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sido aceptado para su publicacién. No se edilan separatas. Los autores recibirdn
algunos ejemplares de la revista.

Para més informacion, pueden dirigirse a la Directora, Marfa Dolores Herrero,
4 Ja direccidn arriba indicada, o por correo electrénico:
dhetrero@posta.unizar.es
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EXCHANGE, POLICY

Miscelinea welcomes exchanges with other scholarly publications. Please write
to:

Misceldnea (inlercambios)

Departamento de Filologfa Inglesa y Alemana

Universidad de Zaragoza

50009 Zaragoza (Spain)
The basic cxchange rate for periodical publications is established on the basis of
annial volumes. Quarterly, bi-monthly or monthly journals, or book series
editors, may agree to establish other rates or complementary exchanges,

#

BIBLIOGRAPHICAL INFORMATION

Misceldnea is listed in several bibliographical compilations, including the
Bibliography of European Journals for English Studies (BEJES) published by the
European Society for the Study of English (ESSE), the MLA Directory of
Periodicals, the Directory of Electronic Journals, Newsletters, and Academic
Discussion Lists published by the Association of Rescarch Libraries, Ulrich’s
Internatinal Periodicals Directory and the Bibliografla Espafiola de Ciencias
Sociales y Humanidades (Consejo Superior de Investigaciones Cientificas-
CINDOC). 1t is also listed in The Voice of the Shuttle, in Bibliografia de Revistas
Electrénicas Espariolas, in Ef Kiosco Electrénico, in WWW Applied Linguistics
Virsual Library, and in several other Internet directories.
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Abstracts of Misceldnea are published in
Linguistics and Language Behavior Abstracts (LLBA).
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The journsl is regularly submitted to the following bibliographical publications
for indexing:

The Annual Bibliography of English Language and Literature
published by the Modern Humanities Rescarch Association

The MLA Imternational Bibliography
published by the Modern Language Association of America

*

Complete listings are included in
Literary Theory and Criticism: A Bibliography.
(Comp. José Angel Garcfa Landa)
available online at the following website:
hitp:/FYL, UNIZAR.ES/FILOLOGIA_INGLESA/BIBLIOGRAPHY HTML
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THE UNTVERSITY
OF BIRMINGITAM

* MA and MPhil(B) in
European Modernisms

The University of Birmingham offers two medular interdissiplinary
degress in European medemist cullure (the MA and the MPhLil(B)). X
These postgraduale degrees are taught under the segis af the School, ;
of Humanities and combine 1hz resaareh excellence of the following

departments: Drama, English, French, German, Music, and History '
of Art, They draw upon the unigue collections of the Barber Institute
of Fine Arts and the Special Collections of the University Library,
which is one of the largest academic librories in the country.

The firsL semester has 1wo modules: a core module on the origins of
modernity, the nature of modemist art and eulture, and theories of
modernism; a madule on research skills and inethods. "These courses I
will equip students either to pursue independent supervised research '
{for the MPhil(B) programme) or further specialist laught modules :
[for the MA programmc). MPhil(B) students will begin work on their L
dissertation in the sccond semester; MA students will 1ake one !
specialist module in their second semester and then write a shorter

dissertation over the summer. The specialist modules we offer vary, !
but they draw on a mnge of facully research interests and include
topics such ns decadence and symhbolism, literary modernisma, :
modernist visual culture, modernity and the city, the historical avant- :
garde, modernism and Europe, developments in intcllectual history,

and modemiat formations of gender and sexuality. Programmes may

b followed on & part-time basis.

For further information contact the Programme Convener:
Dr Andizej Gasiorek Tel: + 44 (0) 121 414 5693

3;!’“6"?'6“' of E?gish_ . Fax: +44 (0) 121 414 5668 !
e University of Birmingham .

Edabeston, Birmingham A.B.P.Gasiorek@bham.ac.atk
B15 21T http:/fwww.bham.ac.uk/english

United Kingdom

5

‘Y BEF T EHXY I.Iﬂ




" of English-language journals that were

The Modernist

Journals Project

hitp:www.modjourn.brown.edu

The MIP provides free, on-line editions

important in shaping those movements
within literature and the arts which came
to be called modernist, Our editions
combine digital images of the original
pages with searchable text files using the
Portable Document Format (PDF), These
editions can be read, downloaded, and
printed all from within a moadern web
browser. [n addition to the original docu-
ments we provide links to critical essays,
biographies, historical introductions, and
images of relevant artworks.

The MIP is based in Brown University’s Department of Modern
Culture and operates under the editorial direction of Robert Scholes.

Journals currently available include The Mew Age (1907-1922) and
the film journal Ciné-traces (1977-1282).
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Research and Graduate College
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European Studies Research Institute & 2
' # &
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xcellence in European Studies S ()?:Q
Centre for Literary and Culiural Stodies Centre for Language and Linguistics

Tha Eurepean Studles Rasearch Instiute (ESRI) Is a forum for research of national and intemetlonal axcallenca,
providing an undarstanding of moedern end contamporary Eurape in the broadest sense. Awarded the top prads In tha
UK's most racert naflormside A hA l Exercise, ESRI Is home to soma 70 full and &0 asaoclate mambara.
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Tek +44 (01161 296 5024 Tel; +44 (0}167 2895 5390

Fax: +44 (0161 2B5 5223 Fax; +44. (0}161 205 5223 |
E-mall; U, Tildi@salford.ac.uk E+mail: G.Hotfmann@Ds aard.acuk

Visit our webslte at hitp:{fwww.salford. ac.ukfesd
School of English, Sociology, Politics and Contemporary History

MA/PgDip in English: Literaiture and Modernity and MA/PegDip in Critical Theory

Tha MAIPQDIp In Englsk: Lileratuna and Modarnfty 13 a new codlshorative programme, taught joiatly by members of tha
School of English, Soeiology, Polillos and Conbemparary Higlory (ESPaCH} at Salford Linlvarsity and the English
Deperiment at Manchester Matmpaitian Unlvarsity, Modudes draw on diverse crifical Inteqpretetions of 1axts, organlsed
by historical peslod, gence or aulhar, AN modoles develop awareness of a range of hisoreal, cultural and palltical issues
that arise when (re}-reading Rerature-and modemity.

The MAPHD in Critinal Theory 2 designed both 10 Inlroduce students to & range of orltioal parspacdives ond to fake
fuither thelr tnlerests In aoime of tha fallowing: poal-medernlam, poat-atructurallzm, New Historiclsm, post-calontalism,
psychoanetysia, flm theary, femindst criiciam, genderfqueer stiklles end deconstruetian.

The programimea can be campleted on a full-ime or part-fima basls. Teaching kakes place In the aarly evening, and most
clasees are conducled a5 saminars, with the emphasls an student participation. Students enrol st both inslittions and
thus have ful access to the fcliiles of two of the Isading universities In the North-Wesl, Including libraries and IT
cegourcee, and will be abla to particlpats in the exdracuricular sctivitles of two lively and friendly departments,

The MAs/PaDIps In Emglish: Lilerature and Modernily and Crifos! Theory are unique ventures, providing innavative
programmes of study in en actlva and crasllva community of leachera and regzarchers in Greater Manchester.

Plaasa contact:

Or Seolt MeCracken

Schoal of Engllish, Saclolegy, Polities snd Contamporary History
Tal: +44 (G164 206 4108

Faw: +44 [0161 205 5511
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