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Autobiographical
...

HAROLD OSBORNE

It is sometimes said, with a touch of deliberate paradox, that all fiction, even ~he

most phantastic, is in reality autobiographical. Be that as it may, we all know
,persons who are their own favourite and most fertile topic of conversation, while
there are others who will speak only reluctantly about themselves. I confess that I
belong to the taciturn kind. It was therefore with some dismay tbat I received
the request to- write an autobiographical statement for this numb..:r of the so
excellent Journal of ComparativeLiterature and Aesthetics.

I started my academic career, then, as a classicist, taking a degree at
Cambridge University in Classics with distinction in Ancient Philosophy. This was
followed by a Stanton Fellowship and a second tripos in Pbilosophy of Religion.
For this I read Philosophy under C. D. Broad and F. R. Tennant and attended the
lectures of McTaggart. My first book, Foundations of the Philusophy of Value, was
published by the Cambridge University press in 1933.

While still an undergraduate I was fortunate to enjoy the friendship of
Arnold HaskeIJ, who later becam~ known for his connections with British Ballet. At
this time he was building up his colJeclioD of contemporary paintings and drawings
and owned a small gallery in Conduit Street) His influence stimulated and
broadened my incipient interest in modern art and aeRthetic values in general and I
have always remembered our friendship with gratitude.

In the 1930s I founded and organised the Cambridge University Arts
Society, arranging weekly Calks by practising artists in term time and small
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exhibitions in the Gordon Fraser Gallery. I enjoyed an extensive ac~uaiatance
among artists, counting Frank Dobson, Maurice Lambert, Leon Underwood,
Henry moore, Barbara Hepworth, Ben Nicholson, Mark Gertler, together with the
critics Roger Fry, R. H. Wilenski and Helbert Read as special friends. These people
among many others helped my powers of appreciation gradually to mature and this,
combining with a continued interest in philosophy, laid the foundations for my
later work in aesthetics. But before I was ready to write in this field there came
the interruption of the war. One lesson I did learn, however, which has not b~en
nullified by a fairly long and diversified experience, and that is the wisdom of
Ruth Saw's statement that an aesthetician must always be prepared ~o face
objections from "people who think they know it all without bothering to
find out.2 "

During the war I was employed in the Political Intel1igence Department of
the Foreign Office in close contact with the Underground Resistance Movements
of Poland aDd Czechoslovakia. There was no opportunity for philosophy or
aesthetics. After the war I spent a number of years in diplomatic service as First
Secretary (Commercial) in the British Embassy, La Paz. Hf,JreI was able to acquire
some familiarity with the very different appreciative demands of the Pre-Columbian
arts of Peru. It was not until my return in the 1950s, however, that I was able to
begin writing in aesthetics. Theory of Beautywas published in 1952, Aestheiicsand
Criticism in 1955, b..>thby RJutledge aod K~gdn Pdul. In 1960, in conjuction
with Herbert Read and Ruth Saw, I founded The Btitish Journal if Aesthetics, and
continued as sole editor until 1977, when the present editor, Terry Diffey of Sussex
University, took over. As my own views in Phibsophicdl Aesthetics continued,
to develop and mature they were often formulated or "tried out" in articles
contributed to this journal. particularly the later issues. Throughout these years
I was encouraged and assisted by Professors Alec Mace and Louis Arnaud Reid.
My debt to both is greater than I can easily express.,

The two books on aesthetics written in the 19508 Were concerned with
central problems arising from the attempt to establish the criteria by which works
of art are assessed in relation to each other and differentiated from artifacts which
are not considered as classical statements of a "formalistic" theory of aesthetics.
There was indeed emphasis upon form as the objective correlate of the specifically
aesthetic value as distinct from the many other values which works of art carry
but which are carried also by non-aesthetic objects. For a value which is common
to a number of things cannot serve as a principle of distinction between them. A
similar insight inspired the work of Monroe C. Beardsley and those who followed
in his steps. But in my writing there was no implication that aesthetic value is
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necessarily or always more impor,ant than the other values which an artifact may
carry. Indeed in these books I already advanced the suggestion that in our critical
assessments of works of art two distinct criteria are involved, stature or greatnesS
and aesthetic quality. This idea was further developed in my Presidential Address to
The British Society of Aestheticsj published in The British Journal of AesthttiGJ, Vol.
24, No.1 (1984) under the title "Assessment and Statum:' In connection with the
literary and performing arts I also proposed the germ of a theory of
"concretisation" which attracted the interest of Roman Ingarden as an analogue of
his own theory of "concretisation," although I had not read his writings at
that time.

These lines of thought led to the conclusion that aesthetic value is the
property which some things possess of stimuleting and supporting a kind of
awareness peculiar to them and distinct from conceptualised knoweldge. They
c.xercise, expand and enlarg~ percipience in the sense of dire.::t apprehension as
distinct from knowledge or understanding ahol,t a thing, however complex the thing
may be. This insight was developed in The Art of Appreciation(1970), in the series
"Appreciation of the Arts" which I edited for the Oxford University Press. Here
I argued that aesthetic appreciation is a skill which, like other skills, requires
cultivation and that it consists centrally in the .enhancement of sensibility. The
implications of this for ed ucation Were developed in two artic1~s, "Creati vity ,
Progress and Personality" and "The Cultivation of Se nsibility in Education,"
contributed in 1984 to the Journal (>jPhilosophy oj Education.

The term "aesthetic value" has two conceptually distinct meanings which
are not always kept apart. As already desctibed, it may refer to the properties in
virtue of which, aesthetic objects are discriminated from other thiDgs and
assessed in relation to each other. These are the properties which render them
.capable of evoking and sustaining aesthetic experience. And the understanding of
aeathetic experience, or "disinterested perception:' arose gradually, as described
by Wladyslaw Tatarkiewicz3 , along with the differentiation of the fine arts from
the useful handicrafts, in the course of the late seventeenth and the eighteenth
centuries. But "aesthetic value" also refers to the value we place upon aesthetic
experience it self in comparison to the many other activities in which human
beings may indulge. As George Dickie has emphasized, aesthetic v~lue in the
former sense is derivative from this latter value even in such otherwise drivers
aesthetic theories as those of Beardsley and Goodman.4 Latterly I have been

concerned with this lattcr value and the problems it raises. In several recent
articles I have suggested an evolutionary context for the understanding of this,

as follows,-
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We are faced with the initial parodox that in advanced societies cultivation
of the fine arts is regarded with pretty general agreement as an important
cultural value although in fact only a relatively small minority of people
is actively interested in them. In the course of evolution human beings
developed faculties of intelligence, observation, curiosity, prediction, etc..
which served the practical purposes of survival and morc comfortable
living and eventually enabled mankind to achieve its present position of
dominance in the biosphere and to overpopulate the earth. When these faculties,~'i
are exercised and cultivated for the sake of their own refinement and perfection
instead of for practical and biological ends, we speak of "cultural values." So when
intelligence is exercised for its own sake and not merely as an element in the
survival mechanism of mankind there emerge the cultural value of philosophy,

_~r

logic, mathematics and theoretical science. Curiosity is not merely a human drive
but in one form or another is operative throughout sentient life, leading to that
familiarity with the environment which favours successful adaptation or control.
The cat carefully investigates before settling down in a new environment. Among
human beings curiosity when combined with intelligence and freed from utilitarian
functions is the motive force of the search for truth, the sciences of cosmology,
particle physics and molecular biology on the ona hand and on the other hand of
such disciplines as history and archaeology. Aesthetic experience is the culti vatioa
for its oWn sake of the faculty of percipience, or direct apprehension, which
underlies all our metal functions. This is its nature and this it is that establishes
its position as a cultural value. The paradox we noticed is common, if less
conspicuously, to other recogniscd cultural values. It is on these lines, I believe, ~ ~

that ao explanation and understanding of aesthet ic value is to be found.
In addition to the persons already mentioned, I welcome this opportunity of

acknowledging my inestimable debt to many contemporaries and colleagues,
without whose help I could have achieved nothing. In particular I have learned
much from R. ~. ElliotC and Ruby Meager.

Notes and References

1. Arnold Haskell: Ballet (1935); Black 3. Wladyslaw Tatarkiewicz: History of

on White (1933). Aesthttics (Eng. Trans.. 1970-1974).
4. George Dickie, "Evaluating Art" in

2. Ruth L. Saw: Aesthetics:An Introduction The Brjtish Journal cif ,Aesthetics, vol,
(1971), P. Ij, 25, No.1 (1985).
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Metaphysical Pessimism and Samuel Beckett

HENNING JENSEN

HAMM:
Imagine if a rational being came back (0 earth,
wouldn't he be liable to get ideas into his head
if he observed us long enough.
(Voice of rational being.)
Ah, good, now I see what it is, yes, now I understand what they're at !1

Samuel Beckett once said that the way to understand his plays is to talk,
not about philosophy, but about situations.2 While agreeing fervently that no
amount of philosophical talk could ever by. ,iCielf CQl)ljtitl,1tllaD uooetsttmding of
his plays, it will be my contention that tho rational being which Hamm imagines
as returoing to earth would achieve a good deal of understanding of where
Beckett's characters are at by considering them in the light of the conceptual
framework emerging from recent discussions of the mi;)aning of life question by
writers such as Paul Edwards, Thomas Nagel, Kurt Baier, and others.a More
specifically, I shall contend that, in the light of this framework, the
characters and action in Beckett's Waiting for Godotand Endgame give expression to
what I shall identify as a kind of metaphysical pessimism. At the same time. I
shall contend that considera,ion of this conceptual framework contributes to our
intelpretat!on of the literary structure as ironic and, therefore, to strong

recommendations as to how these plays are to be viewed and read. The first part
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of my paper will be devoted to a discussion of this framework, In the second part
I shall apply this discussion to Beckett's Waitingfvr Codot and Endgame.

To prevent utter misunderstanding of my intentions, some strong disclaimers
are necessary. By no means do I suggest that the conceptual fram~work which I
shall explore as a background for discussion of Beckett is the only one which
might throw light on his plays. Also, although the framework I explore may
contribute towards an understanding of.other works, by Beckett, IsbaHre~rict
the scope of my examination to Beckett's two bzst' known plays, Waitinifor Codot
and Endgame. Finally, as regards the a uthor's intentions, I doubt very much that
Beckett was consciously and intentionally writing within this conceptual framework.

Questions concerning the meaning of life are notoriously ambiguous. It
must therefore be emphasized that the questions which are central to my discussion
are not those which concern the various purposes which a person has and his
attempts to find an overall meaningfulness in his life. Instead the questions which
concern me are those which arise in response to claims that our serious human
concerns are ultimately meaningless, pointless, and eVen absurd. I want to sketch
briefly some features of the general framework for such c1aim~,which has been
developed in recent discussions .of the meaning of life question. fnJ;l~s- well-known
article "The Absurd," Thom~s ~a~el maintains that our senseor~h,~'absurd arises
out of the discrepancy between our serious aspirations and. those broader
perspectives which are available to us .'iIi" imaginatiori'a'nd frorti',which these
aspirations are ~een as mean~ngless, pointless,. an4co~ing to nothing. At first
glance, the broader perspectives' iu question w~uld app'ear tob~'rather diverse

11'1character. Nagel refers to them at various tiates as includijigva.' ctipacity to view
tife sub sPlcie d~ternitatis,to fergn a' nebula's-eye view;, tcrview'-du¥~~H;es't1'6htfa
disfant ,time' attd'1)lace;and to' vbw oursel'Vesl1ndJour:'pr(:&'t:iIfIf&S1Hotisas-af,Hit'f~}y
and1diosyntratic"However, behind this apparent' diversity, th~se[b~~sp~cti~hs h~Ve
in common, that ,theyarejl¥U"generated'br a., sense" ~f ttrhitati6ns:dM; ni~s(
important, they are perspe-ctives from which; > since they;' dis~los'e :'no, 'si:mdards,

we have DO reason to believe 'that anything matters. And '~iiice nothing ma(t~r!i
from these p2fspectives, it is easy to see Why Nagel ma1i1taios 'that the, se'ase of
the, absurd which arises out of ~the discrepancy':betweeri> our 'serious aspitatibl)S,

.
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and 'these broader perspectives need in itself ~av~"no practkal' 'sig.ninc'lnqe:,I-I~
concludes:" Ifa sens'e bf th'e~abs~td' is a'wayo\,perceiviog ~urtn:{e"~'siruafio4.,

{h~'~Wnat re~~p~:ca~ \\Ie h~r~
{o ~ese~r8~1;fs~a~e i,t'f4~9,~;r"~\Jsuf9';J~y~iWay

therefore, he believes, be approached with i,ronyand re~ignation"""j';''''f';'' ',
" '-

,.." 'f.-, _. '.;;If."
.,._ . ._~..L, _. ~-_ ,j..j..,

'As regards the foregoing account. it seems undeniable that there are clashing
perspectives of the sort described by Nagel which generate a sense of absurdity
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and which ~ay well be viewed with adetached at,titude of irony. However, the
most striking weakness of tbis'account istbat it Jails to. do justice to the actual
r.espopses of mQsi peJ;SODSto the ..abs,urd,ity of Hfe. Readers. of sueh wOJksas.

'.
_,'

c.'
'"_,,

_

'..c.
I.

EcC:'fJjiastes!:rol~,t()i's. MY: C0rJfesS~01l,_C~ekov's. Uncle Vanya,Thomas Wolfe',. You

C!!n:tGo Hf}1'f1;cf1gflin,:.al~4;' ~edf'6ttt~ s f1,'{litipg forBodot and' .Endgame will .sutel y,insist
that i"ntheir treatments of the\ 'absurdity,\ and ,meaninglessness of life the authors
in que~tion have considered aspects of the. human condition which are of

. I!l()D?1j~~ous"i~P9rt. a~(Lw.hic!1,a~" 3iro<!Uer of fact".are.d8eply...disturbing. A,t-tbe
~~IJn~,~i~<'1::,!'..e,~d~r~,~.r,e~,li~~ly:,o:,ha.\ie:. :f~lt..tb.atdbe'Se.' works serve as guid6s' for
tlle~ P~JpLe~~.4:j~~p'q,h:aw,~ impli,Qijti~DS;dor how-'wecQughltolive , Nagel's aceo ont,

i~~r.n:~i,:,~.I?.)~',:~JS:pl,aio~llg.W~Yi tbe,<,p~..c:eption, of :.ab.surdity Baed net matter,
contributes fiftle to'W:3r<!s!llle~p!~I11\.t.:ion .of why.,thisperception "does in'fa'ct

J1}J;1tt~r,.,."so,mucl1 <,to us.;,
"'''...j.'"..,.) . .,'. ""'...

"
:,:r..~ ,rWanNherdore to 'pf&sent"il.1hlternJ'ti've acdofdlt which will'do justice to

thlf!(iat'lilm <thitralsensa'Gf'human,labsurdity. is a verY deeplydisturbil1g part of
thle-<Htll1'I'an'co'a6itio1'aiid' wn'icli"Wiifi>c&vFcba plauslbl~ expldnatloo of why this is
. the}t«ase.~:Wher6a&~4gel !s'-accdunt'i~~d£@ply"imbuedwith feat uris 'which draw upon
Huroe, I sl1'allpresetf-t IH'gUnrent~';wbkh,'as sYoften' happens~ find in Kant an
~lterl)tl~i~~!:;~.9L'Ji\.lme(y;How(,we,r"iu,w:hat follow~lmyprocedur'e' wi1l:not be to

,~~plic!':!~~h ::Rl\t ,;Q!1.'y,.tp1sk~,.cQ.j~nargum~Dt whose beginning outlines derive
.Jro,lp; :~a,ntl:.r;:": !.> L ,L,.~:c;1.':;i.: 0: .,' ,:i", cI"

,:,wq Il1~l;~!lptiatt!lr@u:tnerit~~i1ot:llulHre.-Nage!1sin this'.resp'~ct. is much con&cfoed
\Vi:th.Jb~f~QhtbM '6(S:;Lw~:atte~p.t1to;(4:OCt~9.dour K'3oWIe-dge,W~ cannot i:fut be aware'
Qfwe." liroi.ted:and:cMd,itibn«h"cha'1'i1'dt~f '-of our <explanations, !fhey'are liiriit'ed
IWd:rc9n~tioDat,;"fir.s1,oE a"'/<:blf,~s:bt'b'd' general'lawsto whicb"we appeal in' ;&ur

e~planatiO{ls,:: ~o. ho.t.;jJave".t<l'I'e.\k"fl{)lio~necesss#y -characterizing 'math'emitical
, :Qf.J.og!1-ial,&YtS'~ms,;.,l;>ut."are::~on~~d ;:.wl:th.wbat.'iofacl 0'cc'Urs~~SMot1d, thiy are

H m~e9: :I!ndi,' i9f>"lg~ tJpn~L ia_Y1at.thi\',i)bjects:or occurren.ces.'to\be' ex~lained are' expla-
, ine~ in rell~s..>O:f ea,rHer;obj,eo.ts:dr oot#Rrr:e.nce&wbiehilre-.ln the vc'1'y-samerfebdbf
i.\,~x;pll!\natio.h.But;;sih6e oUJeve:;rydayex.pranil:t1onscfend 1'6'b'e'directecttuWards
,U(ni!ed'lan-olspe.ciftc.pl,<>blenis; the :fad( that O'IJr'~t;xpianation~'';ar~ Hmiriddoes

..:J110:tindtsetflt'tro'der theinut1sati&f'acwry."[ <> '

,

. "lr;;,; ~t ,thi~~point lite Kant~'iH, arg1ih~e)Jt"gi';;~s m\lc/1~ie<mp:~a~isto :a'ffa~llr~ pf~he
"s'ittratlohl'2'in' 'questibn'whicli'plays,'Ht'tle'p( i}o'~ole'in 'Nagel's account. Jo.the

SituaiiOhin wTIith''We attetnpr't6 ekt'erld6ur knowledge and yet become aware' of
,thtdi'mited 'tharacterof' oyr e1.}5laIfafions,

.
Kant .~aintain& :thathum3n reasQn has

.a,'natuHiH'nt:lingtidITtd' oV:ersteJp't'ndselihtits "and t~ ,'set bef~re itself the "ld2alof
:eotrtphHeness','firl!iiityabd. syst~matid" unity in our' ex'planation:s. He defends the
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worth of this ideal as providing an important incentive and guide to our continuing
attempts to achieve understanding of the world But, at the same time, this ideal
is quite empty in that there is no object of knowledge answering to it. It should
be emphasized that the propensity to frame such an ideal is not the result of the
sophistries of misguided philosophers but is, Kant insisted, a natural propensity
of hunan reason. He warns repeatedly against the "deceptive illusion" produced by
mistaking this purely regulative ideal for a claim to the kind of constitutive
principles of transcendent knowledge which would provide us with unconditional
explanations. Such an error, for example, is at the root of our framing an ideal
of unconditional necessity leading to mistaken claims to have knowledge of the
existence of God as an unconditionally necessary being. In a passage whose mood
might be that of a contemporary existentialist Kant writes:

That unconditioned necessity, which We r.:quire as the last support of
all things, is the true abyss of human reason We cannot put off tbe
thought, nor can We support it, that a Being, which we represent to

oUiselves as the highest among possible beings, should say to himself,
I am from eternity to eternity, there is nothing beside me, except that
which is something through my will, -- but whenceam 1?6

Let me present an overview, therefore, of the way in which my account
supplements that of Nagel. Nagel gives insufficient attention to the question why
a sense of .human absurdity should be so deeply disturbing to great writers like
Tolstoi, t1i~ author of Ecclesiastes, and Beckett and indeed to all thoughtful persons,
On his account, there was no reason for absurdity to matter since the somewhat
exotic nebula's-eye perspective from which we may view our ultimate concerns
discloses no reasons or standards, On my account, on the other hand, human
absurdity may matter very much to us if we proceed from the perspecthe from
which We ordinarily make action guiding judgements. This perspective, if entirely
clearheaded and rational, would agree with Nagel in perceiving our human
~ituation as one in which the justification for our ultimate judgments simply
is limited, conditional, and arbitrary and in which no further standards are
disclosed to which we appeal. But We are not possessed of such godlike
clearheadedness and rationality. Instead, our action guiding judgments are made
from the ordinary here and now perspective from which, though capable of
recognizing our human limitations, we are torn by irrational propensities to
seek for more than is available to us. Thus, although considered judgments
concerning our human limitations wilJ act as a constraint upon our wayward
propensities and beliefs, it is unlikely that they will ever suppress entirely those
tendencies to frame spurious ideals, so well dc&cribed by Kant, which lead
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us to be concerned, however irrationally. with tbe absurdity and meaning-
lessness of life. Unbappily. such irrational concerns are greatly magnified by the
fact that they tend to operate in conjunction wilh vllrious neurotic states

characterized by anxiety, perfectierism, nd ~b(ulia 135well as with the agonies
thai attend tbe making of hard or tragic choices. Hence, they may lead to a great
deal of serious conflict in the character and conduct of most thoughtful persons.

Such irrational concerns with the absurdity and meaninglessness of life may
find their most extreme expression in a kind of pessimism. Among the many
kinds of pessimism which might be distinguished, We need to single out two for
close examination The first and more usual is the kind of pessimifm which
maintains that the uuhappiness, pain, and evil in the world overbalance
the happiness, pleasure, and good that it affords. A second and more
metaphysically inclined pessimism maintains that life is essentially evil,

meaningless, or lacking in ultimate worth. It is the latter kind of pessimism,
then, which givf's expression to the propensity to frame an ideal of justification
fwm the vantage poilll of which life's oridinary concerns are condemned as lacking
significance and ultimate worth. The spurious and unduly stringent character of
this ideal will become apparent if we trace the consequences for our actions of
adopting the latter kind of pesl)irnism. It is generally agreed that one of the
essential functions of our evaluative and moral judg~ments is to be action guiding.
Now the ordinary judgements made by the first kind of pessimist concerning the
balance between life's values and disvalues are quite capable of guiding action.
Such a pessimist might proceed, with scorn and defiance of the horrors of life, to
salvage as much wonh as possible. Or he might commit suicide. The metaphysical
kind of pessimist, on the other hand, is convinced that our ordinary judgments are
undercut by the requirements of his extremely demanding ideal of justification.
However, since upon examination his ideal is empty and impJssible to attain, the
judgements made by this kind of pessimist are ulterly incapable of guiding action.
In fact, he cannot eveOl commit suicide. Let us suppose that a pessimist of the
second kind judges that life is not worth living and that he ought to commit suicide.
But now his judgement, like all human judgements, must also be recognized as
limited and arbitrary, since upon close examination his ideal of unlimited
justification must always be found to be empty and no reasons are ever disclosed
beyond those which w~ iu fact employ to support our ultimate principles. Thus if he
persists in trying (0 mJke judgents ac.;ording to his vacuous ideal, he will not be
able to carry out his decision to commit suicide or indeed to carry out any decision
whatsoever, but will instead suffer from complete paralysis of the will. Whereas our.
ordinary judgements may guide our actions, those made according to the standards
of this kiod of p~ssimist do not.

9



In short, therefore, although we may agree with Nagel that, ultimately, the
only appropriate response to a perception of the absurdity and meaninglessness of
life is irony, We must recognize, nevertheless, that since our natures are less than
ideaIly rational, we are likely to be more or less disturbzd by such a perception.

I turn now to the second part of my paper in which the foregoing materials
are applied to Beckett's Waiting for Gadot and Endgame. I want to argue that the
content of these plays may be rendered intelligible in the light of what I referred
to above as a kind of metaphysical pessimism, the kind which maintains that life
is essentially evil, meaningless or lacking in ultimate worth and which, in doing
so, gives expression to ideals which are quite spurious. Naedless to say, to take
metaphysical pessimism as central to these plays is not to attribute such a view to
Beckett. Be.;kett is not treating philosophical materials by oxplicit statements which
say something about philosophical issues, but is treating such materials through
showing something of the perspective of the metaphysical pessimist and of the
way such a perspective affects persons and their actions.

In order to show how these plays may be rendered intelligible io the light
of the framework of questions raised by metaphysical pessimism, I propose to
single out for discussion three main issues: (1) the kind of ideal of meaningfulness
which is presented; (2) how the characters and, action relate to metaphysical
pessimism; (3) the appropriateness of the literary structure.

We noted earlier that metaphysical pessimism gives expression to a
propensity to frame a spurious, unduly strict ideal of explanation and justification.
Turningnow to Waitingfor Godat, We find thilt this play shows, to a remarkable
extent just what this kind of propensity and this kind of ideal would be like. It
seems cbvious that Godot h a being who might provide a larger, transcendent
purpose for the lives of the two main characters and that waiting for this being
is their overriding purpose. But this ideal being is depicted, as was the case with
the spurious ideal being is depicted, as was the case with the spurious ideal
exhibited by pessimism, in terms which are utterly vague and almost devoid
of content. The place and date of the appointment with Godot are vague.
Little or no content is given to the notion of whom or what they are waiting
for. Nor is there the slightest indication how the larger purpose which Godot might
be expected to serve could ever be such as to be understood by the characters
themselves and to be such as to make their Eves meaningful to them.

Because Lucky's bpeech might well be regarded as an exhibition of the
kind of spurious, incoherent ideal which is under considzration, it deserves to be
treated as central to the play. Here, then, is whal the metaphysical pessimist's
propensity to impose und uly stringent ideals of meaningfulness and j uSlification
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really amounts to. Here, Kant might sayI is what comes of those attempts to
appeal to unduly strong senses of explanation and justification which take the form

of the traditional arguments for the existence of God and which are known as the
Cosmological, Teleological and Ontological Arguments. Here, Nagel might say, is
what comes of giving undue importance to the perception of the meaninglessness
and absurdity of ilfe.

Lucky's speech exhibits a progressive deterioration into the utterly
incoherent. But behind the babbling incoherence one can discern the out line of an
argument which, like the meaning of life question with which we have been
concerned, addresses the problem of tbe nature of the transcendent ideals wbich We
frame as related to our ordinary human concerns and the limitations of our
howledge. The literal content lurking behind what is sometimes incoherent is
scmelhing like the follo\\irg. Given the existence. of a loving personal God it

is nevertheless established beyond doubt tbat in spite of sports, science, and
medicine man wastes and pines. The phrase "for reasons unknown" forms an
obsessive accompaniment to what is said to be established. The "quaquaqua" sounds
like a parody of tbe constant harping of the scholastic philosophers on the notion
of man qua man as opposed to man qua carpenter, and so on. Appropriately, the
four cbaracters react to Lucky's tirade with protestations and agitated groaning.
Pozzo describes Lucky as having acquainted him with the ideal, transcendent
world of beautiful things. "But for him", says Pozzo, "all my thoughts, all my
feelings, would have been of common things") Th~ name Lucky, one may surely
suggest, is highly ironic.

Even minor episodes ()f the play may be viewed as consistent with this

central importance of a spurious, incoherent id~al. For example, Didi and Gogo
argue about the disagreement which occurs in accounts given by the four
evangelists. One evangelist writes of a thief being saved, two of the other evangelists

don't mention any thieves at all, and the fourth says that both thieves abused
the Saviour. This is an instance, therefore, of the incoherence and conflict that
characterizes those ultimate ideals which are to provide a purpJse for life.

Turning to Endgame, we find again thai much that is central to this play may

be viewed in the light of issues raised by metaphysical pessimism and the
exp(ession it gives to our propensity to frame unduly s'ringent ideals of explanation
and justification. But whereas in Waiting for Codot the main characters continue
to wait hopefully for an ideal evem, hoWever vague or incoherent, to occur, in
Endgame ther;: is the crushing sense that without a larger transcendent ideal there
is no meaning or purpose to life together with the perception that no such ideal
is forthcoming. The result, as in the caile of metaphysical pessimism. is that all
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of our ordinary purposes are undercut and of no significance. The characters,
appropriately, submit to an "old endgame lost of old." The natural world is
depicted as "corpsed." Thermometers stand at zero. Whereas the Biblical creation
myth in Genesi~ depicts God as seeing that His creation was good, Endgamepresents
an inversion of these materials in its depiction of, and sometimes even
recommendation of, the extinction of life. Clov pours insecticide on the flea in his
trousers lest, as Hamm says, "humanity might start from this all over again." And
towards the end of the play, Clov takes a last look at the world an~ says: "Nothing

nothing good nothing goo--- Bad luck to it!'" Everywhere in the play
are shards of what had meaning---old stories of Lake Como, discared toy dogs, etc.
Also, just as the metaphysical pessimist tends to argue that the var!ous purposes
in life can never add up to a worthwhile purpose riflife, so Hamm complains:
"Moment upon moment, pattering down, like the millet grains of (he hesitates) ..
that old Greek, and all life long you wait for that to mount up to a life:'9

We have begun by di~cussing how both plays may be considered in the light
of the kind of stringent ideals required by metaphysical pessimism. We may
proceed next to consider in detail how the characters and action may bz viewed in
tbis framework. Earlier, it was argued that if our ordinary concerns and our
action guiding judgments are made to depend 10gicaIly upon the kind of spurious
and stringent ideals of justification defended by the metaphysical pessimist, then
such concerns and judgmeots will be undercut and, in the extreme, We will be
incapable of acting. This is precisely the state of affairs depicted in Waiting fur
Godot. The characters are made to depict what are only minimally persons.
Understandably, therefore, their actiC'ns are only minimally actions. The notion
of personhood includes being conscious of oneself as an agent who is capable of
framing policies and assessing his achievements in terms of them. The two main
characters in Waiting for Godot are chronically indecisive, incapable of more than
fairly trivial actions, and incapable, as we found real metaphysical pessimists to be
even of carrying out plans to commit suicide. Each act ends with the injuction
"let's g)" followed by the stag~ direction" They do not move." As to the rights which
are characteristic of persons, Vladimir says: "We got rid of them."IO

One of the most notable facts concerning the characters is that they suffer
from forgetfulness and general disorientation. They cannot connect the iII-
remembered past wimh what is presently at hand. They are unable to recognize
~iaces they have been or eVen to identify boots as their own. That the main
characters should be troubled by forgetfulness might be attnbuted simply to their
having faulty memories. One critic, A. Alvarez, comments that Estragon "behaves
more or less as though suffering brain damage."lI A more interesting possibility is to
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view the forgetfulness and disorientation of the characters as relating to the
perspective of metaphysical pessimism. The latter perspective is characterized by
its unduly stringent ideals of justification and explanation. Thus the forgetfulness
and disorientation of the characters may be seen to result from the doubt which is
cast by metaphysical pessimism upon our ordinary standards governing the evidence
gained from memory. Further, scepticism about memory tends to be indistinguish-
able from scepticism about knowledge in general. All of this is well illustrated by
Waitingfor Godot. When one of the characters is pressed regarding his knowledge
of some past event, his anxiety re~mlts, not so much from a mere loss of memory,
as from an uUimate doubt regarding the trustworthiness of the evidence gained
from memory and, indeed, regarding what he knows in general. When
pressed, the judgments of such a character tend to pass from assertions
to expressions of opinion and from expressions of opinion to consternation. At one
point Vladimir, under cear-eless questioning, says of their appointment with Godot:

"He said Saturday." After a pause he adds: "I think." But, being questioned
again, he resumesj fumbling in his pockets and saying: "1 must have made a note
of it." As he says angrily in response to the relentless questions and doubts
expressed by Estragon, "nothing is certain when you're about."12

Critics have expressed a very great variety of conflicting opinions as to the
interpretation of the characters Lucky and Pozzo and of their relationship to Didi
and Gogo. They seem unlike Didi and Gogo in that they are not waiting for and
have no appointment with Gadot. However, what concerns them may be viewed
profitably from the general framework I have been discussing. Many of the audience
are likely to remember Pozzo's lines as being among the highlights of the play when
he says: "They give birth astride of a grave, the light gleams an instant, then it's
night once more:'13 What is the point of birth,"asks the metaphysical pessimist, "if
we must, all too soon, die ?" Again, as noted earlier, Lucky's speech is absolutely
central to the play in that it exhibits what is at the heart of the spurious ideals of
the metaphysical pessimist.

In Endgame, as we hav,: Doted, all hope and expectation are extinguished. In
thi& case a strict metaphysical p~ssimism would imply that we could no longer
function as persons who are capable of acting, of relying to some degree on our
memories, and of making claims to knowledge. However, plays cannot be made out
of the stuff of total paralysis of ~he will and intellect. What does occur is that
whereas in Waiting for Godot Didi and Gogo are depicted as at least minimally
persons, in Endgame the characters often appear to be just characters or players in a
chess game. To Clov's question "What is to keep me here?" Hamm answers: "The
dialogue'''I4-
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The characters in Endgame spend a good deal of time telling stories all of
which are remarkably illustrative of the framework of metaphysical pessimism
which we have been considering. The first of these stories is that which is told by
Nagg about the man who goes to his tailor to have a pair of striped trousers made.
Angered by continued delays, th:} customer complains that God after all made the
world in six days whereas the tailor has not completed the trousers in three months.
The tailor answers, scandalized: "But my dear Sir, my dear Sir, look--(disdaiiful
gesture, disguJtedly--at the world--(pause) and look-(loving gesture. proudly)-at my
TROUSERS 1"15 In a play which obviously has much to do with meaning of life
questions, this story suggests that ours is a world which is imperfect and lacking in
design and hence that any teleological argument for the existence of God as a
supreme designer is unsound. This story fits perfectly, therefore, with the notion that
the metaphysical pessimist requirvs spurious ideals which transcend our human
limitations. Tbe second story-which needs no comment- is that told by Hamm
about the madman who, being confronted with a lovely landscape, sees only asbes.
To which Hamm adds that tbe case was not so unusual 16

Finally, We corne to Hamm's long story about the father who, on Christmas
eve, comes to Hamm to beg food for his child. But instead of the usual Christmas
stories about good will towards men. Hamm's story, like metaphysical pessimism,
argues the pointlessness even of such basic buman concerns as the feeding of a
starving child. Hamm exclaims to the father: "you ought to know what tbe earth is
like, nowadays." And, Hamm adds: "Oh, I put him before bis responsibilities."17

In the foregoing sections, we have seen how tbe materials of Waiting for GiJdot
and Endgame are capable of being rendered intelligible if seen within the framework
of issues raised by metaphysical pessimism. Let us proceed next to an
examination of the relationship of the literary structure of these plays to this
frame\\ork. We might begin by recalling Nagel's claim that the appropriate responsive
attitude for us to take towards our perception of the absurdity and meaninglessness
of life is irony, an appreciative attitud~ i} whic~ W:Jview with some detachment
the incongruity bel Ween our serious concerns and our human limitations. In the light
of the philosophical analysis given by Nagel, it is remarkably appropriate to find
that although the materials of the plays under consideration explore the per<>pective
of a metaphysical pessimism in which life is seen as worthless and absurd, Beckett's
literary struct ure is ironic and his treatment of these materials is often characteriz~d
by the playfulness of a vaudeville routine. In this respect Beckett' 3 plays are in
marked contrast to those of a wriler like Saftre wb03e ponrayals of the absurdity
and meaninglessness of life are presented in a correspondingly serious literary
strucmre. Further comparisons between Nagel and B~ckett sugg~st themselves.
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Nagel argues convincingly that the perceptLm of the absurd, although a most
interesting part of our human makeup, should not lead us to immolate ourselves
in this perception--as the metaphysical p~ssimists tend to do--to the excl usion of our
ordinary serious concerns. Similarly, since metaphysical pessimism involves
spurious standards and i$ quite untenable, we may insist that Waiting for Godotand
Endgame should be read, not as glorifying the superior truth of perspectives from
which We see life as meaningless and absurd, but as expressing a respansiv3 attitude
of itony towards the meaninglessness and absurdity of life.

Our coming to the above conclusion supports the overview, therefore, that
Waitingfor Godatand Endgame through the magic of Beckett's theater, explore a large
number of the issues which arise within the conceptual framework of recent
discussions of the meaning of life question.
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Bakhtin and Heidegger on Word and Being

DAVID PATTERSON

Mikhail Bakhtin and Martin Heidegger are two of the twentieth century's most
influential thinkers in the philosophy of language, particularly with respect to the
ontology of language or the relation between Word and Being. Heidegger, for
instance, is famous for his statement that "language is the house of Being,"1 and in
Problems of Dostoevsky'sPoetics Bakhtin argues that "an overwhelming part of reality

is contained in the form of a still 'latent, unuttered future Word: "2 Much more
than Heidegger, however, Bakhtin emphasizes the importance of the interaction
between speakc:r and listener in his approach to the Word or discourse. His
concern lies with the eVent of the Word-..both uttered and unuttered---while Heide-
gger's thinking generally addresses the metaphysics of language and the notion of
Being Both thinkers, nevertheless, subscribe to the idea that any sense of being

or reality We may generate issues not from observation but from articulation. As
we shaH see in this essay, a comparison of Bakhtin and Heidegger reveals that
Word and Being reside neither "in here" nor "out there," neither in the mouth of
the speaker nor in the mind of the listener, hut in between. To create this "between
is to creat a space for human b~ing, and it is the fundament!1 task which confronts
every living I who stands before a living Thou. Let us consider, then, what
underlies the task, what it entails, and what is at stake.

The Word and The Between
Where does the Word come from? It emerges from the Between, from what
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Heidegger calls das Zwischen.a And the Between, in turn, arise6 from the
Word: one goes with the other, just as the mountain goes with the valley.
Says VoJoshinov/Bakhtin in Marxism and the PhiloJophy oj Language,

the Word "is precisely a 'product' of the 'interrelation between speaker
aod Iistener"4 ---not a product of speaker and listener, be it noted, but of the
interrelation between. Speaker and listener stand at th~ poles, and they are indeed
indispensable to the event of the Word. But the Word itself rises up in the polarity,
in the passion, between an I aud a Thou. H"ideggjr claims that the passion from
which the Word is born is gratitude, which he defines as "the echo of the kindness
of Being."! The thanksgiving which may form th~ wellspring of tbe Word,
however, is a gratitude not only for blessing but for tria', if it is indeed an echo
of Being. And trial occurs wherever there is an encounter with what is alien
or other. The other is the one who brings us to tbe edge and situates us at the pole,
drawing us into the tension between the poles.

It is in this connection that we hear Bakhtin declare, "The word is shaped
ill dialogic interaction with an alien word."6 And: Discourse lives, as it Were,
on the boundary between its own context and ancther, alieD, context. . . . Dialogic
interaction becomes, as it were, an event of discourse itself" (Dialogi~, p. 284). The
Word is an event which occurs at tbe threshold of relation; the Word is forev~r at
the threshold, not what is uttered but what is about to be uttered, pulsating
between was and yt to be. Conceived as discourse (a conct:pt included in the
Russian slovo), the Word is a portal through which we pass to encounter the other
and ourselves in a space between both. Recall what Heidegger notes in Being and
Time: "In accordance with its spatiality, Uasein is never in the first instance
Here but is rather There, from out of which it returns to its Here" (pp. 107-108).
The There Heidegger refers to must be understood as th<:between; Dasein--being
there--means being between. Each I, every Thou, ani v.:s at his Here by way (}f a
discourse that is b2tween; the Between is the realm of discourse. The movement
from the Between to Here is what H.::idegger has in mind when he says, "We not
only speak the language, we speak out oj ie" ,Umerwegs, p. ~54). And we are able

to speak out of language because what we are is never settled, and something
of what We have to say is always ye! to be said.

One way of thinking about the relation of the Word to the between is to
say that the tie which bind& them is the Jet to be. "Forming itself in an atmosphere
of the already spoken," Bakhtin writes, "the word is at the same time determined
by that which has not been said but which is needed" (Dialogic, p. 280). This brings
us to an important re\ation between silence and the Word, for it is in silenc that
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what is needful is revealed. Silence is the vessel of the yet to be. The notion of
prayer may shed some light on this point. Prayer is the language of silence and the
substance of language. In the silence of prayer we live in relation to the Word, to
the enternal Thou, to the call of being. In the ~jJence af prayer we encounter the
silence of the Between, where the Word dwells as "tbat which has not been said
but which is needed," as that which constitutes the call of Being. To be sure.
Heidegger has asserted that .' the ca)\ speaks in the uncanny mode of silence"
(Sein, p. 277). This silent summons of Being is what vibrates in the polarity of
the yet to be between speaker and lis~t:ner. The Word, moreover, is born from that
polarity between not only as summons but as response. Hence we find Heidegger
declaring, "Man speaks insofar as he responds to language. This responding is a
hearing. It hears insofar as it listens to the summons of silence" (Unterwegs, pp.
32--33 ).

Bakhtin adds to the light which Heidegger sheds by poin.ing out that every

utterance of discourse is an active response and not an isolated assertion.
II Every

speaker is himself a respondent," he writes in "The Problem of Verabal Genres."
For he is not the first to speak, not the first to breach the eternal silence of the
universe."7 Further, "the perception and understanding of the meaning of speech
simultaneously assume an active, responsive position in relation to speech (fully
or partially), filling it out... Every understanding of living speech, of living
expression; bears an actively responsivr, character" (Estetika, p. 246). Coupling
Bakhtin with Heidegger, we see more clearly that the Word is the means by
which we not only speak but also hear and understand. Because speaking and
hearing are both re~ponsive. they do not take place strictly at the poles of listener
and speaker but occur in the between, in the event of dialogical interaction.
All understanding is dialogical," we read in Marxism and the Philosophyof Language.
"Understanding seeks a "counter-word to the speaker's word" (p. 104). In the
act of speaking and hearing, I am displaced, lunched into the Between, wh~re I
encounter the silence of the yet to be.

Here it should be emphasized that in dialogue not only the listener but
the speaker seeks a counter-word or a response to his own word. As Bakhtin
expreses it in "The Problem of Verbal Genres," "the spe<!ke( himself is situated in
precisely such an actively respomive understanding; he awaits not a pJssive
understanding.. . but a response" (Estetika, p. 247). Every word calls for a
reply, and the call of a given word issues from the Between, from the
atmosphere of discourse, standing and outstanding, from which both speaker and
listener draw their breath, their presence, and their consciousness. Living cons-
ciousness is responsive consciousness, and human presence is presence in the
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dialogical Word. "A man never coincides with himself, "Bakhtin writes in
Problems of DostoevjIcy's Poetics. "The genuine life of the personality takes place at
the point of non-cJincidence b~tween a man and himself. . . The genuine life of the
personality is m~de available only through a 'dialogic' penetration of
that personality, (p. 59) In the genuine life of the p~rsonality, Within
and Between are synonyms. Seeking a response, speaker and listener
both seek thems21ves as one who is in situation, eng~ged in dialogical interaction.
In doing so, they struggle to answer the summons which comes from the Between
and which puts to them the question put to the first man: where are you? And
the needful response is not so much "here" as "between."

Where I am is what I mean. My ability to respond to the question is my
ability to offer meaning. In his "Notes from 1970-1971" Bakhtin observes that
m';)aning is a response to a question (&tetika, p. 350). What we encounter in the
Between is the question. The word makes itself heard as a question; if every word
seeks a reply, it is because every word harbors a question, and this is what gives
discourse meaning Hence it is possible to organiz~ a game in which respondents
must provide the question which goes with a given assertion and gives it meaning,
What we Ray and hear, then, is sense, not sound. "In fact," Voloshinov/Bakhtin
declares, "we never pronounce or hear the word; rather, We hear truth or lie,
good or evil, important or unimportant, pleasant or unpleasant, and so on" (Marx-
ism, p. 71). In this regard, howevE.'.r, we must bear in mind one other statement
from Marxism and the FhiloJOphy of Language: "Meanif'g is not in the word or in
the soul of the speaker or in the soul of the listen2c. M~aning i, th2 effect of
the interaction betWeen speaker and listener within the material of a givea sound
complex" Ip 104). The term material, however, mhY be rnhleading. '~For the
word is not a material thing, Bakhtin points out in Problems of DJstoevs.Icy'sPoetics,
but rather the eternally mobile, eternally tkkle medium of dialogic interaction. It
never gravitates towards a single consciousness or a single voice. The life of the
word is contained in its transfer from one mouth to aDothd, frem one context to
another, context" (p. 202),

The life of the word is the life of meaning, and meaning is the life of lift:,
the being and reality of life's attachment to life. Where does that reality, that being,
reside? Heidfgger cffels a suggeslion: "Being, as itself, ~pans its OWnprovince which
is marked off Uemnein, tempus) by Bdng's being present in the word. L1.nguag~ is the
precinct ltemplum), that is, the house of Being."8 Note the phrase "Being spans." Be-
ing, like the Word, between; present is in the Word BeiDg is present in the Between.

Being and the Between

In order to help clarify a complex notion, let us begin this portion of the
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essay by identifying four facets of Being to be considered here: reality, existence,
idea, and resolve. If it seems that Bakhtin's thinking dominated the first part of
this essay~ in this section concepts from Heidegger will prove more useful,
especially when they are linked to Bakhtin.

In Marxism and the Philosoplz..v if Language VoloshinovjBakhtin argues thae

the reality of the word resides between individuals (p. 19), & reality is precisely the
reality of the word. Or better: the reality which is, born of the word. As Heidegger
expresses it,"where the word fails thing"there is no (Unterwegs p.163) .In the beginning
is the Word: first We have the world of words, and then the world of things falls
into place. Yet at the same tim~ it must be said that in the beginning is the
Between, for the world of words aod its concurrent reality are, again, between
speaker and listener. But before we go on. we should recall a point which Bakhtin
makes in his book on Dostoevsky. Quoting Dostoevsky, he writes, "Reality in its
entirety is not to be exahausted by what is immediately at hand, for an overwhe-
lming part of this reality is contained in the form of a still latent, unuttered future
Word" (p. 90). And the realm of the future word is the silent but eloquent Betw-
een. Because every word calls Lr a reply. reality is that which is forever unfini-
shed; it lies not only in what is uttered but in what is forever on the thereshold
of utterance.

If silence speaks, it bespeaks a reality. And !f the word frames a reality,
silence opens up an unbounded reality. A distinction is called for here: reality
framed is the world, while open and unbounded reality is Being. In this sense,
Being is what Heidegger refers to as the Open. But if, as he asserts, "language
alone brings what is, as something that is, into the Open" (Poetry, p. 73), so too
does silence as unuttered discourse; silence becomes a mode of speaking (cf. Hei-
degger, Sein, p. 165). It must also be noted that, contrary to what may seem to be
the case at first glance, the Open--infinite and unbounded--is the Between; that
which is limited lies in the speaker and in the listener. The infinity of Being, of
uttered and yet-to-be-uttered reality, teems in the Between. What Heidegger says
in his book on "Holderlin is true: "Only where language is, is there world.'''g for
only where language is, is their silence between two, an unbounded space where
the world of reality justs up. This action of jutting up is what Heidegger means
when he says, "The world never 'is'; it 'worlds."lO

Only where there is Dasein or "being there" is there world. Being there
moreover, entails relationship within a structure, so that being there means being
with. Tw.) points shJuld b} notd in this cJnn;:ction: first, Uasein, or the living
iadividu:ll, enmu 1ters thj r~ility of hi:melf by Wd.Y of relationship within a
structure; second, his relationship within the structure turns on the word, on a-
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process of speaking and response. Thus We hear Heidegger saying, "Speech is a cons.
titutive featur~ of Dasein's exis~ence as an existential condition for the disclosure of
dasein" (Sein, p. 161). For the Jiving individual, being there means having a voice;
his existence is the existence of his voice as a response to another voice.The thing he
is with, then, is another voice And so, Bakhtin declares. ,'two voices ~s the minimum
for life, the minimum for existence" (DostoevJky, p. 252'. Where ther~ is Being, there
are two voices. The. existence of one voice rests on a relasion to the other which
is to say. it rest on the Between. Where there is Being, there is the Between.

Because Being is rooted in relation, it is not something given but something
generated, not something we have but something we achieve. Where the Between
is lost and relation fails, we have the nothingness of isolation. This miscarriage
occurs wherever the Tholl, who is the other voice, is reduced to an It in what
Heidegger terms "The saying work of the still covetous vision of things." Listen

"The hard thing is to accomplish existence. The hald thing consists not only in
the difficulty of forming the work of language, but in the difficulty of going over
from the saying work of the still covetous vision of things, from the work of the
eyes, to the 'work of the heart" [Poetry, p. 128]. The needful thing to accompli-
sh is existence in a movement inward, toward the "man within the man,"where
we encouI.lter the love that constitutes relation. "Only in communion," says Bakb-
tin, "in tbe interaction of one person with another, can the 'man in man' be reve~
aled, for others as well as for one self" [Dostoevsky, p. 252]. Again, Between and
within are synonyms. To exist is to love. For love is tbe stuff of Being. Void of
love, we live in the void.

In the opening paragraph of this section we associated Being with idea.
Here it must be said that the idea which is a dimension of Being is more a passion
than a thought, more along the lines of revelation than speculalion. Speculation is
the "work of the eyes" cited by Heidegger above; revelation is "the work of the
heart," inclined toward what there is to love. The thing revealed is the Between,
out of which come the summons and response which signify the presence of the
two voice of relation. Hence We find Bakhtin saying, the idea lives not in one
person's isolated individual consciousness--if it remains there only, it degenerafes
and dies. The idea begins to live... only when it enters into genuine dialogic
relationship with other ideas. with the ideas of others" [DJstevsky, pp. 87-88]. And,
he adds,

The idea is a live event, played out at the point of dialogic meeting
between two or several consciousnesbes. In this s~nse che idea is
similar to the word, with which it is dialogically united. Like tbe word.
the idea wants to be heard, understood, and 'answered' by other voices
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from other positions. Like the wi,)rd, the idea is by nature dialog-
ic. . . (p. 88)

The living idea of dialogic relation is not speculative but revelatory: Being is
dialogical. The thing which threatens Being is isolated speculation, what Heide-
gger describes as "the evil and k~enest danger" when he says, "The evil and thus
keenest danger is thinking itself. It must think against itself, which it can only
seldom do" (Poetry, p. 8).

What is required for thinking .to think against its~lf, against the
threat of nothingness ? Passionate resolve. This resolve is the substance of
Being and the support of the Between. It is what Heidegger calls will when he says,

The Being of beings is the will. The will il> the selfcoDcentratit1g
gathering of every ens unto itself. Every being, as a being, is in the will.
It is as something willed. This should be taken as saying : that which
is, is not first and only as something willed; rather, insofar as it is, it is
itself in the mode of will. Only by virtue of being willed is each being
that which, in its own way, does the willing in the will. (Poetry, pp.
100-10 I)

The movement of gathering myself into myself is a movement toward the Between
where I hammer out my being through my power of relation. I am what I will to
become, and the process of becoming which characterizes Being occurs in the
Between. Conceived of as will or resolve. moreover, I am not ]et what I am; the
proje~t of forging myself is forever incomplete. forever in question. If my thought
is to think against itself, I must refuse the temptation to what Heidegger calls
tranquilization (Sein, p, 347) or coming to a $top. Further: be\Jause I am one whose
being is grounded in resolve, I am responsible for what I become or fail to become.
An essential feature of my being, then, is the ability to be guilty (cr. Hddegger,
Sein, p 297); I am guilty to the extent that I fail to achieve a dialogical presence in
the Between through lack of resolve. This lack is nothingness, and the thing which
announces it is dread. Thus we hear Heidegger saying, '''Dread opens up nothin-
gness" and "steals the Word away from us" (Wegmarken, p. 9,.

When dread eclipses resolve. the idle talk of Das Man or the They takes

over the word of the individual, so that he is no longer dwelling in the Between
of Being but is languishing in the void of nothingness, no longer speaking but
spoken. Here we may recall Bakhtin's remark in The Dialogic Imagination, where
he says, "The word in language is half someone else's. It becomes 'one's own' only
when the speaker populates it with his own intention" (p. 293). Where Bakhti n
writes intention we may read resolve. In resolve the individual becomes the place of
the Word, and the Between becomes the place of the individu.d : Boing is achieved
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when the word is spoken with one's whole being. The individual offers himself in
the word he offers to another individual and thus becomes who he is. The highest
example of the word spoken with one's whole being is the example invoked earlier:
prayer. In prayer We gauge the Between as 'between god and man,' and "only in
this Between, "Heidegger writes, "is it decided as to who man is and where his
existence lies" (Erlauterungen, p. 43).

Hence the relation between two human beings-the relation which consti-
tutes Being- entails a relation to a Third, through whom the measure of the Between
is taken. This brings us to our third point of consideration.
The Third

In Aesthetics of Verbal Art Bakhtin writes, "Every dialogu~ proceeds as
though against the background of a responsive understanding of a Third who is
invisibly present, standing above all the participants in the dialogue The Third
referred to here has nothing to do with mysticism or metaphysics It is a constitu-
tive feature of the whole expression" (p. 306). The Third is th~ one for whom all
things are possible, the infinite horizon of possibility for summons and response.
As such, the Third is the unfinalized Truth which sustains the way of the dialogue
and the movement in the Between. The Third is the presence that abounds in the
openended Between, what Hddegger referl; to ai "the gods" when he asserts that

"the word takes on its naming p;>wer only when the gods bring us to language"
(Etlauterungen, p. 42,. If language is the h->us~ of B.::ing, the Third is the builder
of the house.

The third is the cons tit uti ve feature of the dialogical rdation generated
by tbe word. The word, therefore, is transindividual, to use Bdkhtin's term:

The word (any sign in general) is transindividual. Everything said or
expressed lies outside the 'soul' of the speaker and does not beloDg to
him. . . The author (speaker) has his inalienable rights to the word,
but his rights are also the listener's rights; his rights are the rights of
those whose voices resound in the word offered by the author. . . The
Word is a drama in which three characters participate (not a duet but
a trio). (Estetika, pp. 300-301)

The speaker, again, is not Adam, not the first to disturb th~ silence of the universe.
His every utterance is replete with a host of words wi thin the word, with the
presence of the Other who listens and summons. The Other is what Bakhtill deems
the "Over-I" when in his "Notes from 1970-1971" he writes, "The overman, the
Over-I-that is, the witness and judge of every man (of every I)--is th~reforc not
a human being but the Other" (Estetika, p. 342). In Being and Time H~idegger
alludes to the voice of the Third as the call of the Other when he states that "the
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call comes from me and from beyond me" (p. 275) and that "the call is some-
thing like an alitn voice" (p. 277). It has been suggested above that Between and
Within are synonyms; now we may go a step further-or a step back-and say
that Within and Beyond are synonyms, recalling Heidegger's statement that "tbe
midst of two is inwardnes~" (Unterwegs, p 24). The midsl is the beyond, and

tbe beyond is the Third or the Otber.

The call to Being comes from the Third; tbe Third is the origin of B~ing and
-of the Word. it summons us to the presence generated by tbe Word. and it is an
a'lien voice because our presence is always in questioD, always has to be re~estab-
lisbed. That is why the Third is the judge, as well as the witness, of every being
who says I. Thus every I stands in a relation not only to a Thou but to a Third,
an eternal Thou, who dwells between I and Thou. There is no relation of an I to
a Thou without tbe relation of the I to the Tbird, who addresses the I through
the Thou and to whom the I responds by answering the Thou. When the
rdation to the Third fails, We fail to altain Being and are turned over t-o nothing-
ness; when that relation fails we lose the light of the B"tween and dangle in the
darkness of the abyss. And when does that relation fail? When we fail to speak
with our whole being; when we fall from dialogical relation to monological redta
tion, calculation, and negotiation; when we have 10Sl the question that moves us
toward the truth and are lured into the sediment 0f fixed phrases and ready
ansWers that become our tomb.

The relation to the Third constitutes the presence-the word and being-of
the I by bringing the I to the threshold. This relation is an important part of
Bakhtin's concern witb Dostoevsky, and it leads him to see in Dostoevsky wbat
Heidegger never brings oul in the German poets. Says Bakhtin. "Dostoovsky
always represents a person '00 the threshold' of a final decision, at a moment of
.<;riris, at an unfinalizable-and' unpredeterminable' -turning point for his soul"
(Dost'Jevsk)',p. 61). And what is tbe soul? Bakhtin offers a cryptic definition in
"Author and Hero": "The soul is the spirit unrGalized for itself, reflected in the
'loving consciousness of another person, God)" (Estettka, p. 98). Wher~ Bakhtin
writes "person, God" we may r~ad "Thou, Third." in the first section of thil
essay We invoked the image of polarity as a metaphor for the presence wbich
pulsates in the Between. With Rlkhlin's concept of the soul and his notion of
the Third. We may identify that polarity as spirit, If, as Heidegger bas said, the
Between is the measure gauged betWeen God and man (Erlauterungen, p, 43), the
thing which gauges the measure is the spirit or tbe love of tbe loving consciousness.

Such a respoasive consciousness of tbe Thou arises only wh.;o it is also consciou'
sness of tbe Third.
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In "Author and Hero" Bakhtin goes on to say that "the soul is the gift of my
spirit to the Other"(p. 116) ; again, We may understand the Other to be the Third
and spirit, moreover, to be love. Like love, the soul is mine only to the extent tbat
I am able to give it to auother, and I offer my soul to the Third by offering it to a
Thou, to tbe human beiDg before me, with whom I am gathered in the name of
the Third. To be gathered with another in the name of the Third is to offt:r and
receive the Word uttered in love and gratitude. If we recall Heidegger's assertion
that the Word arises in gratitude, as the echo of the kindness or favor of Being
(Wegmmken, p. 105), We see more clearly that this is where the Word's connection
with Being unfold8. The Word is not the vessel of Being; rather, Being rises up in
the offering and receiving of the Word hetween I and Thou, between 1 and the
nameless Tbird. The evtnt of giving and receiving, of speaking and resp,mding, is
spirit; it is the movement of a constant return into myself by way of tbe Third.
Because my spiritual life is characterized by this movement, I am never coincident
with myself. As Bakhtin expresses it in Problems oj DostfJevsky'sPoetics. "a man

never coincides with himself. One cannot apply to him tbe formula A=A"
(p. 59).

In order for a man to penetrate himself, he must go through the Third or
"tbe witness and judge of every man" (Estetika, p. 342). In the light of what has
been said about the relation to the Third, We can see that the mediating role of the
Third creates a tension between tbe soul and spilit. Bakhtin brings out this ten-
sion when he says, "The soul is an image of the totality of all that is truly
experienced, of all that h at hand, in the soul in time: tbe spirit, however, is the
totality of all meaningflJl significance and directiun in life, of all acts issuing from
itself" (Estttika, pp. 97-98). If the Third ~ tbe witness and judge of every man,
it weighs the constant disparity between the totality of all that is at hand and the
totality of all meaningful significance and direction in life. Because the Third is
there, the disparity is there. And because the disparity is ther~, "the d.:fini-
tion given to me lies not in the categories of temporal being but in the categori.:s
of the 'oot-yet-existing', in the categories of purpose and'm~aning, in the meanin-
gful future, which is at odds with anything I have in the past or present. To be
myself for myself means yet becoming myself (to cease becoming myself means
spiritual death)" (Bakhtio, Estetika, p. 109). The ultimate Word between I and
Thou is forever yet to be uttered, and th~ relation betweea I and the Third is
for~ver unseuled.

At the beginnivg of this section the Third was described as an infinite horizon
of possibility. Looking to Heidegger's remarks about the not yet of Dasein, We
may now view the Third not only in terms of possibility but of potentiality.
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Sa~s Heidegger, "If the exi&ttnc::;of the being of Das,ein is determined and its
essence: partly constituted by its potentialIty for being, then as long as it exists as
such a potentiality Ddsein must tlot yet be something" (Sein, p. 233). Heidegger's
"potentiality for being" may be undastood as Bakhtin's "all meaningful
~ignificance and ~irection:; that is, from tht: position of the Third. The Third
holds sway over tbe something VIhich :::am not yet. As long as 1 exist, the mean-
ing oj my lif~ is in question, ::.nd the meaning in my life rests on the movement I
make toward what I am Dot yet; that is to say, the meaning in my life is
grounded in my reh,tion to the Third, which is the realm of spirit and of my spiri-
tual life, the realm of the Between. In this relation I find my depth; living in the
spirit, to use Bakhtin's words, c'I live in the depth of myself through faith and
hope In the ongoing possibility of the inner miracle of a new birth" (Estetik{l, p.
112). For the potentiality of what I am not yet is the potentiality of a new a
binh.

And who is the neW b::;ingI am born into? It is the Third, God, if you
will. Or better: it is God as "bsolute love. Still .better: it is the absolute
expression of God's love in the God-man or [he Cbrist. In the Christ, Bakhtin
"rites, "for the first time appears ao infinitely profound .I-for-myself' immeasu-
rably good to the other, rendering the whole truth to tbe other, revealing and
confirming in all its fullness the precious originality of the other" (Estetika. p. 51).
The Christ reveals the I-for-m~self which constitutfs my highe~t potentiality.for
being. He is the one who summons me from his Third position to a new birth
through a relation to the other, to the Thou. Hence, Bikhtin goes on to say,

"that which I must b2 for the other is what God is for me"
(p. 52). But I am

.
never yet what I must be for the other. The truth and the word l offer are never
quite whole, and I am constantly between myself and the other,
myself and the Third. Once ag,:lin it is from the depths of this Between
that Being must be continually reaffirmed through the relation of the I to tbe
Thou, of the I to tbe Third, a rdation which inheres in the WOld.

Conclusion

Bakhtin and Heidegger help us to see that the Between IS the seat of Word

and Being: it is the r~alm of the spirit, wh~re Word and Being are one. The
task which faces human being is to move ioto that realm, to respond to the
summons that come from the Third, who is both within and beyond. 1he task
which faces human being is to b.;:come whole in the relation is another wbich
opens ,he way to the Between. The task is to become present in al1 apotheosis of
presence, so that when We are called we may answer, as Abruham answered,
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"Here I am," where here is between. And it is a matter of spiritual life or
spiritual death.

H"w can We make sense of this? Where can we point and say, "There is
the Between" ? Nowhere. Or the inner 'iomewhere, which, the intellect wants to
declare, is nowhere. We caonot say the Between is in this plac~ or that but only
that it is near, closer to us than We are to ourselves, and that in the saying itself
the nearness of the Between- of the spirit-is given (cf. Hddegger. Unterwegs, p.
219). In order to reach it, we mu&t set out, again like Abraham, without knowing
where we go, leaving behind all the calculation and fabrication we engage in when-
ever We attempt to create the illusion of a guarantee. In short, the movement
into the Between is a movement of faith. Thus We hear Bakhtin saying, "We can
live and realize ourselves neither 'with a guarante~' nor 'in a void' but only 'in
fllith'. Life (and cOlisciousness) from within itself is nothing other than the realiz-
ation of faith; the pure self. consciousness of life is the realization of faith (Estrtika,
pp. 126-127). In a leap, suddenly, faith takts us ioto the Between, where life finds
its attachment to life in the wholenese of the I's relation to the Thou. For an
instant eternity shows its face. Word and Being announce themselves in a single
voice, in the utterance of Word and B~ing : I Am That I am.
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Modern and Medieval Literary
Aesthetic Objects :

Joyce's"A Portrait Of The Artist As A Young
Man" and Dante's "Oivina Commedia"

S. J. P A 0 L I N I

A comparative study of James Joyce and Dante Alighieri's treatments of
the literary object as aesthetic reveals the difference in outlook between
Joyce's modern vision and Dante's medieval outlook. For Joyce, literature
bec.omes religion and replaces it; for Dante, the highest aesthetic moment in
the Divina CJmmedtaoccurs when he perceives the Beatific Vision in Paradiso33,
where literature mirrors, but does not replace, religious aesthetic experience.
Literature here is mimesis - a replication of an actual contemplative experience
of God. Although both writers through aesthetic experience confirm their
respective value systems, for Joyce, secular values, arising from his newly
discovered celebration of indiv:dualism, override traditional values associated
with family, country, and religion. Dante's medieval beliefs. Gn the other
hand, culminate in his experience of the Mystic Vision, where art, theology,

and personal religious response coincide.

In A Fortrait of the Artist as tI Young Man, Joyce presents Stephen Dedalus,
whose re1i§,ious, philosophical, cultural, social, and political values derive
initially from his family and education. The novel, a bildungsroman,narrates the
five stages of Stephen's development: 1) childhood: innocence and the growth of
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comciousness; 2) the loss of innocence, or sin: 3) conversion and devotion to
religion: 4) the refusal to become a priest: and 5) the decision to become an
artist. As an account of the hero's passage to adulthoo::l, the novel moves
thematically from innocence to experiencc (reminiscent of William Blake).
Starting with bis childhood recoJ1ections and the gradual growth of his
awareness, Stephcn loses his innocence when he gains a knowledge of evil by
sinning. His adolescent sexual fantasies and experi;nents cause him both euphoria
and guilt so that he falls from grace and the bosom of the Church. Subsequently,
he reforms his errant ways after being frightened by a sermon on hell, and he
experiences a conversion to spirituality, in particular, practicing devotion to
Mary. After a period of religiosity, Stephen briefly considers a vocation to the
priesthood, which he ultimately refuses. Afterwards, he discovers his calling to
be an artist, and he fashions his life as an object of art. For Stephen, the
moment of "epiphany" (when he sees the girl on the beach) is the peak
aesthetic experience. This moment decides what his future will be : a call to
life, to art, and to experience (Joyce 172). For Joyce, the aesthetic experience
centers finally upon self development. His modern value system reinforces the
celebration of the individual, divorced from family, country, and religion.

In contrast, Dante by his journey through thp Infirno,Purgntorio, and
Paradiso builds towards the climax of the concluding cant03 when he, in heaven,
beholds the resplendent Beatrice, as well as the Virgin Mary, before tbe final
rapture of the Beatific Vision. His medieval values coalesce in the aesthe~ic
object of the Godhead: religious, philosophic, cultural, literary, and even
poEtical values fuse in this scene (Par. 33).

.

To compare the development of literary aesthetics in the Commediaand The
Portrait, one may note that certain parallels and similarities exist between
Dante and Joyce, even though their work is separated by nearly eight centuries.
Both writers model their heroes after themselves. Dante the pilgrim has the
same,name. acquaintances, relatives and experiences as his creator. Dante, ror
example, uses the Commedia as a vehicle for his revenge and self vindication by
naming his sufferings in tbe prophetic discourse of Caccaiguida (par. 17).
Although the Gvmmedia is fiction, it does contain a large measure of
autobiography, and Dante as writer blends with Dante as protagonist at
various points in the poem. Stephen, a fictionalized version of James Joyce, also
resembles his maker as to family, schooling. and general experiences outlined
in the book. However, in neither work can the realer wholly identify the
writers with their protagonists, in spite of the temptation to do so, based on
the strong autobiographical elements in each case.
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Be~ides tbe autobio£raphica1 strains, both writers base their intellectual
endeavors upon Thomistic philosophy and Catholic tradition. Both men
possess a keen sense of self. Dante implies he is guilty of the sin of pride in
Purg. 11, when he says Oderisi's speech "abates a great swelling in me" "e gran
tumor m'appiani" (129 148-491) Stephen's Promethean pride even keeps him
from offering a prayer to God : "Hi.s pride in his own sin, his loveless awe of
God, toM him his offence was too grievous to be atoned for..." (104). Dante
offers his devotion to Bcatrice Portinari, the Florentine woman who inspired
him in life and in death, in La vita Tlurva and in the Divina C()TJ)media.Joyce
presents the reader with various portraits of real and ideal women, ranging from
Mercedes, Emma, and Davin's peasant woman, to the Virgin Mary, Dante,
likewise, renders homage to the Virgin Mary, as an idealized female. Both
writers struggle with their political and cultural identities: Dante hurling
invectives at tbe Florentines who barred him from his homeland, and Joyce
eschewing all that is Irish, as he says of the old Irish man who symbolized his
country: "I fear him. I fear his red rimmed horny eyes" (252).

While Dante was forcefully exiled from Florence by his enemies, Joyce, and
his character Stephen, voluntarily left Ireland. Thus, the theme of exile
looms as a significant factor in toth works. For Dante, his real life exile is
noted by Cacciaguida in Par. 17, where the latter predicts his progeny's
misfortunes :

Thou shalt leave everything loved most dearly, and
this is the shaft which the bow of exile shoots first.
Thou shalt prove how salt is the taste of another
man's bread and how hard is the way up and down another

man's stairs.
Tu proveral si came sa di sale
]0 pane altrul, e come e duro call

10 scendere e' 1 salir per l'a]trui scale. (58-60 : 244-45)

Tn addition to the account of his actual exile. Dante creates in the Commediaa
symboHc-mythical structure ming the motifs of the Prodigal Son, Ex'Xlus, sea-
voyage figures, and the lost regions of the soul-starting in Jr(. 1. where the
pilgrim finds himself in a dark wood (222). In this mythic world the
movements and counter-movemements from innocence to sinful experience
reinforce the archetypal return to the Father.

For Joyce, also, free theme of exile reflects both actual and mythic events.
Stephen's revolt and exile can be understood in terms of his inability to
achieve an adequate sexual andlor spiritual balance with regard to women. The
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defiant "non serviam" of the hero is addressed not only to the Church,.but to
the female figures as well. Belief is net the central issue. If it were, Stephen
would have uttered a "non credo." Instead, his pride, wounded by
unsatisfactory sexual and spiritual experiences, forces himself from mother,
bel over, Church, and country, in search of his father, the. "old artificer," the
father of the mythic Icarus.

On one level, there is a blending of elements of the Dedalus myth
and of the Christian myth, and on another level. underlying these mythes, is a
more primitive archetypal organization which provides a key to the
complexities of Stephen's reactions to women. These various mythic strands

are dosely bound by controlling images and symbols: color images of red, green,
and white; mother and father symbols; and water and r::lSesymbols.

A brief scrutiny of the Dedalus myth in A Portrait oj the Arti.ft as a Young Man
reveals the link between it and the Christian myth. Dedalus is a symbol of God
the Father, the Creator. Icarus corresponds to Stephen, the son or Christ, who
also r-ecomes the artist-creator, redeemer and priest. Stephen, like Christ, is
betrayed and crucified symbolically by Church and nation. Like Icarus, Stephen
must experience the flight into exile from hom~ and country (Anderson
268). Besides the father figure, the Christian myth furnishes the pervasive
image of the mother, the Blessed Virgin Mary, who represents for Stephen the
spiritual principle. However, Picasso-like. the Virgin has another face-that of
the whore. The tension between physical and spiritual love which exists in the
Portraitparallels the \

polarity between St. Augustine and St. John. between the
Whore of Babylon and the Bride of Christ (Kenner 61): The Virgin, of course,
is a symbol of the Church itself, wedded to Christ, yet in Stephen's mind she
assumes the figure of the double female. It is this same doubleness which
pervades Stephen's relations with the opposite sex.

Besides aspects of the Dedalus and Christian myths which help to clarify
Stephen's views towards woman, the Jungian mother archetype acts as a
primeval substratum of the novel. Carl Jung stresses the importance of the
mother figure, and identifies her with othel WO!11enwho m3.Ybecome mother
figures for the son :

The East ca1ls it the 'Spinning Woman' - Maya, who creates illusion by
her dancing. Had we not long since known it from the symbolism ot
dreams, this hint from the Orient would put us on the right track: the
enveloping, embracing, and devouring element points unmistakably to
the mother, that 1s, to the son's realation to the real mother, to her
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image, and to the woman
is passive like a child's; he
devoured. (654-55)

Thus the son may find in other women the iI'1age of hi.s own mother,
particularly in his love relationships. This vision of the mother figure projects
itseH into other areas as well. The Virgin, the Church, the university, the city,
the country, Paradise and the Kingdom of God. the sea, or any still waters are
all mother symbols, according to Jung. Symbols of fertility link with the
mother: a spring, a deep well; various hollow vessels, such as the baptismal
font or vessel-shapped flowers lik? th.~ rose; enn animals such as the cow (657).

Jun.~ recognized the negative aspect of the mother archetype in its
associations with the secret, the dark, and the terrifying. Historical examples
of the dual nature of the mother are the Virgin Mary, who is not only the
Lord's mother hut his cross (in medieval allegories), and the Indian goddess
KaJi, "the terrible and loving mother' (658). The son, then. caught up in the
enveloping world of the mother. seeks to throw off her restraints and find the
real world. Jung states that "the umatisfied longing of the son for life and tbe
world ought to be taken seriously '.because" the mother, foreseeing the
danger. has carefully inculcated into him the virtues of faithfulness, devotion,
loyalty. so as to protect him from the moral disruption which is the risk of
every life adventure" (655). The son may escape the mother's influenC'e by
projecting a new image - that of woman - which stems from another archetype,
the "anima," the male's archetype of the female. The anima functions as the
seductress who draws the male into life.

who is to become a mother, for him. His Eros
hopes to be caught, sucked in. enveloped, and

An analysis of the Portrait reveals the workings of the mother and aninn
archetypes, as well as the Dedalus and Christian myths, through the structural
devices of images and symbols. In particular. the color images of red, green, and
white are important. as well as water and rme symbols. A recurring strand of
symbolism is the water-mother device. for example. Whenever a reference is
made to water either the mother image is recalled directly or thrcmgh
symbolism. Stephen. for instance. thinks or the cold. slimy water of the ditch
into which he was thrown and then of kissing his mother:

His mother put her lips to his cheek: her lips were soft and they whetted
his cheek, and they made a tiny little noise: kiss. (7)

It appears that either the idea of water evokes mother or mother evokes
water. In a feverish dream Stephen believes his mother has kissed him.
Immediately, phallic imagery follows mention of his mother.' There was a
noise of curtain rings running back along the rods, of water being splashed in
the basins" (120). At the end of the first chapter, he speaks of a "vague fear of
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warm turf-coloured bogwater" (22). Then he equates the s()und of cricket-bats
with falling water: "They said: pick, pack, pock, puck: like drops of water in a
fountain falJing in the brimming bowl" (41). Again, the image of water falling
in a howl recurs, and "puck" sounds suspiciously like "suck."

While the mother figure is linked to water and rose imagery, often in an
unpleasant way, motherhood evokes various feelings of security, sex, and
disgust. However, Stephen's sensations and feelings about motherhood are not
limited to his own mother, Mary Dedalus, but are also co;nplicated by his
relations to other womf'n and the Virgin Mary. Eileen, associated in Stephen's
mind with the Blessed Virgin and the spiritual principle, is Protestant, and
Mrs. Riordan warns Stephen not to play with her because Protestants ridicule
the litany in which the Blessed Virgin is called a "Tower of Ivory." Puzzling
over this situation, Stephen realizes that Eileen's "thin cool white hands" are
like "ivory; only soft. 'That was the meaning of 'Tower of Ivory' " (42).
Thus, he forges a relationship between beauty, love, and spirituality; however.
both Eileen and the Blessed Virgin are unattainable, with imagery of white
and cold supporting this fact.

Since Eileen is real, but unattainable, Stephen's imagination creates
Mercedes, unreal, but attainable. As a dream figure suggested by The Count of
Monte Cristo, Mercedes foreshadows a real transfiguration of love. She reflects
the anima arthetype struggling to project an iJeal female image :

He wanted to meet in the real world the unsubstantial image which his
soul so constantly beheld. He did not know where to seek it or how, but
a premonition which led h~m on told him that this image would, without
any overt act of his, encounter him They would be alone, surrounded
by darkness and silence : and in that moment of supreme tendemess he

would be transfigured. Weakness and timidity and inexperience
would fall from him in that magic moment. (73)

In this encounter Stephen imagines a kind of religious ecstacy in meeting her.
On the one hand, she represents the same spiritual love as does the Blessed
Virgin, but on the other hand, she anticipates a sexual epiphany. Hugh
Kenner's "double-woman" analogy posits Mer:edes as the prostitute's opposite
(61). Another critic, William York Tindall. supports this dichotomy between
sex and religion by pointing out that Mercedes, who is ethereal. suggests the
Virgin, yet "monstnus" thoughts blemish her (236). Stephen, troubled by
adolescent sexual desires, indulges in "secret riots" and defiles innocent
figures of the day, but when he turns back to Mercedes ("a softer languor"),
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his fran~e of mind is romantic : she is spiritualized and idealized in his
reveries :

the image of Mercedes traversed the background of his memory.. .he
rememb~red the sadly proud gesture of refusal which he was to make
there, standing with her in the moonlit garden after years of
estrangement and adventure. (99)

Mercedes. then, who exists solely as a dream-image, finally disappears as Stephen
seeks reality. He turns from her to tIle prostitute. Preceding this experience
is a religious description which again emphasizes the link between sex and
religion :

The yellow gasflames arose before his troubled vision against the vapoury
sky burning as if before an altar. Before the doors and in the lighted
halls groups were gathered arrayed as for some rite. (99)

Another aspect of the sex-religion connection emerges in the identification
of Emma wi.th the Blessed Virgin. When Stephen first meets Emma, her eyes
address him "beneath their cowl" (69). Later when she does not meet him after
his play, "pride and hope and desire like crushed herbs in his heart sent up
vapours of maddening incense"(86). Incense with religious overtones turns into

"hone piss" and "rotted straw" (86). .
Two opposing forces war within Stephen: his youthful sexual drive versus

his reverence for the Blessed Virgin. The word "foetus" carved into a desk
shocks him as being the ob~ective correlative of his emotions: it is the outer
reality which corresponds to his state of mind. After his experiences with
prostitutes. Stephen finds himself drawn closer to the Blessed Virgin.
Superficially, a strange contradiction exists, but on a deeper level, Mary is an
all-embracing archetypal mother. "The glories of Mary held his soul captive"
(106). He cannot approach God the Father, yet Mary becomes for him "the
refuge of sinners" [105]. Not only is she a mother figure who embodies the

spiritual principle, but she is also womanhood idealized. Stephen wishes
fervently to "cast sin from him" and to be her knight [105]. During the
retreat he tries to unite the chivalric ideal, as knight of Mary, with his lust,
and obliquely identifies Emma with the Blessed Virgin:

The image of Emma appeared before him and under her eyes, the flood of
shame rushed forth anew from his heart. If she knew to what his mind
had subjected her or how his brutelike lust had torn and trampled upon
her innocence : Was that boyish love? Was that chivalry? Was that
poetry ? [115]
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Finally, in an abject mood, Stephen despairs of approaching either God or
Mary. ("God was too great and stern and the Blessed Virgin too pure and holy"
[116!]). Therefore, he conceives of Emma as an intercessor between himself and
Mary, "But he imagined that he stQed near Emma in a wide land and, humbly
and in tears, bent and kissed the elbow of her sleeve" [115]. And like Dante's
advocate, Beatrice, "she manifests in his earthly experience the Church
Triumphant of bis spiritual dream" [Kenner 62].

As the scene of forgiveness fades, rain is falling on the chapel. Stephen

associates the rain with forgiveness, pur lfication, and release from sin -like the
waters that ..:overed the earth for forty days and nights when only Noah's ark
was saved. Water, again, is the means of purification as the weary voice of the
professor "fell like sweet rain upon his parched heart" [145]. The blending of
water-rose imagery reappears as the hero's prayers ascend to heaven "from his
purified heart like perfume streaming upwards from a heart of white rose [145].
Here the white rose signifies that state of grace in which Stephen now finds
himself, as well as the Blessed Virgin through whom as mediatrix he is able to
effect his forgiveness.

Water-rose imagery takes on other meanings besides forgiveness ann

puritication. In sharp juxtaposition to waters of forgiveness are the waters of
temptation. During the period when Stephen devotes himself to God,
temptations of the flesh gradually beset him: "He seemed to feel a flood slowly
advancing toward his naked feet " [152]. The rose of purification becomes
the sensual "rosesoft stuffs" that form the texture of a woman's stocking
[Stephen, at this point, finds female underwear fascinating].

In yet another context, water prefigures the epiphany scene where
Stephen meets the wading gi.rl. His flesh dreads tbc "cold infra-human oacur of
the ~ea" [167J. The sea projects the mother archetype and symoblizes death and
rebirth. Stephen must, in a mythic way, enter the waters and die to self in
order to be reborn But he is repelled by cold water and must conquer his rear
in order to discover the mystery of self, After the vision of Dedalus. as the tide
runs out, he goes barefoot down the breakwater and wades among warn isles of
sand. In contrast to the cold sea, he is baptized in warm waters. He sees before
him a ga::.ing out to sea.

She seemed like one whom magic had changed into the likeness of a
strange and beautiful seabird...her eyes turned to Lim in quiet sufferance
of his gaze without shame or wantonness - Heavenly God! cried

Stephen's soul, in an outburst or profane joy. [171]

35



The sacred and profane here symboJize the unity of flesh and spirit he perceives
in the girL She is a "wild angel," an ani.ma figure who calls him "to live, to err
to fall, to triumph, to recreate life out of life" [171]. The anima figure. like a
goddess arising out of tbe sea, seduces him with her eyes and calls him to life, to
break the bonds of tbe mother figure and the mother substitutes. As the
seductress who draws him ~nto life, tbe wading girl boldly accepts Stephen's
interest, but he does nothing. The moment of epiphany fall s flat because
Stephen takes no action. Instead of answering the wading girl's call, Stephen
lapses into sleep and dreams of a mystic rose which represents his new world:

A world, a glimmer or a flower? Glimmering and trembling, trembling

and unHooding, a breaking light, an opening flower, it spread in endJess
succession to itself. breaking in full crimson, leaf by leaf and wave of
light by wave of light, flooding all the heavens with its soft flushes,
every flush deeper than the other. (172)

Various strains of meaning coalesce in the rose: it is the symbol of
spiritual fulfillment, a Dantesque vision of heaven following the hell of the
sermons and the purgatory of rej?entance (Tindall 235). It is a symbol of
artistic creativity, like the wo;nb of ;'magination: it is also a.symbol of the
mother archetype and the women associated with it. Moreover, this mystic rose
appearing at the climactic moments in the novel provides structural link to
the events preceding and following it. Reminiscent of his "swoon of sin" when
he visits the prostitute (101), during the rose vision Stephen's "soul was
swooning into some new world" (172). Later his 1angorous soul contemplates
"scarlet flowers" and "roseways" (222).

After the epij?hany scene in which the wading girl appears as an anima
figure enticing Stephen to accept life, a momentary glimpse of his mother
reveals a breakfast with fried bead and its yellow drippings associated with the

"dark turf-coloured water of the bath in Clongowes" (174). Then his mother
washes his npck and ears. Several meanings arise from this context: there is a
prescience of Stephen's refusal to make his Easter duty and of his pride. It is
Maundy Thursday, the day of the liturgy when the Bishop wasl,es the feet of
his priests in memory of Christ washing the apostles' feet. The washing of feet
is an act of humility which precedes the cdebration of the Eucharistic rite.
Significantly, Stephen's mother takes on the role of the priest who humbles
himself, yet Stephen will later refuse to make his Easter duty, even for his
mother's sake. This family scene, with its distasteful picture of fried bread as
analogous to the Eucharist, foreshaJows Stephen's break with family, religion,
and country.
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The beginnings of Stephen's rebellion occur while he, as a boy, starts to
question the "hoHow-sounding voices" of his father and teachers) telling him
his duty is to be a gentleman, a good Catholic, manly, and patriotic (83). His
doubts increase as he struggles with his youthful sexual temptations and his
encounters with real and imagined women. In Stephen's mind, motherhood and
women figures gradual1y blend, reminding him of his mother, his religion, and
his country. When Matt Davin, his university friend, recounts the story of a
peasant women who tried to entice him, Stephen remembers other peasant
women like her "as a type of her race aod his own, a batlike soul waking to
the consciousness of itself in darkness and secrecy and loneliness " (183). He
even identifies Emma with the peasant woman, when he calIs her "a batIike
soul" who leaves him to flirt with Father Moran-(221).

Disappoir,ted in Emrna, his earlier romantic scene asso:iated with water
and rose imagery is negated. In his encounter with Emma, he speaks of "rose
and a.rdent light," "roselight," and a "roselike glow" [217]. He stares at
scarlet flowers on dilapidated waIl paper and imagines a roseway leading to
heaven. Co-existent with the rose descriptions is the water symbolism:

He lay still, as if his soul lay amid cool water......
A spirit fiIled him, pure as the purest water (217)

And again :

Her nakedness yielded
life; and like a cloud or
liquid letters of speech,
his brain. [223]

to him...enfolded him like water with a liquiJ
vapour or like waters circumfIuent in space th~

symbols of the elements of mystery, flowed over

Even though this scene recalIs the encounter with the whore and the wading
girl, a note of false sentimentality creeps in. The promise of a call to life, of
what might have been sexual and spiritual fulfillment in Stephen's meeting
with the wading girl fades. Joyce successfully lampoons Stephen's romantic
sensibility and his immature relations with Emma in an ironic passage:

Yes, it was her body her smelt: a wild and languid smell: the tepid limbs
over which his music had flowed desirously and the secret soft linen upon
which her flesh distilled odour and a dew [233].

Hardly has this e:stasy been grasped by the reader when it is abruptly
dissipated Stephen, feeling a louse crawling on his neck, kills it, Any romantic
vision of his lovelife shatters. as welI as any notion- that he has actually
acheived sexual or spiritual fulfiIlment.
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The promise or the moment of epiphany when he encounters the wading
girl- the moment or aesthetic rapture - fails. Ironically, even though Stephen
invests this moment with the highest reach of his aesthetic imagination, the
fact that he does so, and that he creates an aesthetic object of great beauty and
power, results in a disparity between the ideal and the actual. When asked by

tbe dean of studies to define "the beautiful," Stephen responds in a long
discussion (which is his way of coming to grips with what an artist must
understand if he is to pursue his art), concluding with a Thomistic aesthetic,
when he tells Lynch :

The radiance of which he [Aquinas] speaks is the scholastic quiddatas, the
whatness of a thing...the instant wherein that suppreme quality of beauty,
the clear radiance of the esthetic image, is appehended luminously by
the mind which has been arrested by its wholeness and fascinated by its
harmony is the luminous silent stasis of esthetic pleasure (213)

The aesthetic moment serves as a revelation in which he understands his
calJ to he an artist The inherited values of motherhood, country, religion, and
the attendant morality derived from such values appear to him as 'nets"
keeping his soul from being born Breaking with his past, Stephen announces
he wiJI express himself "in some m'Xle of life or art as freely as I can and as
wholJy as I can, using for my defence the only arms I allow myself to use-
silence, exile, and cunning" (247).

Stephen's dilemma centers on how to escape the restraints of the mother
and answer the call to life, as expressed by the anima, when, in fact, h~
remains emotionally attached to the mother by bonds of love and loyalty.
Complicating the problem is his inability to achieve satisfactory sexual or
spiritual relationships with w')men. Eileen is unattainable and linked to the

Blessed Virgin; Mercedes, a dream figure, is unreal and unsatisfying; the whore
takes care of his physical needs, but not his spiritual ones; Emma he
associates with the Blessed Virgin and the "batlike" soul of Irish women. As
extensions of the an-embracing. devouring mother, these female figures
alternately repel and fascinate Stephen. He begins to break free of the mother
when he encounters the wading girl, who symbolizes what might be-the
identification of art with sex; the mal riage of the aesthetic with the physical.
As such. she projects the anima archetype and seductress trying

to make the male need the call of life. Yet, Stepben, while agreeing in
princ;ple, fails to realize her call in action

At the end of the novel Stephen rejects the mother figures whom he
believes have tried to devour him. His apostasy seems less a declaration of
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disbelief than a denial of the mother archetype's dominion. Hwing said "non
seriviam" to the mothers, he looks forward to exile where he hopes to find his
father, Dedalus. In the final analysis, Stephen gives up family, country, and
religion in his search for experience. He is and must be olone. He seems incapable
cf love or of achieving an intimate relationship with another person (although
he comes closest, perhaps, with his friend. Cranly). Hostile to family, church
and country, Ireland fails him ; his religion fails him, or does he fall country
and religion? The last lines of the novel reinforce his casting off the "nest" or

values hindering him:

Weleorn, 0 life 1 I go to encounter for the millionth time the reality of
experience and to forge in the smithy of my soul the uncreated
conscit'nce of my race. (253)

While in Stephen's exper;ence, the highest aesthetic perception is for him
the moment of epiphany, when he realizes his vocation is to be an artist and to
cast off the values that have burdened him, for Dante, the culminating
aesthetic ,experience of the Commeditl serves, instead, to confirm his value
system. Whereas Stephen decides to celebrate the self and its development,

Dante contents hbslf with submitting his will to Gols will, Clearly, Joyce's
insistence upon individual self development through the negation of his hero's
value structure contrasts sharply with Dante's self-fulfillment through his
experience of the Beatific Vision.

Like the Prodigal Son, Dante has erred, and only through the ministry of
Beatrire can he be saved. Unlike the women figures in the Portrait whom
Stephen ultimately rejects (except the wading girl), Beatrice becomes the
vehicle for the pilgrim's salvation and his return to God. Through the
resplendent and apotheosized Beatrice, Dante glimpses Christ as a shining sun,
allowing him to'view the wonder of Beatrice's smile (Dante, Paradiso 23. 27-30 :
332). The journey or return to divine grace fi om the state of sin figures in the
journey of the Prodigal Son back to his father, in the Exodus of the Israelites

to the Promised Land, and in metaphors of ship and sea-voyages. The journey's
purpose is the conversion of the will from the state of sin to grace, After his
voyage of repentance through the Infirno and the Purgatorio.Dante, prior to
seeing the Heavenly Rose and the Beatific Vision, must be Baptized in the rlver
of light (Par. 30. 82-90). He exclaims: "0 splendour of God by which I saw the
high triumph of the true kingdom, give me power to tell of what J saw there 1"
("0 ispJendor di Dio. per cu'io vidi/l'alto triumfo del regno verace,/Idammi
vertu a dir com'io il vidi 1" [97-99: 434-351]).
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Because of the Gommedia's progressive insistence upon spiritual acuity, the
piligrim needs to see God. as a result of his particular development. He also
represents the Christ:an's experience after death. His confession to Beatrice in
Purg. 31 resembles the Last Judgment. when, after this final reckoning the
redeemed soul will see God in His Essence. By giving his readers a preview of

what the future can hold for them, his recreation of the Vision constitutes a
moral lesson and acts as an incentive for his audience. Dante describes the
supra-sensible by means of sensible imagery, and he defines the Infinite God as
"Eternal Light" ["la luce etterna," Par. 33.83 : 482-83] ; "three circles of three
colours" ["tre giri de tre colori," 116-17 : 483-84] ; the likeness of Christ, the
Iricarnate. is "an image ritted to the circle" ["si convenne/l' imago al cerchio,"
137-38 : 484-85]. Artistically' the post convinces because his aCCGunt is
necessarily partial and incomplete : he admits the inadequacy of words to
communicate the whole of his extemporal moment.

Dante's marvolous Visions functions as the vehicle for the conjunction of
human and divine, for the union of subject and object. Consequently, Paradiso 33
may be studied on tW::l levels: the aesthetic and the theological. In both cases,
God, the object of contemplation, is apprehended as intrinsically beautiful. It is
this beauty that the soul of the pilgrim joins with in a mystical union -like the
rapt synthesis of the aesthetic experiencer with a beautiful object in its full
presentational immediacy (Vivas 95). In Dante's mind no disjunction exists
between either the most significant form of theological of aesthetic experience.
Vision and experience fuse in that unique moment fixed against the onrush of
time. And what accounts for th~ curious power ofthe Vision is its meta-aesthetic
quality. Furthermore, this meta-aeshetic experience lies within a work itself
capable of effecting an aesthetic experience and of existing as object, Dante's
experience of God) observed in its meta-aesthetic character) points outward to the
reader experiencing the poem. And the Divina Gommediamoves full circle, closing
in the reader within the sphere of eternity. Since divine creativity is
analogous to the human art of Da.nte, the very qualities which Aquinas uses to
describe a beautiful object - wholeness, harmony, and brilliance - may be

extended, finally, to Dante's poem as well (Opuscula Selecta21).

Dante's apprehension of God is whoUy attuned to Thomistic theory, for the
perfection, harmony, and brilliance which Aquinas established as his criteria
for a beautiful object apply to the description of the Trinity. The light or
brilliance of God appears in three equal circles and three colors, perfectly
proportioned and harmonious. Moreover, the Trinity manifests divine art
(Foster 59). God the Father thinks of Himself and begets the Logos, His Son;
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mutual love netween Father and Son heathes forth as the Holy Spirit. Thus
Aquinas' definition of beauty applies to the Beatific Vision in both a
theological and aesthetic sense: God is the highest good. for He is a spiritual
beauty. God is a beautiful object: perfect, harmonious, and brilliant in all its
parts. The Godhead, consisting of one essence and three divine persons, is an
object suitable for aesthetic contemplation because in its manifestation as the
Trinity, it is a divine art work.

The unique moment when Dante undergoes the V ision is a fixed point in
time, when all time becomes one:

A single moment makes for me deeper oblivion than five and twenty
centuries upon the enterprise that made Neptune wonder at the shadow
of the Argo. Thus my mind, all rapt, was gazing, fixed still and intent,
and ever enkindled with gazing.

Un punto sale m'e maggior !etargo
che venticinque secoli all 'mp' ess,
che fe Nettuno ammirar 1 combra d' Argo.

Cosi la mente mia, tutta sospesa,
mirava fissa. immobile e attenta,
e sempre di mirar faciesi accesa. [94-99: 482-83J

D:mte's apprehension of the Vision is the most significant rorm or aesthetic
experience. As subject who is imrnoblle, fixed, and oblivious, he sees God in His
fu!!. presentational immediacy Dante's experience of God is intransitive
because ror a single moment a one-to-one relationship exists. The experience
cannot pass beyond the object, for beyond God there is no place to go.

It is immportant that the subject converge with the object in a special
relation of knowability which recognizes the attributes of wholeness.
proporthn, and clarity within tbe beautiful ob~ect. Joyce calls the moment of
recognition an epiphany, when the sub~ect not only recognizes the "whatness,"
or essence or the object. but in contemplating it, he is drawn into it in a
momentary fusion out or time. As the Beatific Vision possesses the
apotheosized Dante and he, in turn, possesses it, the purpose of the journey is
fn1tiIled. In returning to the Divine Father. Dante must try to apply the new
knowledge to his life when he resumes his role' in society His "desire and will,
like a wheel that spins with even motion, were revolved by the Love that
moves the sun and the other stars" [143-45: 485J. The metaphor or the wheel
suggests that his memory of the Vision will persuade him to persevere in his

"new life". The Vision which is the final goal of the pUgrim's wi!l unites him
with God's will.
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Joyce and Dante in their treatment of the litenry aesthetic object reflect
the contrast between modern and medieval outlooks. Dante expresses a
medieval vision integrating art, theology and applied religion. The Beatitic
Vis~on culminates his journey as an errant Christian returning to God the
Father. The aesthetic object, the Godhead. unifies his values and beliefs.
Thus art and religion become one, with literature mimetically replicating the
mystic experience Joyc~'s protagonist. Stepben Dedalus, while subscribing to a
Thomistic definition of a beau tiful object, rejects inherited values, discovering

for himself within art, a secular substitute for religion. Like Dante, Stephen
reverts to the Father, after being led r,y his anima, the wading girl, but in this
case, tbe mythical Dedalus stands for the call to art and experience. Stephen
chooses self development and individual values rather than the "nets" of
country , family and religion. He chooses exile and isolation to pursue his vocation
as an artist. While based on the scholastic definition of beauty, the literary
aesthetic object, for both writers, marks the acceptance 01 rejection of
traditional values. For Dante, the Godhead becomes the peak artistic and
religious experience, arising trom an integration of his beliefs; for Joyce, the
aesthetic object heralds a break with familial and patriotic values and the
beginning of bis lonely vocation.
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Restricted Relational Richness
and Musical Ana]ysis*

JAY RAHN

In recent years, I have been developing a metho1 for analysing music cf all
sorts. The fru~ts of this method appear in a number of articles and in my book
A Theory for All Music,l My method of amlysis takes as one of its points
of departure an approach first described in detail by Nelson Goodman in The
Structure of Appearanu2 and thereupon elaborated in certain passages of Meta-
Variations by the music theorist Benjamin Boretz.:~ Since my method can be
construed as having a direct antecedent in philosophy, it might be of some
interest to workers in that field. Because my method has found its first
substantial applications in the realm of music, it might interest aestheticians.
I hope that my method will be attractive to philosophers and I believe that the
reasons which one can advance in its favour contain a number of philosophic
novelties that are capable of further development.

The analyses that I have undertaken presuppose that there are observed
phenomena to be analysed. In tbe case of music, I consider these phenomena to

consist of sounds and scores, tbat IS tones and notes, respectively. When I do
not wish to distinguish between tones and notes, I refer to the observed
phenomena simply as the "observables."

Undefined Predicates.

The second component of my analyses consists of the concepts that one
employs to interpret or describe the observables, In a musical analysis, these
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con :epts might be embedded in such phrases as "has pitch," "is higher (in pitcb)
than," "is just higher ih pitch than," "forms a pitch-interval that matches the
pitch-interval formed by," "happens at a ;:noment," "happens at a moment that
is before the moment at which occurs," "is just before," "forms a time-interval
that matches the time-interval formed by," "is louder than," and "has a timbre
that matches the timbre of."4 Each of these phrases corresponds to either a
one-place predicate or a two-place predicate, where the places are occupied by
observed tones or Dotes. When one or more observables occupy the places
before or after the predicate, an observation sentence (or statement) results.
For example, one might observe in a given piece that "tone X has p~tch" or
that "note Y is louder than note Z," or that "the dyad consisting of tones P
and Q forms a time-interval that matches the time-interval formed by the dyad
consisting of tones Rand S".

The predicates embodied in phrases such as 'has pitch" or "is louder than"
are considered to be undefined. As such, they consti tute a portion of the set
of "undefined concepts." or "elementary categories" of the analysis. Each
undefined predicate can be considered to embody a "meaning" that might be
more or less elusive depending on how the predicate is employed. The potential
elusiveness of a given predicate's meaning constitutes a threat to the
intersubjectivity of its usage. Though there is no way to guarantee that
another person will understand one's predicates in precisely the way that the
analyst might desi re, one can attempt to ward off misunderstanding to a
certain extent by specifying certain permutational propntles of given
predicates, that is, the ways in which observables can be arranged around the
predicates. For example, I can state that, according to my understanding, the
predicate "is higher (in pitch) than" is irrefJexive, antisymmetric and
transitive: transitive, because if tone X is higher (in pitch) than tone Y, and
tone Y is higher in pitch than tone Z, then it fol!ows that tone X is higher
than tone Z ; asymmetric, because if tone X is higher than tone Y. then tone Y
cannot be higher than tone X ; and irrefJexive, because tone X cannot be higher
than itself, at kast according to my understanding.5 By specifying that a
given predicate is irreflexive, asymmetric, and transitive, I am conveying
certain aspects of what I mean by the predicate and how I intend- to use it. In
this way, I am trying to clarify my usage and thereby attempting to prevent
misunderstanding.

The permutational properties of a predicate constitute its logical features.
If one has made an observation statement, one can, on the basis of one's
understanding of the predicate employed, specify a) what further observation
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statements are necessarily entailed, b) what further observation statements
would contradict it, and c) what further observation statements would be
neither entailed nor contradictory, but rather merely consistent with it

Although such observation statements can have certain logical aspects.
their predicates have in the past been termed "extra-logical" Calling them
extra-logical serves to distinguish them from more narrowly logical terms such
as the connectives "and," "or,' and "not." The latter serve a number of useful
fun ~tions in an analysis. One of tbese functions is to combine with undefined
predicates to form definitions of defined predicates. For example, cne can
define the notion of ' between-ness" in the following way: If tone X is higher
in pitch than tone Y and tone Y is higher in pitch than tone Z. then the pitch of
tone Y is between the pitches of tones X and Z. The preceding definition is
framed in terms of the logical connectives "it...then" and "and." (As logicians
have shown, statements joined by "if...then" can be reduced to the same
statements joined in speciHc arrangements by "and," "or," and "not.")6

The Principle of Parsimony.

The logical and extra-logical terms us,d in an anaylysis constitute its
basis. By and large, one attempts to reduce the number and complexity of the
predicates in a basis to a minimum. The principle invoked by methodologists
in this situation is that of economy, parsimony, or "Ockham's razor." The
desirability of economy seems often to have been concidered self-evident.
Nevertheless, a number of reasons can be advanced for attempting to be
parsimonious in one's choice of undefined predicates. First, all othel things
being e<lual, one increases the danger of losing intersubjectivity as one
increases the number of one's undefined predicates. Secondly, each undefined
predicate represents a risk, for its adoption involves the assumption that it
captures a significant aspect of the observables. Thirdly. ~f one takes a given
undefined predicate and defines another predicate in terms of it (as was done
with "is h1gher (in pitch) than" and "has a pitch that is between the pitches
ct." above), the connections between the two predicates becomes dearer than
they might have been if one had adopted both predicates as undefined.

Although it is generally considered desirable to reduce the numbrr and
complexity of onp's basic predicates as far as possible. to do so indefinitely
would be self-stultifying. If there were no undefined extra-logical predicates
at all. there could be 1)'1 observation statements at all Furthermore, if in the
case of music, for instance, one were to exclude all the predicates that refer to
tcne quality (or timbre), one would not be able to capture the ways in which
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tone colour is patterned or structured in many pieces. Admittedly, in some
works (c. g., the canons in J. S. Bach's Musical Offering and the fugues in the same
composer's Art of Fugue), the timbral stucture is trivial insofar as the composer
has specified no particular tone colours for the notes. However, in other pieces
(e. g., instrumental arrangements of the same works that have been made by
later writers), timbral structure can be quite complex.

One's choice of undefined predicates serves to dete~mine the domain of
discourse of one's analysis. For instance, one might analyse a piece from the
p::>int of view of loudness, or pitch, or both, or both in combinaticn
with other variables. In this way, one might evolve a "theory of pitch," "a
theory of rhythm", etc. Fmtherraore, one might conceive of a theory of pitch
that adopted "h:ls pitch" as its only undefined extra-logical predicate. Though
one would be able to specify which tones were identical with each other by
virtue of having pitch or not having pitch, one would not be able to describe
further pitch relations or any interval relations at all. In short, there is no
single, "rock-bottom" list of undefined predicates that have to be adopted :n a
musical analysis.

In order to recapitulate and move on, one can note that in the sort of
analytical situation which I am describing, there are three components: a set
of observables. a set of undefined predicates that are both logical and extra-
logical, and a set of abservation statements. The set of observables is considered
to be "given" and, in the absence of the other two types of sets, unanalysed and
uninterpreted. One can compare two analyses of the same set of observables
with regard to the number and complexity of the undefined predicates that
they invoke.7 If their respective sets of undefined predicates define the same
domain of discourse, they are commensurate. One can determine whetber two
analyses are commensurate by commparing the undefined predicates that they
invoke. Indeed, one of the main reasons why parsimony can be considered
desirable is that one can readily determine what domain of discourse is
specified by a parsimonious analysis and determine whether two such analyses
are commensurate. In general) if two sets of undefind predicates are
commensurate and equally numerous and complex, but otle analysis includes
observation statements not contained in the other but not vice versa,the tormer
is to be preferred. The last assertion, which I will refine later. embodies the
principle of what I term "relational multiplicity" or "relational richness".

Relational Richness.

From the point of view of the sort of analysis in which I am engaged, the
ultimate goal of analysis is to add to one's knowledge of the observables. In
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general, as the number of observation statements increases. O!l~'S knowledge
increases as well. Another way of stating this idea is to say that as the number
of observation statements incr~ases, so too does the number of relations that
one can assert among the observables. In this way, one is encouraged to observe
an injunction that has been articulated in various infor1nal ways by
commentators on problems of method, namely, "Connect. always connect".8
Furthermore, by jointly reducing one's undefined predicates to a minimum
numbu or degree of complexity and increasing the number of one's observation
statements to a maximum, one can realize the goal of "simplicity in
complexity" or "elegance" that certain writers on questions of method have
advocated informally.9

When one compares the permutational properties of various predicates. one
finds that different predicates give rise to different degrees of relational
richness, other things being equal. For example. one can demonstrate that the
most fertile sort of relationship is that of identity. Since the predicate "is
identical with (i.e., in a single respect such as pitch or loudness)" is reflexive,
symmetric, and transitive, it can give rise to 112relations or observation
statements when applied to n observed entities. By contrast, the predicate "is
precisely identical with (i.e., in all conceivable respects)" can give rise to only
n relations or abservation statem~nts, because it is merely reflexive,'O In

general, identity is the most fertile sort of relationship, What this means for
analys~s is that one generally attempts to discern identities and other relatively
fertile relations wherever feasible, for doing so tends to increase relational
richness. In doing so, however, one need not take a relation such as "js
identical with (in some respect)" as pri;nitive or undefined. Identity relations
can emerge as special cases of matching relations, which in turn can emerge as
negations of difference relations, which in turn can emerge as disjunctions of

sequential relations.11

Restricted Relational Richness.

Just as one might be tempted to multiply undefined predicates needlessly,
one might, because of the inJun.:tion' to maximize relational richness, be
motivated to multiply relations or observation statements beyond a point where
one is adding to knowledge For that reason, I have specified the notion of
"restricted relational richness" in order to prevent a madcap proliferation of
observation statements First. I exclude the positing of .absolutely unfalsifiable
or tautological relations sllch as "matches in pitch or differs In pitch tram,"
If the tones being observed have pitch, the predicate "matches in pitch or
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differs in pitch from" is trivially applicable to any pair of them. Such
statements, which involve complementary relationships joined by the connective
"or," are excluded because they add nothing to one's knowledge of the
observables. Secondly, I exclude the joint positing of redundant relationships
such as "is higher in pitch than or lower in pitch than" and "is different in
pitch from". Positing one of these relations might add to one's knowledge, but,
since both predicates have the same meaning, positing a second such
relationship adds nothing to one's knowledge. Similarly, 1 exclude the joint
positing of a relationship and its opposite in a fashion such as the following:

"tone X is higher than tone Y" and "tone Y is lower than tone X." Such pairs
of relations are also tautological or redundant.

Concluding Remarks.

If relational richness is a main aim in an analysis, there are certain
resluts, it becomes possible to compare analyses. Frequently, analyse appear to
be justified on the mere grounds that they do not contradict the observables or
that they provide an "interesting perspective" on the observables.u According
to the method outlined here, one can distinguish between analyses with regard
to their respective domains of discourse and their respective degrees of
relational richness. Indeed, a high degre~ of relational richness in an
interpretation represents a high degree of what has been described informally
in the past as simpJicity. Though it might seem paradoxical, a relatively large
number of relations in an analysis betokens a relative simplicity in the analysis.
This point becomes clear if one observes the simplifying effect that a positing of
identities and isomorphisms has on an analysis.Ii! Secondly, if one adopts a
method that aims to increase relational richness in an analysis. one can
compare sets of observables, for example. actual pieces of music, with regard to
their relative amounts of simplicity. As one turns from a comparison of
analyses to a comparison of pieces, one still finds that a relatively large number
of relations corresponds - paradoxicalJy - to a relative1y high degree of
simplicity, For example. one tends to find, by and large, mote relations in
relatively "popular' forms than in relatively "serious" or "elite" forms, all
other things being equal And one would generally find more relations in an
early work of Mozart than in a late work. And so forth.1-! In this way, one
arrives at my final point which is that though one might assert a greater
amount of aesthetic value to an analysis by virtue of its containing a higher
degree of relational richness, such a procedure would be rather perilous with
regard to actual pieces, for it would seem that-for some people at least - more
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highly valued music is music that is less rich in relations. However, one cannot
make a serious assertion about the relative amounts of relational richness in
two pieces or repertoires unless one has analysed them in terms of a single set
of undefined concepts and assessed their respective degrees of restricted
reI ational richness.
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Dancing In (Outer) Space
A Freefall Through the Aesthetics of Dance

S A R A H B. F 0 W L E R

The late Russian-American choreographer, George Balanchine, once said,
"Waltzing is very difficult. The problem is using two legs in 3/4 time. It would
be easier if we had three legs."1 In speculative fiction the problem can bl?
easi1y resolved. While the three-legged creatures of L. Neil Smith's Their
Majesty's Bvcketeers don't waltz, their tbree-sidedness invites a reassesment of
our human perspective and capacities.'! Although it is not likely that we shall
either become or encounter such creatures, spculation of this kind may bave
certain benefits.

In this paper I use speculation about what forms and meaning dance might
have in non-earthly venues in order to examine and challenge some of the
categories and criteria presently employed in dance aesthetics here on earth. I
make no claims concerning the accuracy of my speculations. My intention is
merely to shake us loose from some of our preconceptions about what does count
as a dance and what might count as a dance in tbe future. There are two theoreti-
cal subtexts in this paper, which provide the philosophical starting points for my
speculations. They are, first, Merleau-Ponty's views concerning the unity and
interconnectedness of our senses in perception, and second, my own work in
kinesthetic understanding. As they are the "suppose thats" from which my
exploration proceeds, I will begin by saying something about each. I will then
make some general comments on new art in outer space before embarking on
the discussion of dance.

52_8169/85/00801-0055/1.50 (00
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In PheTiomenolog'V of Peraption Merleau-Ponty argues for the unity an.d
intcr.::onnectedness of our senses in perception. The unity and
interconnectedness are grounded in our spatiality and motility. Merleau-Ponty
differs from the philosophical empiricist who believes that each sense provides an

isolable set of impressions or "sense data," wh.ich are then united in what
Merleau calls "an inspection of the mind." He also says that all our senses are
spatial. This runs counter to the prominence that the empiricist gives to the
sense of sight as the organizer or our spatiality.

For Merleau, to sense is to sense something. What it is that we sense stands
out from the rest only if it is "put into perspective and coordinated by space.3
In turn, our-understanding of space is constituted by our moving through it.
Without experience through movement; tactile, auditoxy and visual "nears and
fars" lack context. The unity of our sensory experience comes from our
experien~ing our motility in space, rather than from adding the date together in
a secondary operation. Merleau says that to assume the loss of one sense, for
example sight. would merely eliminate the visual data without resulting in a
recrgani:z;ation of the structure of our sensory e perience, ignores the
interconnectedness of the senses as constituted by spatial motility.

For MerIeau, movement is understood as a "certain way of giving form or
structure to our environment."4 Our movement is not understood in the same
way we understand the movement of objects outside ourselves. It is "a project
towards movement or 'potential movement' (that) forms the basis for the unity
of the senses."5 Our experiencing of the world does not involve adding up
discrete and separable data from our various senses. Instead, it involves a
"tending towards the world" through our bodies. Merleau says, "The unity of
the senses...cannot be understood in terms of their subsumption under a primary
consciousness, but of their never-ending integration into one knowing
organism."6 In a passage that, I think, makes Merleau-Ponty's role in this paper
dearer, he says:

I do not translate the 'data of touch' into the language (1f seeing or
vile versa- I do not bring together one by one the parts of my body; this
translation and this unification are performed once and for all within
me ; they are my body myseIf...our own body acquaints us with a
species of unity which is not a matter of subsumption under a law...
the body is to be compared, not to a physical object but to a work of art.7

The connection with this paper is twofold: First, since our senses are
interconnected, and since the radically different environment of space will
affect at least some of our fenses, it is certain to affect all of them, and hence
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to aH~ct both the making and experiencing of art. Second: since the art of
dance has as its medium, movement, that which Merleau argues organizes our
world, an exploration of dance in outer space is liable to have impact beyond an
analysis of that artform. And this is only to say that dance is, given Merleau's
p:)Sition, a good place to begin our speculation.

The second philosophical starting point is the observation that in a dance
performance, the audience and the dancer are engaging each otber on a
kinesthetic basis. As Merleau would say, to be present in a context of
spatiality and motility with another person, would be to constitute, at least
partially, each other's motility and spatiality, and in this way to be connected
kinesthetically through our motillity. By this I don't mean a simple "gut-
level" kinesthetic response, but rather what 1 call kinesthetic understanding. I
mean to say. as Merleau does, that since movement organi.zes our activities, it
also organizes the meaningfulness of these activities. I do not think that
movement is a language, of that it is continuous with, or necessarily overlaps

linguistic meaning, although in the case of conventional mime it can. What I
am interested in is the role movement plays in all our activities, linguistic or
oth~rwise. The form that this kinesthetic organization takes is not important
here. That it does take place and can be shared is important.

As I have mentioned, one problem in speculating about art in outer space
is the problem of doing so i.n a way that doesn't remain tied to earth categories
and in turn remains open to new ways of doing aesthetics. The issue of media,
for example, is one that arises in many discussions of aesthetics. But a
discussion that lingers on, say, the difficulties of getting paint to stay on the
palatte, not to mention getting it on the canvas in weightlessness, seems less
central than the effect {)f weightlessness for the dancer and audience. What I
hope is that a discussion of dance in outer space will lead "out of this world"
to what might be possihle not only at the technical level, but to what the
artist will make of technological advance and environmental changes; that is,
to a discussion of what these opportunities might mean for the nature of the
artistic imagination itself

So far I have mentioned only one aspect of lHe in outer space,
weightlessness This particular cndition of outer space will certainly affect
how we are able to move in the making, performing and experiencing of dance
in this new environment. If Merleau-Ponty is tight about the unity of our
senses as a "never-ending integration into one knowi.ng organism," and what
he claims this means for the operation of our senses, our senses will
be challenged and realigned in 1elation to each other, and other beings, as we\

live and work in space. If our perceptions and perceptual fields interconnect
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in new waY8, I would expect the mak~ng, pedorminJ and experiencing of
dances to do likewise.

Weightlessness itself is fascin:lting precisely because it challenges the
traditional philosophical "shaggy dog" of the occular image, of vision as the
pre-eminent and organizing sense. Coping with weightlessness would seem to
challenge and require a re-understanding of Our kinesthetic engagement with
our new ~nvironment. I can imagine that a kinesthetically clever human would
be able to master weightlessness in order to ensure that the paint reaches the
canvas, or so that a hug doesn't misfire into the next galaxy. By accommodating
to the new conditions they could mimic previous patterns But thefiel of a
touch will change in zero gravity, and, thus, how it feels to put paint on a
canvas or to hug a person will not be the same The externals can be
reproduced, but the internal feel may be quite different. The changes in the
sense of touch will alter the expressive powers of the artist whether it be felt
through the artist's brush or the touch of a dancer's foot on...well, what would
it be on? It is not clear that without gravitation orientation that the touch of
a dancer's root would necessarily be on anything. The dancer's normal recourse
to internal, or what they call "proprioceptive" cues, when earth-standard
perceptual cues are mi.ssing, would also be affected by weightlessness.

In the case of dance, the issues raised by -te 'hnological advances in the
medium are quite d:f£erent than in music and the visual arts. Here the issue of
medium, making and audience collapses in an interesting way, The medium of
dance, movement, is that of a human being (although in 8pace this may turn out
to be definitional) Leaving ::lside and potential "Ballet of the Spheres," dance
proves to be a somewhat different matter than the other art forms It is easy to
8ee that the simple view of the medium and creator as an embodied human
person will probably not be subject to gross structural variation. at least
initially, in space. Thus talk of new materials and instruments at this level is
not as important as for the other artfor;ns. At a deeper level. for two reasons I
will discuss, dance may be the most complex and unpredictable of the new
space arts. The first reason has to do with the environmental possibilities for
the dancer and audience in the making and experiencing of dances. The second
reason, given the dancer as human being, delves more deeply into the effect of
outer space on the human psyche and the new setsations and feelings. both
physical and emotional, that may arise, The way that mbvement feels in
different gravitational fields may involve new physical and emotionl
sensations from the exper ~encing or space that wiJ1 engender new forms of
artistic expression as well as of human interaction. Music and painting may
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find new E'xpressicm. If, in the case or d~,nce. the dancer l'mbcdics the new
expression we might anticipate that the dances created in the process of trying

to reorient onese1£ in the changed kinesthetic field would be symbolic of the
larger disorientation and reorientation that would take place for a new life in
a strange environment.

The obvious environmetal factor in "new dance" in outer space is the
absence of or variation in gravitational field. Dances created and performed
here in the earth's gravitational field are stuck with it and must deal with the
fact of it. Different kinds of dance have dealt with this in different ways. The
American Modern Dance pioneer, Doris Humphrey, made a virtue of gravity.
The central principle of her technique, still taught today, is "fall and recovery."

Traditional r-allet is, though, the dance form that would be most severely
affected by the new opportunides in space. The aim of ballet has always been
flight. That this is the case can be seen in any ballet class, where everything is

a preparation for the big jumps or "flight" that traditionally end the clas~.
A ballet class begins with deep knee bends and. exercises that work the feet in
c1o~e cc:ntact to the floor. This is followed by aerial work for both the arms
and the legs, which sets the coordination and prepares the muscles and the
psyche for the big J'-1mp~. But the escape is short-Jived, Clas.s ends with a bow

to the teacher, w.hi:h, for the wom:ln, dips again, close to the floor.

. The history of ballet also reflects this concern with flight. The etherea1ity

of the Romantic ballerina in the mid-1800's was enhanced in a number of ways.
The invention of the pointe shoe allowed' the dancer to rise, albeit painfully,
to the tips of her toes. This levitating invention was further extended by
actual flying with wires; the effort involved concealed by the diaphonous. but
conveniently voluminous romantic tutu, all in service of the romantic escape

from embodiment. Althoush contemporory ballet choreographers draw on the
more weight-conscious approach of modern dance, it would seem that
traditional hallet, freed from gravitational ris~raints, would lose much of its
point. La Sylphide, a romantic ballet first performed in 1832, expl.oited these
romantic sensibilities, Would La Sylphidf have needed to be created in zero
gravity, that is, if weightlessness were our standard mode of being? Might we
not have sought, as the modern dancer does, a connection with "our ground"
whatever that mighj- be ? \Vould we have sought "ground" if we did not know
it ? Is "down" a human biological constant only on earth?

There are a number of dancers who, for conceptual of other reasons, have
tried to "say somthing" about gravity tJ,rough attempting to defy it. In zero
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gravity these dancers would lose a whole range of expression. In the early
seventies the avant-garde dancer and choreographer Trisha Brown created a
number of what dance critics have called "equipment dances" One of them,
Walking on the Wall, used ropes and pulleys attached to the ceiling so that Ms.
Brown and others could walk parallel to the floor.s In zero gravity this would
be superfluous or unthought of. In 1969, Stephanie Evanitsky founded the
"Aerodance Multigravitational Experiment Group." This company worked on
rope webs suspended high above the floor, attempting to create the illusion of
dancing in zero gravity.9 In a different gravitational field the web, as well
as Ms. Brown's ropes and pulleys, might serve some artistic vision, but the risk
and tens:on of working with these objects would dissipate in zero gravity. A
greater loss, for my money, would be the charm and surprise of Fred Astaire
dancing on the walls and the ceiling in the film, Royal Wedding.

My bias is showing, I know, but I think these considerations and their

relation to the aspirations of humans indicate that the real issue is not the
question of the medium, but of those beings who crave to express themselves
through whatever means are available or conceivable. So a consideration of
"new dance" in outer space backs us into the nature of the "new dancer" in
space. The changes that will take place in us as we live and work in space are
the important and largely unpredictable factor.

The new flexibility of contemporary dancers who are able to move from
modern to classical dance without difficulty are either a source of pleasure or a
source of concern. They are a pleasure if you like experiencing several dance
traditions at one dance performance, and a concern if you believe, as I do, that
these "generic" dancers have lost" the fullness and i.ntensity of the extreme
ends of the movement spectrum, neither as "weighty" or "fliglJty", as their
predecessors. Whether this is a regrettable case of "tempus fugit," or a
recapturable loss is an issue only here on earth. In space all ways of presently
moving could be practiced. as well as a range we haven't seen. In denser gravity
carving through space would be a visible, if exhausting, reality. In zero gravity,
the possibilities for ethereal floating would satisfy even the most Byronic of
spectators.

A factor here, and one that must be taken more seriously than I have so
far, is that our bodies are suited to the earth as they were given to us. Thus
our culture and artforms have sprung our of this embodiment in this place.
Given the speed with which we are moving towards outer space, it cannot be
imaginable that in otlr time we would be able to more than partially adapt to
the varieties of non-earthly gravitational fields. The artistic soar into space
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wi1l then still be a struggle, And new La SylphideJ wi11 be creCited to meet the
new challenges. The science fiction story, Stardance, written by Spider and

Jeanne Robinson, tells or such a new creation.' 0 The description or the dances
Sbara Drummond creates in outer space reflect a dancer struggling to master
the challenges of weghtlessness and, in the process, creating new forms The
problem for Shara is not to replicate earth dance forms in zero gravity, but to
unlearn the gravity-based forms of earth dance in order to let the new dance
emerge. The issue is not just new movement skills but the change in meaning in
dance from earth to zero g For Shara Drummond the contrast between earth
and zero g dance is between weight and mass Her second "space dance," "Mass
is a Verb," demonstrated, according to the narrator, that "mass and inertia are
as able as gravity to supply the dynamic conflict essential to dance."11 He
continues, describing the dance, "She contracted...it was a focusing inward
Her body seemed to fold in on itself, compacting her mass, so evenly that her
position in space was not disturbed."I2

.

What we call dances here and now rely on a series of conventions of
agreements con-erning what is done and what it means. As 1 mentioned
earlier, I understand the connection between the audience and the dancer to
have a strong kinesthetic b3.se. New both the conventions, as wen as the range

and the proprioceptive feel of movement may change in space, but the
kinesthetic connection will remain. If both the dancer and the audience are in
the same gravitational environment, their potential kinesthetic abilities are
siP.1ilar. The skill and repertoire of the dancer is both quantitatively and
qualitatively different. but a dancer is still a human being moving. If we
assume that the dancer and the audience are operating in the sa;ne conditions,
that is, that neither we nor the dancers are isolated in a space "fish tank," the
audience would be experiencing movement that reflects the kinesthetic "laws"
of their own environment and would be e. periencing the dancework in terms
of that shared kinesthetic understanding.

Here on earth. dance has already escaped the theater and has been observed
from above. below, close, afar, Dot at all. and even not performed at all. What,
then, could be new in space ? Experimentations with theatri:a1 "front"
would take new forms. The audience could "swim" around the dancers, float
inside the work, become part of the work. This conception of the new audience
is present here on earth but would be more fully realizable in space. The
kinesthetic connection between the audience and dancer could ce enhanced

also It is possible that availability of kinesthetic variety due to environmental
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change would make the average audience member much more sensitive to
kinesthetic cues. If it's harder to walk, you think more about it.

For the foreseeable future, though, we are trapped in the present
constiiution of our embodiment and any realignment of sensory processes and
experiences must be recognizable from this present. Of course, it is possible
that space exploration will isolate each of us in a pressurized bubble, apart
from others, with desires for reaching out, but very tenuous ways of sharing our
experiences. But with both the audience and dancers in the same environ1l1ent
the conditions would be the same, and the possibility of sharing expands. In
this case we can imagine changes that would affect both the audience and the
dancer. It is possible to imagine environments where one sense would, for
survival reasons have to predominate. It is possible that our senses may
acclimatize in different ways and at differing rates. Our sense of touch, for
example, might have to fill some of the gaps liit by a deteriorated, by earth
standards, sense of sight. What would a dancework be under these conditions?
Or we can imagine a sense of sight so acute that we would never have to make
a quick kinestbetic decision again. We would see the careening space-mobile in
time to lazily roll asi.de. What would dance be then? As Merleau-Ponty says,
no sense is independent of any other, nor is the organization of our sensory
experience independent of our moving through whatever world we inhabit.

If we avoid the bubble-isolate existence, is it possible that generations in
the future will survive and evolve to meet the new conditions? And if they
do will they reach a point where we.. standing where we do now, would not
want to caU them human? Would we recognize their dances? Would they
have artforms? Does it matter if they do or not? At the end of Stardance,
Shera Drummond performs her last dance in an attempt to communicate with
an alien intelligence that threatens earth. She succeeds. Will we? Not
unless we leave our aesthetic categories open enough to encompass the future.
Whether we have the ability to do this is another question. It is possible,
given the kinesthetic basis of our dance experiencing, that we who are earth-
bound may not have kinesthetic aCC2SSto even the beginnings of new dance
exploration in outer space. The response to Shara's first dances was simply in
terms of the novelty rather than the kinesthetically shared meaning.

A more practical issue is : when will we get the chance to make new
dances in space? NASA has already rejected one proposed project, with the
warning that one sudden movement would send the erstwhile space-dancer six
miles off course, out of rescue range. Exploring our environment for aesthetic
purposes may not be possible until we think we have mastered it. Trisha Brown
may be ready, but NASA isn't.
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Closer to home, if this innerspace exploration of dance in outer space has
any moral it is, generally, to watch the claims you make for your categories.
To limit our understanding of dance by remaining tied to an earth conception
of the medium is to potentially miss what is happening in dance both now and
in the future. What counts as a dance isn't as important as how that dance
connects with our dreams, our desires, our failure and successes. Any account
of dance that leaves this out, fails. And if it is hi/mans who will be making the
new dances in outer space, this is the point to begin the exploration.13
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Susanne K. Langer and
A poem of Blake

S.K. SAXENA

I seek in this essay to undeT&tand 'SOn~e oempllasesof Susanne K. LangeT's
theory of poetry with special reference to her interpretation of William Blake's
poem: 7he Ech.J;ng Green) I have to begin with a brief outline of the theory in
,question. bearing in mind her view of art taken generally.

The essential function of a poet, according to Langer, is neither to convey
information noc to evoke emotions in the reader, but to create an 'illusion' of
~virtual' life. Direct statements may well be there in a poem, but their use is
here poetic: .their directness is a means of creating a virtual experience'.2 As
for the relation of fteling tc poetry, we may not deny it ; but it is important
to see how it obtains. 'A poem always creates the symbol of a feeling, not by
Tecalling objects which would elicit the feeling itself, but by weaving a
pattern of words -words charged with meaning, and coloured by literary
associations,.3 The 1<X.'Usof the feeling is therefore the poem's whole form. The
total piece looks '38 a vital experience may fee1.4 A poem, as a work of art, is
always so expressive; whether its reader gets infected with a particular feeling
or not, is a quite secondary matter. How the poet may be said to create an
illusion has also to be taken with care, The word here does not mean the
seeing of something as different from what it really is. It means the projection
of what is not at all there. What the poet creates is no misrepresentation of
facts but an unreal fabric of incident, circumstance, character and speech which
is yet of great value. It has charm and can convey a kind of knowledge which
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eludes the gBSp of other symbolic forms, But the illusion is here absolute,
because there is no underlying substrate. The creation is a pure appearance
like the rainbow which is not taken to betoken any hidden reality. Nor is it
an ima~e or copy ("1fanything. It is a sheer image. a pure apparition, that is,
something which is for contemplation :ilone. It is true that at places Langer
speaks of works of act as images of the 'forms at feeling5' ; but in this context, I
believe, she uses the word 'image' not in the sense of likeness or representatlon,
but only as 'embodiment', so that her net meaning here is that art-works
appear imbued with the 'forms' in question; which, in turn. explains why she
prefers to speak of an art-work's significance as import rather then as 'meaning'.
By 'virtual life' we are required to understand the 'created' or imaginary
contents of life taken in its social sense,6 though the work itself is to be taken
as 'living' like an organism, that is, as a whole in respect of the 'life'(or
meaning) of which we cannot decide as to how much is contributed by the
various elements (or limbs},7 It is indeed easy for a poem to project things and
happenings, people and their attitudes, - that is, the common filling of everyday
life. But all this variform content is here cast in the imaginative mode or
'the mode of naive experience, in which action and feeling, sensory and moral
value, causal connection and symbolic connection, are still undiv;)rced'.8 This
is the iJiom of 'immediate, personal life.' Poetry, like all other art, projects
life as felt 'for our perception through sense or imagination'9

Such projection is beyond the way we use language commonly. The subject-
predicate form dist~nguishes and reI ates, Words here occur in the before-after
order, or as a succession; and most of them have a fairly determinate, extricable
meaning. How. then, can they present Cn this everyday manner) the felt
quality of such experiences as the selt-division of being at once between two
opposing temptations or the instant radiation of being with relief on
accomplishing a task long overdue? If we speak of sel {-division we miss the
tempting quality of the opposites faced; and if we take care to mention the
quality as well we do so as a supplement, and (so to say) loosen what is in fact
intense and unified. Our everyday speech indeed cannot make us see the
tension of a waiting or the happy suffusion of being that is one with, and does
not on(yfollow the release of a tension The 'inward life of human beings' is too
intricate nimble and conjoint to br::>okpresentation in the usual spread-out
arrangement of words with often quite exdusive meanings.10

But if that is so. how can poetry which must work through language re-create
the seamlessness of naive experience? Langer's answer is : through scrupulous
omission of irrelevant details and such a deft choice and knitting of words and
other materials - say. 'metrical stresses, vowel values, rhymes, alliteration II
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_ tl)at the 'look' of whatever content is picked for artistic treatment is at once
vivified; hence, indeed, her emphasis on jurm. The poetic form is doubtle~s
symbolic; and the search for a poem's import, perfectly leg! ~imate. But in

,j

far as the meaning of individual words is here not isolable-and because, what
is more, they do ntJt merely conveyor possess, but seem impregnate with
meaning - the verbal complex here may be said to non-discursive.

A question may here yet be put. Does such care in the use of language
serve any particular end? Or, does it only make for a neat reproduction of
some experience from life? Now, this is here a vital query. For it is in seeking
to answer it that we come to see the chief emphasis of Langer's theory of art.
She maintains that art is the on~y symbolic form which can seize and project
the direct feel or awareness of life for our contemplation. Ordinarily, we only
experience tIe i'll111ediateawarenessof life, say, its appearing to be easy-paced and
secure or crowded and venturesome; we do not hold it up before the mind as
an object of attention. Whether it be the feeling of finding ones way through
the labyrinth of problems or the sense of well-being that may go with whatever
one does on a sunny a)orning, or some essentially subiective experience like the
passage of a reverie12, or the way one feels quickened by the birth of a great
idea 13-experiences such as these, though direct and so very real, merely come
and go; we do not, as a rule, have the time or desire to dwell on their inner
details. No one is unfamiliar with emotions like anger, sorrow, joy. They come
'up freely in experience. But the pressures of daily life do not let us dwell on
the formal features of such states14 - say. their build-up and decline or thei.r
seeming to choke or lighten being as they are withheld or given free vent.
It is art which deepens our knowledge of such 'forms of feeling' and of the great
'vital rhythms' of life. It may not put an edge on our analytic ability, but it sure
gives us richer insight.IS

It is necessary to see what L'lnger m~ans by these 'forms' and 'rhythms'
before we proceed further. Some of her own relevant words may here be
cited

"What (a work of art) expresses is human feeling The word 'feeling'
must be taken here in its broadest sense, meaning eveything that can be
felt, from physical sensation. pain and comfort. excitement and repose,
to the most complex emotions, intellectual tensions, or the steady tones
of a conscious human life." 16

As bere regarded, 'feeling' covers not only emotions that bear names-such
as ioy, sorrow, anger - but an,yfelt content. Even a philosophical debate may be
felt in a particular way, as illuminating or inane, disjointed or well-knit The
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experience is here intellectual in itself but in relation to the self it is as
directly known (or felt) as an itch. So, as Langer understands it. feeling is :

"the subjective aspect of experience, the direct feeling of it -what it is
like to be waking and moving, to be drowsy, slowing down, or to be
sociable or to feel self-sufficient but alone; what it feels like to
pursue an elusive thought or to have a big idea."17

Here the important thing to bear in mind is that, according to Langer, 'feeling'
is not merely the immediate or non-relational manner of experience, but
whatever (or any content) that is felt. But what does she mean by the forms of
feeling? Here. again, her own words are of ready help:

,e...The forms of hum3.n feeling (are) forms of growth and
attenuation, flowing and stowing. conflict and resolution; speed, arrest,
terrific excitement, or subtle activation and dreamy laps~s -not joy and
sorrow perhaps, but the poignancy of either and both - the greatness
and brevity of everything vitally felt."18

But is it proper to speak of feeling (or felt experience) in this general way?
I here see no reason to withhold an affirmative answer. Take a parallel case.
Every thought is in fact the thinking of an individual. But nobody objects
when we speak of thought, quite generally, as being clear or cogent, or subtle
or fuzzy. Therefore, though felt experiences do not of course float unowned.
it would be improper to protest where Langer distinguishes the general
features of feeling, say, its rise and fall; or to de;:nur in using such language
with regard to disparate emotions like joy, sorrow, anger Unlucki1.y, however,
we miss such general features of feeling. The laws or principles of thJught take
all our attention.

Indeed we need to be told that there are patterns in our felt, life and that it
is no mere jumble Langer speaks of the great vital rhythms that embrace Man's
whole life and are therefore different from the 'forms' like the one we marked
a little earller. There is, for instance. the basic rhythm of animal existence
itself - 'the strain of maintaining 3. vital balance amid the al ien and impartial
chances of the world, complicated and hdghtened by passional desires 'such as'
the intensity ot spasm. rage or ecstasy'.W This may be called the rhythm of
adaptation. A look at life reveals another vital rhythm. Our earthly sojourn
'has a definite beginning, ascent, turning point, descent and close ; and the
close is inevitably death' 20. The subjective regions of experience may be said to
present yet another pattern' of ambivalent feeling. The young feel unhappy at
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the si~ht of infirm age; yet there is no one who does not wish to grow up.
Those who are advanced in years may look upon the young as raw, but do they
not often long to return to their own youthful days? Such dividedness can
hard!y be projected by means of orJinary language. The serial order of
common speech cannot show two opposite feelings at once. But perhaps a poem
can, by virtue of its careful inwea.ving of words.

I now feel enabled to discuss Langer's reading of Blake's The Echoing Green.
She comments on it at length, and so I may cite the poem in full :

The Echoing Green

The sun does arise,
And make happy the skies ;
The merry bells ring
To welcome the Sprin.~ ;
The skylark and thrush.
The birds of the bush,
Sing louder around
To the bells' cheerful sound,
While our sports shall be seen
On the Echoing Green.

Old John, with white hair,
Does laugh away care,
SittIng under the oak,
Among the old folk.
They laugh at our play,
And soon they all say :
"Such, such were the joys
When we all, girls and boys
In our youth time were seen
On the Echoing Green."
Till the little ones. weary.
No more can be merry;
The sun does descend,
And our sports have an end.
Round the laps of their mothers
Many sisters and brothers,
Like birds in their nest,
Are ready for rest,
And sport no more seen
On the darkening Green.

~
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Now', what does this PQelI), real1y mean'1 What "is it~ literary i,mP<4I~,a~
against its literal meaning ? Tillyard's view is' here as follows,~ ,

. ,
~ 1; .

"

,

"~ believe' that 'Blake in this .poem.is expr~ssing an idea, an idea that
has nothing in itself to do'with -bird~. oi~ and young folk, or'viUage
gre~ns, and one' most' cOmmonin Blake's pootical works, - It is the idea

thq.t th'ere}s v ~'Ctuein desire' gratified. 'TQo~~h desi,re ,Is jot mentoined,
yet the keynote of the poefu is fruition. The poem gives the sense of the)
pedectly grown app1e that Gomes off at,a,toucJ;\ ilq'fthe hand. Ft e'xpresses -
the profound peace 6f' utterJ-y grptified desire (The pMm) is as neady:,

.. n. I

perfect an 'example of poetical obliquity as' can be found...The abstract
idea; tar from being- stat,ed, has been transfated into compLetely. q:mcrete,
form; it has disappeared; into app~rently alien facts."21, ,j

Langer, agr<:es th~t fruition is here! the k~y id~a. But she protests that the
poem cannot be taken to mean the statement: 'the're is 'virtue .in desir@
latisfied' ; and 'that the meaning, here is rather 'thefeelmg de[,elopedand revealedin'
the poem.22 : The statement in question may well be fixed as the meaning where
Blake writes thus. :

'

,. ;
T

"
"Abstinence sows sand all over

'
The ruddy limbs, and flaming hair
But Desi re Gratified, ,
Plants fruits of life and beauty there.

But if, as required by Tillyard, we interpret The Echo;'g Greentoo similarly,
we hardly de justice to it.Jo,w~ detail; ~nd form': 'We have

·
there£ore, to take

fruition differently,
'

It is rather: ' '. 'I , ,

"the lif~ process itself. and the direc~ experien.ce of i.t is the profoundest
harmony we cah feel:, This experience is what the poem cr'eates in three
short stanza~ Gratified, de~ire is only ;~n~.of ~his experiem:e ; the de$-ire
itself. the whole joy of 'beginning, fre~dom,' stren'gth, ahd then mere
e~duranc~, and finally 'weariness and the,dar~, he1d in one intensive ViEW
Of humanity at play are alLequally important' in creating the symbol of.

it
J, ,

lift ;;o171tLetely,lived. The completeneSs is felt '; 'and the peouliql'r elan ,and
progress of this feeling is the abstraction that the poetic form makes "23

! .'
, . .

Langer goes on to say that in interpreting' the 'poem ashe. does, Tillyard
has' merely pass~d over the title,

"which is an integral part of the piece. A'village green- ,isusualJ.y: flat
and open, the houses standing too far back to produce noticeable echoes.
But Blake's use of 'echoing' is not descriptive, it is the ppposite ; it

{ ii, [
'r

70



".(""1
'

....

connteracts the flatne~s and' openness of the ordinary ,green, ,and holds
his image of life together as in an invisible frame. The 'echo' is really
that of the repe~,ting life-story - the old laughing at the young :md
reca11ing their own youth, the young returning to a previous generation -
'Round the, laps of thei~ mothets, many sisters and brothers' and there
is: another level of 'echoirtg' life - one' form of life being typified in
another:'the childr~n' 'like' bitds in, their, nest,' and the aged people1 ,

'

. ,
gathered under the oak Evert the line 'Old John with white halt
achieves the iJ1terw~aving of age' and youth, for 'John' means 'The
Young'.. One ,can go oil almost frbm word 'to-,word in this poem that is
completely organic. arid' therefore' ab1e to, articulate the great vital
rhythms a~d thei; e~otional overtones and undertones. What such a,
symbolic form presents ,caml0t be expressed ~J;lliteral terms. because the
logkof language forbids us to conceive the pervasive ambivalence whi.ch, ~

'

is characteristic of human feeling."24
, .

The two interpretation's 6f the poea1 ar~ deady different. Which of them
is nearer the truth? Obviously, dn answer can be gi,ven at once? We have
first; to g,ive clo~e attention to the pbem itself :

i To ,begi~ ~ith, I ,agree tHat the poem app~~rs self-complete ('perfectly
'grown apple rtha~ co~esoff :) 'and thorougbly 'organic'; and, quite
,!gencully. that repression 'of (innor,ent)' desires is.wrong. But where in the poem

do we find any hint' of desire? This is, in my view, a crucial question here.
(

For. Langer too 'l;o~s on the poem as a projection ~ot of the mere tulfilment
of desire. b~lt, of 'the desire itself. with some key features of its career in life.
My view however is that no'sucH reading is warranted by what one finds in the
poem. The ha~ing,of, a desire is at 'once to look for something, and so it is
alwa,ys felt a~ a ~epslcn.' in a mea$ure. In ,the ,poem on the other hand, even
where it speeks of, sP9rt, ,there is'not the slightest suggestion of aiming at any
target. ,.The relation or adaptation 'here f0t1nd appears as a working for the
sake or a going welt a10ngi' with, or '8, willingness to receive something else
(see: 'bells ,ring t« welcome 'the! spring.' f'sing. louder to the bells' cheerful
sqund.': and "atje ready for rest,"j but never as a pressing for or towatds. So I find
it impossible to agree' that' the 'pbem~xpresses the idea 'that there is virtue in
desire gratified,',. or)that ~t projects 'the feeling of desir~ which is (in the end)
gratified,. But. may not desire be 1here taken '.<\8t4e, very love of life that

makes us quietly l.,o~f'or the ndd: moment instead of trying to achieve or secure
. something? Perhaps yes; but if we tegard the fruition or desire SJ ta"m as

r the poern'l'I keynote, almost the whole first stanza is left unconsidered. For
here, ,in the first. eight lines, the poet speak$ only .of the birds, bells and skies.
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And yet it is these very opening lines that give us a clear clue to what I
regard as the focus of the whole poem; the idea of mutual accord and self-
giving. The daybreak gladdens the blue25-with colour and light. Nor do the
bells ring in a vacuum. They welcome vernal charm; and, what is more,
themselves find an echo in the birds' louder singing.

I here feel impelled to make some comments on the title, on the word
'echoing' in particular. Langer takes it to be integral to the pcem. But it
cannot be so if we take 'echo' as she wants us to : 'the repeating Jife-story - the
old laughing at the young and recaJ1ing their own youth, the young returning
to a previous generation'. For, upon this interpretation the content of the
first eight lines is again merely left out. On the other hand, the concept I have
put up as the focal one covers both human and natural referents of the poem.

Nor can I accept the insistence that 'echoing' here is not at all descriptive.
The village green may well be flat in fact, and so may not be said to echo a
sound literally. But, in respect of a field which is enlivened with rustic sport,
and where the players are all young girls and boys, would it seem quite untrue
to say that it resounds with their merriment ?26 Further, an echo, we may
note, is a sound which returns not only without distortion, but with deeper
intensity. I see this hinted adroitly in the opening stanza :

"The birds of the bush
Sing louder around
To the b~lls' che~rful sounl',

Many other details of the poem's inner weave seem notDble. The
beginning and the end of sport are here no mere fringes. They seem clear
termini, in part because they are made to go with the rise and descent of the
sun, both alike emphasized. If there is nothing indefinite about the poem.2i it
is partly because its details are in general so conjuined, But what I here find
admirable, because it is subtle, is the singular use of a device to vivify details.
It relates to what the poem is expressly about: 'our sports'. There is no
mention of their kind or particulars In this respect Goldsmith's poem, The
Deserted Village, is much more elcquent :

"And many a gambol frolicked O'er the ground,
And sleights of art and feats of strength went round ;
And still as each repeated pleasure tired,
Succeeding sports the youthful band inspired."28

Yet, I doubt if such an obtrusive mention impresses the reader's mind more
powerfully with the thought of sports than Blake's wilful omission of their

72



details. The way he projects what sets the stage for sports, so to say -and also
what comes in their wake. is so clear that the reader is direetly enabled to
visualize what intervenes, that is, the cheer and ebullience of the play itself,
if not its details. This is, in my view, a better way to see 'obliquity' in TM
EchJing Green than the one which Tillyard chooses and which makes the literal

details - the 'birds, old and young folk, or village greens -virtually irelevant tc.:
poetic meaning 29

Both TiJ1yard and Langn, I fear, are a bit too impatient to look for deeper
meanings, Why I do not see any hint of desire in the poem has been already
brought out, and only the following from Langer may now be attended to ;

"What the pcem creates...is the direct experience of...the life process
itse!f (which is)...the profoundest harmony we can fee1...(The poem is a)

symbol of life compl!te{v lived. The completeness is felt; and the
peculiar elan and pro,gress of this feeling is the abstraction that the
poetic form makes...What (this poem as) a symbolic form presents
cannot be expresseJ in literal terms...(it is) the pervasive ambivalence
whi~h 1s characteristic of human feeling "?O

Now, I do not quite see what Langer could here mean by a 'life completely
lived.' At no point does the poem look crowded with (virtual) events. Nor
does it anywhere project a wrestle with problems, So the completeness 'spcken
of can only be taken lengthwise, or as a siI,n of the unobstructed reach:ng of a
ripe old age,31 But such a life can hardly be felt as an ex~rienee of 'profound'
h:lImony, The poem, it is true, looks complete in itself. Nor can a careful
reader here blink the hint of ambivalent feeling, It is surely easy to imagine
that as they recall their own youthful joys 'the old 'folk' experience 'the primal
Joy-Melancholy'.:;2 But r see no int.:nsmessabout this invocation of the past, no
sting or poignancy. It rather opens leisurely:

"Such, such were the joys,
When we all, girls and boys,
In our youth time were seen
On the Echoing Green."

Here, as indeed throughout the poem, the marks of punctuation are so used
that they make for clear segments. There is no interfusion of details, and I
am at a loss to see how, as Langer suggests, everything here cou'd be said to be
'held in O:1eintmsive view of humanity at play' ,3J To me the poem is just a
true projection of the 'look' (or feel) of a single typical day enlivened with the
young at pIay in perfect accord with the viJ1age elders and nature,
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Yet though I find Langer's net reading of the poem questiomble. I do not
reject her theory.of poetry. Some of its emphases in fact appear borne out by
the poem under review. But let me explain:

Statements in the poem do not merely inform: they al1 a1ike serve to
evoke an effect or atmosphere. 'The sun does, or~se' marb a I!ene~al
quickening, and 'the sun noes descend' not, merely announces the end of the
day and sport. but is a call to return to the haven of maternal care ,The

poem's form, I may add, is als('1 expressive in the sense that its very 'look'
projects tbe self-completeness of a typical day. Again, the 'events' are all
'virtual' or cast in the imaginative mode. It is indeed easy to see how the very
opening' words of the poem 'effect the break with' the reader's (actual)
environment' 54 :

The sun does ::trise
And make 'happy the skies.

In everyday Efe we may well be struck by what goes along with a sunrise:
tpeul~suFge cf colour and Jight in tl,e h~avens. But we do not believe that the
h~avens rejoice at 'the dawn, or that the sun rises with n vitw to making 'happy
the skies.' And in case we seek' for literal truth it would be a further strain
on-our credence if we are told that the bells' and tl1ebirds keep up their merry
music 'while (or as long as)...sports ghall be seen.' The fact, however, is that
the injection of a little feeling and.purposei~to nature is done so straightway
andsok-ept up throughout the first stanza that the reader's passage frOln the
actual to the poem's viTtual world . is quickapd, secure,' It is true that an
i11e:lividual,'OldJohn.' is ,named, and his 'white lpir'distinguished But the

,singleneS6 is ~et eff at once, fer John is shown assitting...'among the old folk'
who laugh (as one) 'at our play'35 Indeed, the ,entIre p,oem is an apparition.
that is; an image. for contemplation alone. There is nothing in it to impel us
to check the veracity or its details with any ol,lter fa'=t But, though I
certainly regard it, I repeat, as a powerful projection of the felt gathering of
Nature and Man, so to say, around the village youth at play', I do not here'see
the dominance of any 'vital rhythm' or 'form of feeling'

But, if this is all that the poem 'says;, how is it significant? There is no
great value in the thought that the young are playing rnerrily and that nature
and the village elders are at one with them Here, fol1owing Langer, my
answer is that the value of ,the' poen1 lies not in any message that may be
extracted from it, but in what it.is able to create : the image of a cheery day
of village sport, of how it begins., attains to its zenith, and finally ends, quite
as agreeably as it opened: The reader 'is enaHed to dwell on the cheer and the
pervasive harmony; he does not emly -read, about them. But such a
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contemplative access to what is felt is granted only to these who are able to
get at the poem's total form; only then does it appear to project the 'feelings'

I speak of.
.

As we seek to unravel its ferm we see how the poem is organic. I have
already shown how some of its elements conduce to its import. But I must add
that this build-up of significance is no mere delivery of pre-fixed, independent
meanip.gs. The elements contribute what they come to acquire in the
knitwork. so that the overall form must be said tobe non-discursive. Langer
sugrests that "the line 'Old John with white hair' achieves the inter-weaving
of youth and age, for John means 'The Young'''36; but I wonder if the
linkage in question wQuld be so fully 'achieved' or manifest as it is without
the help of the word" that follow immediately; 'Does laugh away care', and
the prompt reiterath:e touch;

Among the old folk,
They laugh at our play

And I' am sure the last line of the opening stanza:

On the Echoing Green

wou1d not make much sense unless we bear in mind the joyful aspect of nature-
and its little 'z,irtual' acts of self-giving - projected by the poem's very opening.
But it is where the poem ends that the note of self-giving and accorci rings
audibly and clear;

Round the laps of their mother,
Many sisters and brothers,

Like birds in their nest,
Are rei:dy for rest.

It is the gatlJcring of a need around its true source of succour.. The weary
ones look for rest; and tljeir Luman nest, the mother's lap, is a ready refuge.
It is easy fer the reader to fi11 in this picture of a loving trust retumed. What
I here wish to emphasize, however, is not merely the echoing of a basic human
fee1ing but the subtle way in which these lines bring the poem to a close by
providing a foil to the opening ones. Birds singing 'around' (to the bells'
che~rftll sound) and the sunrise that enlivens the blue evoke images of
suffusicn and free happy flight, All this is reversed when we come to the
following:

'Round the laps of their mothers...
like birds in their nest. , ..,

The poem does not merelYaI1d, but gathers itself into a point of repose-,
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Wyatt Earp Joins The Community

KENNETH MARC HARRIS

Introduction

In a 1976 essay on the visual imagery in Jobn Ford's Westerns, Michael
Budd analyzes the importance of the church dance sequence in My Darling
Clementinefor visually establishing the film's ma.jor theme of a community being
created. A series of shots juxtaposes the dancers whirling around the floor of
the unfinished church with Wyatt and Clementine uncomfortably
looking on, until finally Wyatt summons the courage to ask her to dance and
the two sets of images, in effect, merge. "Separate spaces, sounds, and forces
are joined," writes Budd; "the community finds a center."1

I propose to continue Budd's analysis along the same general lines but
extend it mucb further by applying to the church dante sequence theories of
visual imagery put forward by Rudolf Arnheim in his book The Powlr qf the
Center (1982) and in a public lecture, "Composition in the Visual Arts,"
delivered by Professor Arnheim at the University of Idaho on September18.
1985. Briefly put, Arnheim reduces all visual imagery to two "systems" : the
cetric system and the linear or grid system. The centric system corresponds in
nature to the force of gravity, pulling everything toward the center. The
linear system represents resistance to gravity and to the pull of outside f0rces
generally, Centric systems are typically manifested by circularity, linear
systems by verticality.

Byexplaining in somewhat greater detail Arnheim's theories, and then
analyzing closely the visual composition of the individual shots that comprise
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the scene in which Wyatt and Clementine watch and finally join the dan(:~, I
hope to establish that ford succeeds in depicting not merely Wy~t:.t :Earp
joining the frontier community of Tombstone, but an archetypal paradigm of
the founding of all communities.

"Downward Pull and UpwflldStriving"

Arnheim's theory is, to say the least, ambitious. It claims to account not
cnly for the formal characteristics of works of art but for their symbolic
content as well. ''The interaction between the two spatial systems (centric
and linear)," he writes in the Introduction to The P(}wer of the Center,
"generates formally the complexity of shape, color, and movement that our
visual sense cherishes; and it represents symbolically the relation between the
cosmic perfection of which any thing or creature possesses a little and the
struggle between downward pulll and upward striving that marks the dra,ma of

our earthly behavior."2 Furthermore, while up until now Arnheim has applied

his theory only to painting, sculpture and architecture, he believes ~t would
also be useful in the analysis of works in oth~r media, particularly filI113 and
even in non-visual fields, such as music. He admits that thi,s virtue of
all-indusiveness can also be a weakness; in respOnse .to a question following
his public lecture at the University of Idaho he acknowl~dged that a theory
which seems to explain everything runs the danger of ex~ining nothiQg.
Nonetheless, his ideas are compelling not merely for their boldness ~ ~50 for
their success in deepening our understanding of the p0wer eertain~inds Gf
images exert over us.

At the core of his theory, 1ll more ways that one, r.e,sides the for,ce of
gravity'

The dominant pull of gravity makes the -space we live in asymmetrical.
Geometrically. there is no difference between up and down ;
dynamically, the difference is fundame-ntal. In a fi.eM at forces
pervading our living space, any upward movement requires the
investment or special energy, wheras downward movement can be
accomplished by mere drooping, or by merely removing the support that
had kept the object from being puI1ed downward.4

Allow me, at great risk of oversimplification, to severely condense the
symbolic cosequences in visual art cf the asymmetry of perceptual space owing
to gravity Gravity draws us and all objects in our experience toward an
unseen center without requiring any cooperation on our part and indeed even
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against our will. Circular and spherical irrages thus represent the centric
system which overcomes our "upward striving" - our struggle to resist gravity's
"downward pull" - which is represented by vertical or grid images. Therefore
verticality is for Arnheim the crucial dimension with regard to the force of
gravity. But when death enJs our striving we effortlessly "droop," because,
while our striving is short-lived, gravity is eternal: hence the "cosmic
perfection" of the centric system. Yet as long as life continues we each feel
the urge to assert ourselves in our individuality against the outside forces that
ultimately claim us, and this in essence constitutes "the drama of our earthly
behavior ."

In effect, Arnheim claims to identify a psychological phenomenon that
underlies all human experience and is expressed in its purest and most abtract
form through the visual arts. "It is the Interaction between the two
(systems)," he said at his University of Idaho lecture, "that is, psychologically
speaking, the interaction between the demands of the self and the demands of
outer forces which ~sthen manifest in the correspcmding visual patterns."

Moreover, the most profound m:mifestations of that interaction in visual
patterns would seem to occur in works of art with decidedly religious themes,
inasmuch as there is, not surpisingly, great religious significance accruing to both
centric and linear systems For example. Arnheim discusses Dieric Bouts'
Last Slipper (1468) as a painting that, when viewed as a flat composition.
emphar,;izes the linear system but favors the centric system when perceived in
three-dimensional perspective (see Figure 1). The painting allows both views
because, while there are several obvious devices that suggest deptb, the overall
"symmetry of the projective pattern tends to flatten the scene." Viewed the
latter way. the picture has an ',upright format," which brings out the
"hierachic dimension of verticality," dominated by the "figure of Christ,
framed' and enthroned by the tireplace behind him." However, when
perceived three-dimensionally the painting "becomes more down-to-earth, less
hierarchic." Rather than being hierarchically subordinated to Christ along
the vertical, the "group is now centered around the circular plate with the
lamb roast," which ot course is a Christ symbol.5 · Appropriately, two aspects
of divinity are expressed: that of rising aJ:.ove the mundap.e, and that of
absorption into the eternal:

Psychologically, two additional, related themes emerge. The linear
system, directed toward the individual figure of Christ, suggests individuality,
"the demands of the self," while the centric system; centered around the
general symbol of Christ (the lamb), evokes "the demands of outer forces,"
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which can here be seen, in this image of communion, as the demands of a
community over and even against the individual. Arnheim observes that in
the perspective viewing the fireplace "no longer enshrine3 the figure of Christ,
who sits as one man among others" and is actually ',of equal height" to Judas.6
One might also point out, although Arnheim does not go so far, that the linear
Christ and centric lamb also correspond, respectively, to masculine and
feminine aspects of the two systems, with obvious affinities to the universal
symbolism associated with the phallus and tI,e womb,

The center of a composition acts as a hub, a function especial1y noticeable
within a circular frame, as in the image on a cup from c. 480 B.C., representing
Hercules and Athena which Arnheim discusses both in h~s bO::Jkand in the
public lecture (see Figure 2). In addition to serving as hub, this "balancing
center" is often the site of what Arnheim calls a "microtheme", which is a
"symbolic representation," usually a 'simplifying abstraction," 'that reflects
and symbolizes in the small the subject of the whole work" and is thus "capable

of conveying the theme with concentJ;ated immediacy." In Figure 2 the
microtheme is "the two small containers, the jug and the cup, acting out a
condensed and abstracted replication of the larger subject, namely the relation
between hostess and guest, dispenser and recipient."7 Once again. it might
also be said that the subject of the work, as well as the microtheme around
which the whole image is centered, is a kind of communion symbol.

Arnheim also applies his theory to architecture, and his comments in the
University of Idaho le:ture on Bernini's plan for St. Peter's Square in Rome
are worth sU:'1mari:dng because of their direct relevance to the visual
composition of the church dance sequence in My Dmli7lg CI~me71tine.(See Figure
3.) The plaza before the cathedral is comprised of "two hali'-circular

colonnades in a centric way embracing the crowd whi~h collected in the
square around this center." But to incorpolate just one system in the plan
would be "st:ltic", and so "at the same time of COurse these people move
towards the church and c()!ne out of the church and you have a linear movement
from and to and out and over. "expressing" awcin the interactive of our two
systems the tension between the compression, the concentration of the
crowd in the embrace of the two colonnades and the traffic of the people
coming and going from the sanctuary." Once more I would also add that the
centric systeI11 represents the community ("tbe crowd") and perhaps temininity
as well-twice Arnheim describes the colonnades as "embraoing" the crowd.
Similarly, the "sanctuary" toward which the linear system is directed
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symboJizes the dwelling place of the one trlditionlily mlsculine Judaeo-
Christian God.

Linear and Circular Interaction at the Church Dance

Even before Michael Budd's article tbe church dmce se-:Juen:e in My Darling
Clementine had provoked much comment and admiration for its purely visual

imp&ct, aside from its dramatic (and comedic) effectiveness, its mythic flavor and
so on In 1973 stefan Fleischer, attempting to develop a methodology for
studying film based on the theories of Erwin Panofsky, used the sequence <JSa
starting point for the investigation of "film iconography," a term which
Fleischer tentatively defined by means of the proposition that "if a film
means anything, it means not what it says but wh3.t it looks like." "Ford's
West," determined Fleischer, "is a memor:alization" that is achieved "by
means of icons,' For example, the American flags flying beside the church
framework (Figure 4) "assume an iconographic resonance by the VGry fact of
their doubling. Their elaboration in space suggests that they are emblematic
of a dream about America, not the representation of an historical moment."

It should be readily apparent that Fleischer's observations concerning the
flags can be greatly expanded by the applicatio:1 of Arnheim's concept of the
symbolic import of verticality. Taken together with the church tower, tbe
flags represent a spiritual striving torward the sky, which takes up most of the
screen in the extreme long shots Fleischer in referring to. Indeed, the sky is
visible through the unenclosed church framework, enhancing the sense of
spiritual aspiration. Non-visual1y. the hymn on the sound rack during the
establishing shots before the dance begins increases this effect further The
church is in every respect at the center of the composition of these quence : we
see people <Jpproaching it from all directions until a crowd has gathered a.round
it, not unlike the crowd in the 'embrace" of the colonnades in Bernini's plaza.
True, the space the crowd occupies is not perfectly circular; however, it is
irregularly rounded, and that roundness is echoed by the hills in the distance
and the curve of the horizon line and even by the white covered wagon
visible just below the crossbar between the two flagpoles. The roundness of the
crowd and of the landscape contrasts strikingly with the verticality. and
gridlike features of the church and the flags.

The pronounced linear qualities of the church and flags associate them
visually with the town of Tombstone as a whole, which. as McBride and
Wilmingtcm observe' "seems to be divided into squares and planes," while the
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"tramip.g continually empasizes horizcntal planes stretching into the
dist,mce (the bo::trdwalk and the long bar)." The symbolic connection between
church and town in terms of verticality is by no means obvious, although
McBride and Wilmington seem to hint at it unintentional1y when they
describe our first view of the town (after the doomed James is left to-guard the
cattle) as follows: "Tombstone, which the three surviving Earps enter beneath
a turbulent EI Greco sky, is like the painter's Viiw rif Toledo-an isolate,
throbbing citadel of light nestled in a pa11 of chaos and darkness."9 The town,
including its church, of course implies civilization, the summation of all human

efforts to transcend tbe limits set by nature' mortality, animality, gravity.
Like El Greco's holy city Ford's Tombstone does indeed strive upward out of

the darkness. Ford's city, however, like its church, is unfinished.

As is also the case with its marshal. It has often been remArked that the

Henry Fonda character is civilized in the course of the film in several respects,
most immediately, though, with respect to his instant dandification in the
barbershop. 'This moment," comments Peter Wol1en, "marks the turning-
point in Wyatt Earp's transition from wandering cowboy, nomadic, savage,
bent on personal revenge, unmarried, to married man, settled, civilized, the
sheriff who admi.nisters the law."10 At the beginning of the film Wyatt. like
the town, needs to be cleaned up, though both man and town have a strong
potential for good in them, even latent spiritual aspirations. In Wyatt's ;:;ase
we see this clearly from his speech at his brother's grave, With regard to the
town we gradually draw a similar inference from the Mayor's efforts to hire a
decent and effective law enforcer, from the people's willingness to invite and
attend« performance of Shakespeare, and of course from the deacon's
industry in founding a church ("Bless my soul, l.e did it" says the Mayor.
"John Simpson said he'd have a church and he has.")1l

The symbolic kinship, tllen, between Wyatt and Tombstone is evident
through a correspopdence in "appearance," so to speak: both move from looking
unkempt and unfinished to being well on the way to maturity and refinement.
But the similarity in appearance is also brought out through visual
correspondences that are best understood through Arnheim's theory. Just as
the town and church are defined visually in terms of lines and grids, so Wyatt
is typically photographed in such a way as to accentuate his height,
slenderness ...od upright carriage. Usually, and especially after his second visit
to the Bon Ton Tonsorial Parlor he wears black, which makes his upright
figure stand out even more against the dusty town and desert backdrop. In
particular his tall <;owboy hat, of which I will have more to say later, sums
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up -literally caps-the impression of verti:ality. Furthermore, he is often

framed in such a manner that his body complements and all but becomes
incorporated into the line and grid character of the town, as when he sits on the
porch keeping an eye on things (Figure 'j) or as he seeks cover at the OK
Corral (Figure 6).

Wyatt and the town also resemble each other in what it is they are

lacking. The church tower, the town's spiritual center, is only a framework, a
bare skeleton. open to the sky but unprotected against the elements. It needs
to be filled in, but more to the point it needs to be filled up with pec')ple.
Wyatt, too, ne~js to fill his life with people other than those he identifie-~ as

his own family. Until he does so, his life will remain rootless, insubstantl:.l.
His brothers are little more than subordinate manifestations of his own
personality, and together they constitute a collective version of the classic
Western loner, Yet for the first part of the film that seems to be the way he
wants it. His only reason for restoring the peace on his first visit to
Tombstone is in order that the barber can finish shaving him. which is to say
that his aspirations toward cleanliness and purity are entirely inward directed.
His decision to change his mind and stay on as marshal with Morgan and
Virgil as deputies is mainly motivated by desire for revenge, although his
explanation at his brother's grave establishes a basis for eventually opening up

his spiritual resources to others: "We're 'goin' to be around here for awhile,
Can't tell-maybe when we leave this country, young kids like you will be
able to grow up and live safe" (p 40).

Making Tombstone safe for young kids to grow up in is unquestionably
good work-it might well be regarded as part of the Lord's work, as the
following bit of dialogue between Wyatt and the deacon's family corroborates
early in the church dance sequence, after the' Earps are invited to the "s0cial
gatherin' to raise enough money to finish the chur~: "

t
WY ATT : Wen, thank ya, ma' am, but my brothers got sort of a job of

work to do ,md I ought a stay aound the place.

SIMPSON: Well, keepin' the peace is no whit less impo~tant. (pp. '6-77)

Although Wyatt's work is equally important, it i.sstill not the same as
actually partIcipating in the social gathering and helping to Enish the church.
He is still too individualistic, too inner. directed tO,seek admission to
Tombstone's symbolic first communion. Significantly his brothers, the two
remaining parts of 'vVyatt's collective alter ego, are going to visit the grave of
the third part. However, beth brothers express. an eagerness to get back
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quickly: Virgil wants to dance and Morgan says, "You know, there's probably
a lot of n~ce people around here. We just ain't met 'em," This prepares us
tor Wyatt's definitive moment of transformation. However, our t::xpectation
has been building from the beginning of the sequence. when the Earps in three-
shot, Wyatt in the center, all comment on how the procession of wagons into
Tombstone reminds them of "back home on a Sunday morning," "with Ma
scrubbin' our necks" (p. 75).

But the strongest, though subtlest anticipation of Wyatt's joining the
community is conveyed in purely visual terms as Wyatt escorts Clementine to
the gathering place. (See Figure 7.) Even more than previously, his tall, dark
~igure, Ilccentuated by his high-crowned hat, reflects the vertical and linear
qualities of the town. Even more significantly. in a relatively long take as
they walk slowly down the street away from the camera, Wyatt verly nearly
overlaps the church steeple in the exact center of the frame, so that the
steeple almost be:omes an extension of his spirituality, as with Christ and the
fireplace in the Bouts Last Supper. Clementine's appearance, however, while
harmonizing with his, presents a distinct contrast to it in several crucial
respects. First. he is dark while she is light. both in color of clothing and in
skin tone. Second, the angularity of his features point up the roundedness of
hers. Literally this is the case from head to toe: even the softness of line in
her eyes, mouth and chin underscores the sharpness of his eyebrows,
moustache and jutting jaw. Of greatest interest, though, is the contrast in
dress, particularly his tall hat compared to her low bonnet, and his stiffly cut
jacket compared to her lacy shawl, with its curvy embroidered border.
Undeniably much of the appeal in this scene cemes from its evocation ( f
conventional gender roles: they are, after all, dressed like bride and groom and
their hymn-accompanied stroll is like a mock wedding march. or perhaps a
wedding rehearsal. Yet her association with the centric system is not
tangential to her association with traditional values; on the contrary it is
the most forceful, albeit also the most abstract expression of her mythic role.
"The myth of the western illustrates. and both initiates and confirms woman
in her role as vestal of the social virtues," writes Andre Bazin in a famous
essay, which goes on to offer a metaphor that could almost be taken as a
prophetic endorseI'lel'lt of this aspect ::IfArnheim's theory: "Within her is
con-:ealed the physical future. and, by way of the institution of the family to
which she aspires as the root is drawn to the earth, its moral foundation." ,2

The moral.foundation to which she and Wyatt are drawn is of course the
literal foundation of the church. The dance begins after Simpson has
"officially dedicated" the church and simultan~ously plonounced a biblical
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sanction for "havin' a d~d-blasted good dance" (p. 82) This appropriately
takes the form of a squa.ce dance, with couples taking turns spinning arm in arm
about the center while the other people stand in straight rows to either side
and cast long, straight shadows. The dance, then, in its essence combines the
linear and centric systems. Closeups, though, tend to emhasize the centric
system through slightly low-angle shots of buxom, round~faced women, while
long shots from above bring out the linear prominence of church and flags.
Overall, the two systems are held in a dynamic balance. as is evident even from

the description in the continuity script:

Long shot of the dancers. There are facing lines of men and women;
individual dancers meet a partner between the lines, each in turn,
according to the music, and then go back to their places. The camera
looks down the line of dancers, slightly angled toward the women)s
line.

Long shot looking directly down the space between the two lines.
The dancers move aeross the frame, circling and turning. At the far
end of the space, the bottom of the steeple frame C(in be seen (p 83 ;

italics omitted)

To reiterate Budd's phrase. the community indeed finds a center, and it
pulls everyone toward it. In the original shooting script, in fact, even the Old
Man Clanton is there. not to mention the town drunk. the local madam and
her "ladies" (pp. 118-28. n 25 )

At the heart of the sequence is the miniature drama concerning the last to
join the dance, Wyatt and Clementine. Budd's description of the ordering of
the images leading up to that moment is worth repeating :

Couple and cotl1munity are in separate shots; the dance continues to
build, while Wyatt and Clementine, not yet participants, are more
and more attracted to it. The parallel actions culminate in the final
three shots of this part, Tbe dancers begin a movement of' both lines
throu~h the center, a climactic affirmation of communal unity. Only
then. in the next shot, are the town and the far-off monuments added
to the church scene, all elements in the film accumulating in one'
synoptic image in preparation for the couple's inclusion. And so when
Wyatt subsequently asks Clementine to dance and they start to join the
community, the action carries a tremendous chargt> of assimilation and
consummation l:i
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Budd's recounting of the scene is already a virtualr~plica of the reading I
would bring to bear upon it, minus the theoretical undetpinnings and analytic
equipment supplied by Arnheim. Rather than spel1 out t40se additions, let me
instead focus even more narrowly on a minute but fascinating detail that Budd
neglects.

The shcts of Wyatt of Clementine which are interspei'sed with those of
the dance are static, a1most frozen in ~omparison to the whirling dance. This
is appropriate in terms of the linear resistance \Xlyett is still exl,ibiting
against the centric pull of the community. He stands tall and rigid beside the

ever softer-looking Clementine, and his verticality is further enh;tnced by the
background. which in the first three of those shots includes distant, spire-like
mountains, while the last shot (just after Simpson stops the music,.for tbem)
prominently features three giant cactuses. Yet these two-shots are not
entirely static. As Henry Fonda's face registers more and more embarussment
and indecision, we see that Cathy Downs has begun to clap (in the seco~d shot
of the series), indicating that in a sense she is part of the dance already.

It is at this point that, in the words of the contiouity script, Wyatt
"takes off his hat, holds it in his hand for a mament, then tosses it away."
That high-crowned bat, as I said before, is literal1y the apex of his verticality,
the symbol of his upward striving and of resistance to the pull of outside
forces. It is also an expression of his individuality: no one in the film wears a
hat anything like it. Perhaps we might even think of it as his hst link to the
drifting cowboy life he is now figuratively discarding, as he literal1y "tosses
away" the hat. (Actually he first gazes on it with an expression of yearning
while she watches, unsure what he is about to do,) He asks her to dance and
she accepts. and what happens next may again be described from the continuity
script: "She takes off her shawl and gives it to Wyatt, who folds it on l:is
arm" (p. 84 ; italics omitted.)

The business with the hat and shawl. I contend, is a m:crotheme : a
"symbolic represention" or "simplifying abstraction" "that reflects and
symbolizes in the small tl,e subject of the whole work" and is thus "capabl~ of
conveying the theme with concentrated immediacy." In removing the hat,
Wyatt's verticality makes a concession to centricity that makes it possible for
him to participate in the dance of communion. He is no longer above or
isolated from the people, and as he dances with Clementine (Figure 8), the
couple is / photographed in such a way that. with Wyatt bareheaded, they are
nearly equal in height. At the same time, he is still marked out from the rest
visually by nnintaining his verticality through his dark suit and even by the
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dance itself: he Ie lds Clementine through a high-stepping, up and down
waltz, in angular contrast to the whirling motions (')f the previous dancers.
This is fitting,for as much as he needs to belong to a community, the
community needs singular individuals like him in order that "young kids......
wi1l be able to grow up and live safe," So the deacon calls on the crowd to
"make room for our new Marshal" (p. 84), and it is also fitting that the
hatless Wyatt should dance alone with his "lady fair" while upholding her
frilly shaw!, which flutters from his arm like one of the flags overhead from
:ts flagpole.
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Stereotypes of Homosexuality in the
Fiction of Angus Wi]son

TARIQ RAHMAN

Writing about the place of the homosexual hero in fiction Stephen Adams
says

In his own life Wilson has been willing to identify himself with the
campaign for gay rights. However, his homosexual characters are
never vehicles for propaganda. They are variously as comic, as pathetic, as
wise, as foolish, as good and as bad -as human, in other words - as all of
his other characters.1

Other critics - K. W. Gransden and Walter Al1en, for instance2 -have also
noted this modernist inclusion of the 'homosexual' in fiction and have related it
to the familiar liberal-humanist attempt to discredit Victorian and pre-modern
(also oriental) attitudes towardes homosexuality,

However. if we are to relate the recent studies of sociologists towards the
place of the homosexual in the Western world we find that labelJing men as
'homosexuals' has alienated them from the society and given them 'negative
sel£-images.3 The public-image of the homosexual is equally negative. He is
considered effeminate, abnormal and in-capable of getting married. But this
distinct homosexual image has emerged only in modern Western societies and
did not exist either in C!assical, oriental or even pre-modern Western
cultures,4 There also seems to be evidence to suggest that the stereotype of
the 'homosexual' in fact makes individuals fit into the expected role so that the
image creates the role and not vice versa.5 Above all, while sociologisb have
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recognized all this and have reacted against essentializing (the change from
'doing' into 'being') trends the gay movement itself moved towards it while
invoking the rhetoric of emancipaticn. Thus Angus Wilson's identification
with the modern gay movement (not that side of which fights against prejudice
as such but the one which has created the distinct 'gay' sub-culture) does not
necessarily imply that he has actually helped to fight against the
stereotyping and categorization of homosexuals in the West.

To make this clear it must be kept in mind that the Greeks considered good-
looking adolescent boys legitimate and natural objects of desire for normal
men.6 This passivity of the adolescent was institutionalized in their culture so
that moral stigma attached to man boy love unless the latter was mercenary or
immodest. The Roman and oriental cultures favoured the same attitude in
relation to men but made an important reservation in the case of the boy-
catamites. Passivity was now disgraceful not because it was homosexual but
because it was feminine and in a strongly patriarchal culture discrepant ethical
statdards existed for the sexes. The catamite, if discovered, would have to
face social obloquy because he had chosen the females' role.7 However,
adolescent boys' beauty was celehated more often than female beauty in
Muslim mystic literature where indeed, it symbolized divine 1:>eauty.8 Among
the MusJims, however, whereas the desire for boys was not considered
'abnormal' or 'sick', it was indeed considered sinful -as, of course, were all
extra-marital sexual activities.9

The tradition of the Renaissance was not essentialist either. Scdomy with
youths - for there is no evidence proving the ex~stence of the kind of adult-
homose} uality which exists today -was viewed with horror but it was
considered a product of inordinate lust not mental iJlness or biological
dcterminism.10 Later homosexual sub--ultures emerged and by the early
twentieth century homsexual behaviour had become linked in people's minds
with effeminacy and neurosis.11 In the Victorian Public School, however, the
oriental model of the older boy - younger boy or man-boy relationships
prevailed. Howev,~r, there was :l strong tra.dition of sentimental friendship,
spiritual devotion on the David-Jonathan or the platonic model, as well as
coarse eroticism.12 More often than not tenderness was not absent in these
relationships but, if the relationship was sexual, the boy who had taken the
feminine role could be teasE'd and, presumably, psychologically harmed. His
active partner, was, however, trea.ted with such envious chaff as heterosexual
philanderers are subjected to nowadays.1i:1
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While conceding that su:h attitudes were neither fair nor conducive to
the happiness of all concerned, it must not go unnoticed that they - like those
of the Renaissance -were not essl~ntiaJist in conception. That is to say that
they did not assume that people were either 'homoseJi.ual' or 'heterosexual' and
that if they were the former they were effeminate. abnormal or neurotic.
They made it possible for the ephebophile not to be categorized as an alien being
in the public school 'milieu' and for the catamite to escape social oblo'-luy if he
could concel that aspect of his past as a grown-up. (The mutual sexual practices
of grown-up men were, of course, not very well undeIstood so that it was only
eeing solomized which was disgraceful). There was, in other we rds, no
psychological imperative to define 0.1e's sexuJ.litYJ.nd, with reference to it, one's
social identity and behaviour pattern. 1 have therefore based this article on
the assumption that the modern attitude towards homosexuality, because it
does not distinguish between varieties of homosexual behaviour, has created a
stereotype of the 'hor1osexual' in the public mind which has alienated more
people who respond to males than the attitudes of the Orient, Rome or the
Victorian public schools. Since the n:cdern image of the homosexual as
cffemin'lte, neurotic and incapable of marriage is rooted in pseudo-scientific
theories it is an inescapable fact of the Western man's mental conditioning.
Since this feature of it could give a negative self-image and endengers gender-
confus1.on in all those who have. for any reason, homosexual experiences, it is,
in fact> less humanitarian in effect than per-modern prejudices.

The purpose of this article is to demonstrate that though Angus Wilson
has debunked Victorian paternalistic attitudes towards homosexuality he has
n::lt helped in breaking the moJern stereotypes about it. In fact. I shall
contend that Lis fiction helps to confirm the myths which have made this
stereotyping and its concomitant alienation of the 'homosexual' possible.

With this in mind I will come to the fiction of Angus Wilson and see how
it relates to modern Western sterotypes of homosexuality,

To regin with he makes no distinction between the different
manifestatiom of hcmsexuality according to the choice of sex-objects. In 'El
Dona Frentes'. a short story included in 7 he Wrong Set, Mr. Newman is an
ephebophile since he likes an eighteen year old Swedish youth caJ1ed Sven.
Eric, the boy-friend of Bernard Sands, the protagonist of Hemlock and 4fterH
(19'i2), is a youth too. However, Eric is described more in conformity with the
Greek-Roman Oriental image of eplJebes than Sven. He is considered 'a good-
laking boy' by the cashier with something very distinguished about his dark
eyes and fair wavy hier (HAA 34). In fact he has the prettiness of a page and
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gratifies himself by narcissistically comparing himself with 'the youngest of
Lorenzo's pages' (1'. 32). This preoccupation with youthfulness and boyish
good-looks is central to Hamo Langmuir's sexual problems in As if Bf MagIc.
Hamo Langmuir, the eminent agriculturist whose magic crop has created great
wealth cheek by jowl with abject poverty in rice-growing countri.es, is a typical
ephebophile, His relationship with Leslie, inspite of the latter's genuine

affeciton. cannot be sustained when Leslie's boyish looks vanish.

'You can't have it off with someone of twenty-five. I think I can take
that part as read now' (says Leslie) 'All right' [replies Ramo] 'Make
it difti:;ult for me to say. Anyway, with anyone else but you, it would
be twenty-two. Only you look so young' [AIBM 67].

Hamo embarks upon a quest for'the fairest Youth in the world' and finds him
in Ceylon. The: ephebe has an ideal shape [waist 24, hips 35, chest 30] [v 173,
230] which emphasizes buttocks rather than male genitel organs. This image
of the ephebe is reinforced in descriptions of Ray in Late Gall whose face is like
'a beautiful girl [sJ' [LC 99] and of Mircus who in No Laughing Matter goes out
as a sixteen year old boy to be picked up by men.

However, the 'Uncles' in As if B..y Magic are paedophiles. The boys they
prefer are either pre-puberal children or pubescents. That ~s why Hamo makes
it quite [lear that he likes adolescent boys and youths but not children. When
one of the paedophiles invites him to gratify b~mself with the boys, he
declares :

'I'm afraid thay are all a bit tender for me' [1" 167]
Obviously the writer does distinguish between the differences in sexual
orientation. Similarly the writer distinguishes between Hamo's ephebophiHa
and Martin's androphilia [the latter likes Leslie after he ceases to please
Hamo]. But all these distinctions are lost in the general categorization of all
these behaviour-patterns under the rubric of 'homosexuality'. Thus the
passive homosexuality of Marcus and Leslie as adults, the acceptance of the
catamite's role in the case of Ray. Eric, Larry. Hassan and the native youths
fancied by Hamo, as well as tbe active androphilia, paedophilia and
ephebophilia of the various characters are all evaluated by the same homophobic
social criteria.

The consequences of this are that most heterosexual characters express
enlightened liberal sentiments while detesting homosexuals whereas, on another
level, the homosexuals themselves internalize these negative and self-rejective

attitudes and exhibit neurotically alienated behaviour-patterns. The first
kind of attitude is i1lustrated by Bernard's daughter Elizabeth who says:
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'Oh theoretical1y, I know. Elizabeth was impatient. 'It would have
been pretty awful if you hadn't. I'm not medieval or something. I
quite like queers if it C0mes to that, so long as they're not on the make
like Evelyn's boys. I'd abolish all those ridiculous laws anyday. But
then, I don't believe in capital punishment, or at least, l' m not sure,

but if I didn't I wouldn't immediately commit murder' (HAA 58).

But these platitudinous assertions of libzral.individualism do not conceal the
unmitigated contempt sbe feels for homosexuals. Her highly emotive
vocabulary, in fact, reveals her real feelings. She not only categorizes people
like her father as well as catamites and pathics as 'homosexual' but uses the
word 'queer' which adduces her own acceptance of the myth of their being
abnormal or mentally ill. Incidentally she does not consider the possibilities
of Bernard's sex-objects being psychologically harmed tbough that would have
been a defensible moral position. Her real objection, inspite of the
individualist rhetoric of we're all quite separate adults and we can't rule our
lives and wants by what's going to shock the others' (p. 59), is precisely that
her father is not socially accceptable to her if he is stigmatized as a
'homosexual,. The rest is the lip-service the modern liberal pays to ideals
which cannot but fail as long as the 'homosexual' is alienated as a 'type' ap:ut
from the rest of the society.

The same stock-response comes from the two fathers Professor Middleton
and Harold when they learn that their sons are 'homosexuals'. When Elvira
tells the Protessor that John 'is a homosexual' (ASA 202), also using the word
'qucer' for hi;11, he answers slowly'

'I didn't know that John was a homosexual' he said 'I know very EttIe
obout him really, and even less about the subject we're discussing. I've
only come across it three or four times in my life, among people I actually
knew, that is. It revolts me rather, I think, but I'm not violent about
the subject. I'm just not interested'. (ASA 202)

Rut. notwithstanding his disblaimers to the contrary, the Professor is prejudiced
about the subject and hi~ lack of interest is only from homophobic distaste,
He tells Mrs Portway about Gilbert Stakesay that 'whatever his faults (he)
was completely normal' (p. 289) and reveals his complete acceptance of the
modern idea that only heter03exua!s a.re 'normal' and that ephebophilia - for
John likes adolescent boys - is abnormal.

Harold, interestingly enough, is not as revolted by the suspicion of
ephebophilia on the Public School model as he is by passive homosexuality.
This is a poi.nt which critics have not interpreted with reference to these
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discrepant attitudes towards homosexuality. Gransden15 relates it to the
Victorian convention of silence whereas Arthur Edelestein sees it solely as
further evidence of Harold's dishonest pretense of !argemindedness when he
says

The 'understanding' letter he writes to his older son, on learnin~ tlJat
the latter is a homosexual (it was evident all along, though not to Harold),
is [a] futile and dishonest gesture-after-the-fact.1o

The supporting evidence for this view is furnished by the letter he writes to
Ray in which he says:

I f you had, what was probably only a passing phase in every adolescents'
life [I seem dimly to remember some 'crush' as we called them on a golden-
haired, cherubic junior-by-now no doubt a hoary fattler of five - in my
own school days] [it] need never have assumed the exaggerated
proportions in your life that it has now [LC-3 5].

Harold's confession of an infatuation with a 'choir-boy' is reminiscent of the
typical experience of Victorian upper form public school boys. Since the female
role was given to the younger and prettier partner, the senior boy never lost
his positive image as a male Secondly, once again in the Victorian tradition,
such an infatuation was considered a 'passing phase'. The modern image of
homosexuality being a pathological condition of mind and therefore likely to
be permanent had, as I have mentioned earlier, still not been unanimously
accepted. Thus Harold receives no great shock as long as he does not suspect
his son of having given up the male role. Even when Mark says ,Ray's never
liked girls' [po 298]. he probably thinks it is because he has not grown out of his
'crushes' on 'cherrubic' boys Ry's first letter, too. is quite.obscure. He does not
specify his sexual role in relation to Geoffrey. It is only when the second
letter comes and Ray reveals that 'Geoffery had wanted him to join him for the
past three years' [po 310] and that he now worked for him and lived in his flat
that Harold realizes that his son is a despised catamite. It is then that he
reveals his Victorian prejudice for males who take the women's plrt and call him
'a little whore' [p 312]. Had he actually internalized modern
indescriminating homophobic values he would have reacted more like Profef;sor
Middleton or Elizabeth. but because he adheres to paternalistic values he
practices what is, in effect, male-chauvinism rather than hetero-chauvinisrn'.

On the whole the homosexual underworld is depicted as mean, ignoble and
selfish. Isabel finds so many beautiful pansy young men, all with the same
standard voices, jargon, bow-ties and complicated hair-do's, that she tended
now to ignore them' [SDD 157]. Sherman, in Hem[oc/r, andAfter is a homosexual
:lnd his introduction to Eric is described as follows:
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Sherman \Vinter, however, advanced eagerly towards them. 'Bernard
;ny dear, Heavens !, Sherman's speech h8.d not changed for twenty-five
years 'And with such beauty, double Heavens! Don't be cagey, dear,
introduce l' when Bernard said. 'This is Sherman winter, Eric
Craddock, Sherman. I only hope you hate each other like poison'.
(BAA 88)

And this cari;;aturd 'Pansy m'1nner tormg the distinctive of feature the minor
homosexual figures. Along with the manner goes the implicit suggestion that
sllch artificial human beings are inadequate even on moral grounds Leslie,
though so unselfish and devoted to Hamo, does leave him to live with
Martin in his quest for self-fu1filment However, given the liberal cult of
sexual release and self-fulfilment, the author can approve of him for this with
impunity. What is less praiseworthy is his denial to lend his villa to
Alexandra, his niece, when she is pregnant, when his man-friend Martin
insists on lending it to her he says:

If Ally has her baby in my villa then that's the last you'll see of
me (AIBM 117)

And that is enough to make Martin recant his generous offer and
tell Alexandra that in an individualistic society the imperative or
helping others would have to be abandoned under the illusion or self-reliance.
The 'Uncles' have a seraglio ot oriental boys whom they exploit with
impunity in As if By Magic. Here. however, the writer shows his complete

disapproval for what is, in effect, a variant of slavery. The anti-colo[,ial
ov~r'.;ones ot the book are by no means counteracted by Hamo' s own penchant
for the local youths. The latter are older and, in every case, willing partn-
ers whereas the young boys have been seduced by economic inducement. On
this assumption even Marcus who keeps Arab catamites in No laughing
Matter does not emerge dS blameless as Hamo. The other major figure such as
Betnard S:mds and John Middleton too cannot escape censure.

Bernard Sand's case, however is ot central significance in establishing
the consequences of the homophobic reaction towards homosexuals in western
societies. Here it is a sllccessful author, a socially-accepted man, who accepts
110:l1'J?hobic attitudes while paying lip-service to liberal ideals. 'I could
say I've made my attitude on the subject perfectly cleal. In Night Gleaning
and. again in my essay on Goethe' (HAA 58) he tells Elizabeth as indeed he
has. But still, in practice, he feels thrilled when a homosexual young man
is atTested for importuning in Liecestcr Square. Thi s has been seen as a
case of the modern failure of humanisl'l1. A. O. J. Cockshut pointing out this
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failure compares it with Hubert's attempts to procure a thirteen year old
girl He asks the question:

Where is the difference? Is it merely that one kind of perversion is
more repulsive than another? If it is just a matter of taste, then tastes
will natural1y vary, Is it that one kind is morc anti-social than
another?

And concludes. by way of reply, that Bernard is a humanist who 'despairs,
yet never ceases to clutch in his agony at humanism's tattered banner'1"
Other critics too seem to favour conceptions about the presence of evil mot-
ives in go:xl actions C. B. Cox,18 for instance, feels that awareness of such
negative motives makes his final redemption possible, whereas jay H'llio says
that there is a 'streak of cruelty or sadism that underlies his humanist Iove'1H
Edwin Riddel, however, seeks to explain his failure in terms of the incomp.
atibility of the hU::'1anist temperament in the mo:iern world. He says :

The important thing about the characterization of Bernard Sands is
that he is the humanist temperament in the modern mat~rialistic
soci<>ty, but the whole underlying question of his position is whether
the novelist can occupy the same place today as the novelist of the
ni.neteenth century whom wilson so admires 20.

In fact it is hadly a question of th~ cTn:ntibility of humanism with either
'modern materialistic society' or a Frueiian mistrust of one's good motives,
It is merely an illustration of the hum'lnist idea that the values of kindness,
charity and altruism are n::Jt compatible with homophobia. Bernard Sand's
failure is an individual moral fa~lure thcmgh. of course, -it would not have
taken this form in a sci5i£'/:Y which had not had such prejudices against
homosexuals, As it is, he h::ts internalized these prejudices and they have impa-
ired his moral integrity an:1 mde him, without bein,g fully cognizan
of it, unsympathetic to the open homosexual. That is why he persuades his

ex-boyfriend not to stay with the notorious Sherman :

'I'm sorry' said Bernard. 'I just don't think anyone who stays long at
Sherman's will be much worth knowing. I thought. at least, that
you'd learnt that sort of open ruthlessness and cruelty were not only
disgusting, but also calculated to put people off' (HAA 96).

In fact, Bernard is on the side of snobs like Evelyn and hypocrites like
Elizabeth. His effort to prevent Terence from Hving with Sherman is a
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defence of the very attitudes which makes his daughter so unsympathetic. Since
he st,mds higher in the 'pecking order' than Sherman he can imply that the
latter is despicable on account of his open homosexual behaviour. From this
point of view his behaviour towards Eric too is ~elfish, If he is helping to
foster and perpetuate the social va1ues which could give the boy a negative
'Self-image as being a 'pansy', and 'queer' he is ethically unjustified in intro'
ducing him to the homosexual underworld or initiating him into paederasty
at all .This, it may be said, is the case against John Middleton's relations with
the boy Larry. Here the Socratic all mion to Hemlock rings false since Greek
boys were not similarly placed i.n relation to their cultural norms.

In the light of th~s reasoning the failure of Bernard to feel sorry for the
yonng man can be understood. His reaction to the young man's arrest is
descri bed as follows:

It was neither compassion nor fear that had frozen Bernard. He
could only remember the intense, the violent excitement that he had
felt when he saw the hopeless terror in the young man's face, the
tension with which he had watched for the disintegrution of a once
confident human being, He h:ld been re'ldy to join the hounds in the
kill (HAA 53).

The incident is of such vital import that Angus Wilson comments upon it in
his autobiographical book The wild Carden.

The scene in Leicester Squ;tre in which he realizes with desperation
his own sadistic nature may appear too sudden a revelation for a
man of Bernard's inte1ligence who has already passed middle age (p. 31)

But the writer fails to realize that, in the crypts of his mind, Bernard
Sands has accepted the popular derogatory image of the homosexual. In Mrs.
Evelyn's party, let us rem~mb~r, he ostentatiously sees himself in the role

of the apparently respectable' god-father of the disreputable 'queer' group.
Thus, he reflects, if the latter dr:ve out. the older. more effete, more estab-
lished, more indigenous faun'l' he would have to take the side of the other
gmup an,i remain co make havoc with the destructive invaders. It was after
all only a question of which kind of rat ycu preferred to be' (HAA 102). This
is the mood in which he has a discussion with charles about the exercise of
authority:

'1' m not particularly happy with those 111 authority, although I
get on with them all right' (p. 1 9)
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He declares in conclusion and goes to Leicester Square to wait for Terence.
The homosexual young man tries to attract his attention but he disregards
him with assumed frigidity. The young man is 'second rate' in his eyes and
from such people Charles's embittered acceptance of his 8fficial station in life
has preserved him' (p. 106). This sets off the process of ratiocination which
begins by an identification with the heterosexual world, and goes on to reject
the young man as belonging to a category apart from his own world
and consequently he feels pleasure at the young man's arrest. It is the pleasure
of a heterosexual who hates all homosexuals and he feels it because he has ident-
ified with the heterosexual world. In essence it is the reaction of the victorian
public schoo! ephebophile who does not accept himself as a homosexual at all
and sees his inclusion in that category as a threat to his male-image. Since

the open passive homosexual is as much a threat to his security as he is to
the homolJhobic heterosexual, so both jo~n in the hunt when the time comes.

However, the Victorian public-School paederast would not have been
called a 'queer' anyway. The modern ephebophile is. So the imperative
to secure his psychological integrity makes him dissociate with the most
offending members of the homosexual world. This is not to deny that Bernard
Sands had elements of cruelty in his psyche. His exploitation of boys and
the inability to communicate with his wife are, to some extent, the outcome
of cruelty. It is, however, worth stlting :learly that it is modern homopho-
bia intensified by his resentment at being considered 'queer' which brings out
this hidden cruelty at a crucial time,

The other major myths which may not apply to all homosexuals but are
r~inforced are - as already mentioned - the myths of marriage being incompa-
tible with homosexuality; the alleged preference for ,male genitalia; the
alleged appeal of hardness in the sex-object; and that they molest little boys.
Taking the marriages of homosexuals we find that Bernard Sand's marriage is
unhappy and he remains 'alone and yet never alone' (TWG 99). He feels guilty

for marrying her and is for ever recalling that he had done his wife a great
wrong'. This is a judgement most critics often pass on the marriages of
boy-lovers. Philippe Julian, for example, says about Oscar Wilde's marriange:

Oscar suddenly decided to live an ordered life; he came to a decision,
perhaps the most serious mistake that this charming man was to commit:
he married21,

Though, as Richard Burton pointed out, in the Muslim orient the paterfamilias
often turned to the Ganymede22' once his wife, or wives became unshapely.
Other marriages in Angus Wilson, such as Mr. Newman's are tension ridden
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to:). Mr. Newman's object of desire, the flirtatious Swedish youth Sven
decides that 'if so kind a man should behave stupidly, it would be necessary
to be very polite and veryfirm' (WS 216); But this does not prevent the youth
from wanting to 'make that bitch unhappy' (meaning, of course, Mrs.
Newman). The youth does that and comes horne with Mr. Newman without

having spent the night with him, He has, however, the ring symbol-
ozing his surrogate-marriage intimacy with Mr. Newman whereas Mrs.
Newman only gets a pendant. She refuses to wear the pendant and the story
ends ambiguously with Sven about to depart and Mrs. Newman reconciled
with her husband. However. this is only subterfuge as far as the husband is
concerned. He is glad because he has not been found out :

'Safe thought Edwin, safe. thank God \ But the room seemed without
air, almost stifling He threw open one of the windows and let in a
refreshing breeze that blew a;:;ross trom the hills (WS 233),

The homosexual marriage, Angus Wilson has shown precludes real communica-
tion and genuine intimacy.

Other homosexual characters do not marry at all preferring to live with
members the same sex or alone. In Hemlock atld After Terence and Sherman
want to live together; in Anglo-Saxon Attitudes John wants to keep Larry; in
Late Call Ray leaves home to live with Geoffrey and ~n As if By Magic
Leslie and Martin live like a Hnrried couple. In The Middle-Age of Mrs. Eliot,
David lives alone after his friend's death whereas in No Laughing Matter
Marcus keeps Arab catamites. 1 he reluctance to marry is clearly portrayed
in As if by Magic when Alexandra offers to marty Hamo. Having been conditi-
oned in the west, Hamo, of course, considers himseH a 'queer' and thinks
that;.)'i t '&!was'~all wrong. First,because all women married to queers were
deceived' '(p,' .364). then other stereotyped ideas corne to his mind. 'He tried
to remind himself that she had no cock, but then had he ever cared
whether I..the youths he fucked had cocks or not ?'

(p. 364). Though

Hamo gets rid of this idea by self. knowledge, but even in
his case; obsessed though he is by youth's buttocks, he cannot fully
emancipate himself from the stereotype, Even when he is drowning, be
thiks 'it would never have done, womens' bodies suck you in, I need the hard
resistance of a youth' (p. 368). This is, however, not really true, He likes
youths only when they are not hirsute like men and he tells the Jonkheer

l' have.no',taste for the tough. That I can promise you' (p. 168).

Thus when the second English 'uncle' teases him about a youth he had fanc-
ied calling him 'hoary' and 'hairy' Hamo not only shudders at the adjectives but
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insists on the youth's tenderness saying he was 'a smooth nineteen' (p. 168).
All the youths he fancies have the quaJities of the ideal ephebes -smoothness,
coyness, good-looks and slenderness. His senses tell him that he Jikes a girl
with such attributes:

It was a sensation he had never known, a 1ust and a sort of burstiv g
through of worship into desire that made his head swim, his ears ring.
If only, he thought, there had been girls like this, like boys when he
was younger (p. 364).

But the attitudes he has accepted from his society prove even stronger
than the direct evidence of his senses and Hamo Langmuir cannot get marri-
ed. In this context it may be remembered that Harno and Ray are among
the noblest of the homosexuals, Hamo dies while trying to prevent a riot in
Goa which has been caused because of his methods of rice cultivation. The
families whom his innovations have i;npoverished - to whom, ironically enough,
his ephebes belong -gather together as a mob, which throws him into the river
where he drowns. Ray has the moral courage to Jive with Geoffrey and has
always been helpful to Sylvia, his grandmother. Yet both these characters
consider themselves abnormal. Hamo, as has a1ready been said, admits himself
to be a 'queer' (AIBM 354) and Ray tells his brother Mark how he would
have settled down in GlIslnll. 'If I was normal, that is, but then I'm not'
(LC 299). Similarly John Middleton accepts himself to be a case of oedipal

complex. His mother's excessive love. he thinks, had made him a homosexual.
In hysterical diatribe after Larrie's absconding from his mother's house he
reveals his complete acceptance of Freudian theories of homosexuality:

John shouted at her more violently each minute. He had rehearsed
this scene so often in his life when her possessivenesss had threatene\..l
him that now the words poured out before his sense of shame could stop
them. 'You'd better get wise to yourself, Thingy' he said, 'you've never
considered anyone else hut yourse1f for a minute of your life. Your
affection for me! you've tried to strangle me with your selfish love [

He laughed hysterically in her face. 'If you don't care for my friends-
hips you can thank your unhealthy. greedy love, for me? He was
horrified to hear himself speak all these stock, casebook sentences

Inges great round mouth opened wide, but she only mumbled, 'It was
not a good friendship, your friendship, with Larrie, Jonnie'. H~ stared
at her for a moment, 'That bloody swine your husband's been talking
to you' he s:1id (ASA 310).
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John seems to accept himse]f uS a psychological case' widl the acquisccncc
created by a non-critical faith in 'case-book sentences', Th(;r~ is nothing in
the b:Jok which would suggest that suc~ theory may itself be suspect outside
the we3tern social context. Nor is the force of this aetiological assump-
tion mitigated by presenting an alternative one in the case of Marcus. There
is. however, a departure from the a:cepted n01'111.Neither is there a possessive
mother in this case, nor is Marcus seduced by a homosexull. He confesses that
he started going out at sixteen with 'red on my cheeks and my lips from my
paint-box, and sometimes blue on my eyelids' (NLM 201). He begins, there-
fore, by pretending to be ~ catamite and tries to imitate the h0mosexual by
adopting the stereotyped mincing gait and even pinning flowers on his coat.
The more he is scared the more he lapses into this alienating mimesis. He
confesses:

Once when I'd pinned a small bunch of violets on to my overcoat a
man came up and said 'Bloody little pouH?' They ought to poleaxe the
lot of you! 1 was so sored I pezd myself, but I only put on a more queeny
act I held the c011ars of my overcoat together as though it was the
sabks of the Grandduchess and smuggled out of Vladivostock, I just
longed to be noticed. It didn't matter how. (p 20)

But this is a small deviation from the n01"l1and loses its significance since,
however he started, Marcus hecomes obvi8usly effeminate at the age of
twenty-one :

His good-looks, however, are of the kind that do not give promise or
the masu\i.nity demanded conventionally in our own day of those who
can them men......
Hi~ intermediate type has never perhaps found a satisfectory social
niche since Saint Paul, interpreting Jesus Christ's revolutionary views
in the light of his own perculiar sexual temperament, brought to an
end the long-lived feXtw.l morality of the Romano Hellenic world. In
1925 he stands between the national scapegoati.sm of Oscar V,lilde and
the m.tional obsessive attention of the later decades. Given England,
h,~ has n0 choice but to be 'artistic' (p. 206).

Thus, though Marcus has become a catamite particularly for economic reasons
and partially because he does not get adequate maternal love at home, he is
regarded by the author as the 'intermediate type' later. The stereotype is
asserted and the little departure from convention becomes unimportant since
only a reader familiar with multicultural thecries of homosexuality would
notice 1t.J-
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Strangely enough, ther~ is another departure from Western expectations.
Marcus, after having been a pathic for long (as his more serious emotional
relationship with Jack and his carnal passion for the virile Ted (pp. 303-307)
prove) becomes an ephebophile, much according to the oriental pattern, in
his middle age, He is shown to have a playful erotic relationship with a
catamite called Hassan whor'1 he pulls, for instance, 'face downwards on the
cushions beside him' (p. 429). He also develops a taste for dancing QOYsand
lives like an oriental aristocrat. Of course, Angus Wilson is aware of the
expected transition of the catamite to the married man and the ephebopbiJe
in oriental societies. The catamite Hassan at the age of twenty six, for
instance, is 'married and building a fine family. What he may have been as
a pretty boy of sixteen is long forgotten' (p. 458). But this is a transition
which no other character makes and is therefore, distinctive. It does not,
however, help in breaking the stereotype because there is little differentiation
between ephebophilia and adult homosexuality in the Western mind, If Marcus
had turned to girls, however, he would have been considered to have become
'normal' and that would, indeed, have been a striking departure from the
stereotyped norm.

This transition may have been because MillCUStoo does not really accept
his homosexuality though the writer does not make that clear. The only thing
which seems to point to that interpretation is his bitter memory connected
wif-h the events of his youth. He cries when he recounts how a major had insul-
tej him when he told him that Margaret the short story-writer was his sister
(NLM 203). The major is, obviously, one of those grown-up Victorian school-
boys who considered themselves normal and the youths they exploited 'bitches'
(p, 203) Thus Marcus's indulgence in oriental catamites when in a position
of economic power may be an act of vengeance on the unfeeling cruelty of
the exploiters he met with as a boy.

The cruelty associated with homosexuality may itself be related to the
cultural images of it in the minds of the participants. The first type is purely
neurotis and has been more in evidence in modern Western Literature than
any other. Of this type the works of the Marquis de Sadc are the seminal
source. His works are full of gratuitcus cruelty which is relished since it is
productive of sexual pleasure. In English Literature, however, D H. Lawrence's
short story 'The Prussian Officer' with its theme of the Officer's lust for
his orderly changing into cruelty was the first work by a major artist of
this nature. Thus Angus Wilson's self-confessed experience involving the trans-
formation of lust into cruelty follows a tradition much in evidence in Modern
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Literature. In this context it may be worthwhile to remember that Wilson
recounts an experience ot this nature from his own boyhood as follows:

More distrubing to me is the recollection that, at as late an age as
fifteen, I deliberately burned moths in the flame of a candle that lit
my bedroom in the seaside house we rented during the summer holidays.
I also remember clearly that this childish perversity was closely
connected with sexual excitement and that the moths were fairly cons-
cious substitutes ror boys at school who had aroused my lust (TWG 80).

And this may be a possible explanation for making Bernard Sands possess a
streak of cruelty in his mental make-up

It is the cruelty boni out of prejudice and fear, however, which is
more relevant. Though Angus wilson says 'suppressed lusts laced with sadism
are, of course, the common-places of English public school education' (TWG
80), This was not always the case, as has been said earlier, but he is not enti-
rely wrong in that this has changed in the modern age as tenderness has come
to be dismissed as sentimentalism, and all forms of homosexual behaviour are
liable to create personality crises and negative feelings. Thus cruelty towards
homosexuals has increased because they have come to be seen as abnormal and
effeminate. If this makes the public-school senior boy with a penchant for
juniors more hostile and cruel than his Victorian predecesssor it is understa-
ndable in that he resists being thus categorized,

If it be conceded that attitudes must be evaluated by the social effects
of their acceptance, it must be contended that modern values have significa-
ntly failed in making homosexuals find happiness within the society. They
have merely extended the negative categorization to ephebophiles while not
eliminating the others. In his depiction of homosexuals, therefore, Angus
Wilson neither sees them as individuals nor in the spirit of liberal-humanism.
Thus his fiction fails to transcend the prejudices of his age and culture and
stands c"ndemmed on that count.
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BOOK

David E. Wellbery, Lessing's Laocoon:
Semiotics and Aesthetics in the Age of Reaso1l.
Cambridge, 1984. pp. 275.

This book begins with the broad mand-
ate suggested by its subtitle and moves
towards the specific analysis of Lessing's
Laocoon, WeIlbery's method is historicist

in the best sense, but his b::>okis anything
but a traditional history of aesthetics.
Inspired by Arthur Danto and Michel
Foucault. Wellbery attempts to "describe
the set of theoretical Parameters that,
in a particular age. programmed what
counts as a work of art, an aesthetic
quality, or an aesthetic experience" (p 1 ).

Thus he seeks to show that the new disci-
pEne of aesthetics was madepOfsible in late
eighteenth-century Germany by a certain
type of thinking about signs. Wellbcry
offers novel enterpretations ot the fouda-
tions of aesthetics and his discussion of
the Enlightenment's concern with the sign
raises questions of continuing importance
today when semiotic analysis is central
in the humanities.

What Wellbery sees as the framework
Enlightenment semiotics was constructed
by Christian Wolff, and the analysis of
Wolff's thinking provides many of the
ideas necessary for the later chapters. The

first of these ideas is that "representat-
ion" is fundamental to eighteenth-century
thought and to its semiotics in particular.

Th~ question of how Wolff's theory of

REVIEWS

representation ca;ne to be taken as truth,
and an account of the e lfects this theQry
had on contemporary semiotics and aesth-
etics is precisely what interests Wellbery.
For example, several "oppositional pairs"-
-obscurefclear. confused/distinct, non ext-
ensive/extensive, incomplete/complete--
stem from Wolff's definition of represent-
ation as binary, and for Wel1bery, "consti-
tute part of the conceptual grid which, in
the Enlightenment, governed and organi-
zed inquiry in various domains. Indeed. . .
the questions raised and the answers found
in Lessing's Laocoonwere made possible by
the representational structure of knowle-
dge in the eighteenth century" (p. 15).

Wellbery goes on in this first chapter
to discuss the relationship of eighteenth-
and twentieth-century conceptions of the
sign. He uncovers more differences them
similarities, and perhaps the greatest dive-
rgance involves the inception and use or in-
dividual signs, For Sallsseur and most mod-
ern semioticians, signs are spawned and co-
ntrolled by society and its institutions, But
in the eighteenth century, notions of
freedom held sway to the extent that "the
-ign [was] essentially a name freely chosen
to mark a representation itself directly
knowable; language [was] a nomenclature
for the realm of ideas" p.19). From \Volff
to Lessing, there are two types of signs
to mark these representations: "arbitt-

ary" and "natural." Natural signs ar e
the most common since thrC1uh them the
world "communicates" to man, shows him
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fire, for example, with smoke. As Well be-
ry points out, the distinctions between

the types of signs are not always clear,
but arbitrary signs seem to be created
solely by man as a means to signal his all-

important representations. Thus we come
to undrstand how important sigm are:
without them we could not cmmunicate,
think, or even perceive. The classification
of these signs was a constant preoccupation
in eighteenth-~entury philosophy partly
because arbitrary signs were thought to
be inferior to the natural type. Natural
signs were held to derive from God's choi-
ce, his language, (thus preserving the
notion of freedom): our language was
supposed to strive for similar purity by
bringing its arbitrary signs in line with

God's natural ones. This moral and theo-
logical imperative figures largely in the
Enlightenment's hierarchy of the arts,
since, as Wellbery shows, the individual
arts came to be distinguished by their
different use of signs.

Wellbery claims that the new field of
semiotics is organized by the category of
representation (as opposed to that of
performance or expression). He asserts
further that for Mendelssohn especially,
the representational model def:nes Beauty.
This model trades in logical and metaphy-
sical distinctions rather than in the psyc.
hological aspe :ts of aesthetics in whose
terms Mendelssohn, Meier, and Baumgar-
ten are usually considered. Here, then, '\\' e-
llbery is redefining the history ofaesth~b;.
by emphasizing the importance of semiotl
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for these thinker~. He defines the Enlight-
enment's science of signs as an attempt to
answer the questions, what are the general
laws of aesthetic semiosis and what are
the specific laws that apply to the indivi-
dual arts ?" (p.70) According to Wellbery,
Mendelssohn anticipates Lessing by diffe-
rentiating the various arts according
to the semiological principle of the
material nature of their essential signs,
Painting's signs are necessarily two dime-
ntional, for example, and this properly
limits the content of the artforrn. Semiot-
ics allows the particular separation and
hierarchy of the Enlightenment: nowhere
is this more evinent than in the Laocoon.

Wel1bery's discussion of Lessing's text
occupies more than half the book and
integrates the ideas of the first two
chapters. Semiotics was a complex and, at
times, ambiguous science in the eighteenth-
century, but our understanding of it is
greatly assisted by the clarity of Wellb-
ery's analyses and his willingness to
summarize his argument. At the beginn-
ing of the Lessing chapter, for example,

he recapitulates the general nature and
role of signs ;

When we think a truth, we are
thinking an idea, or group of
ideas, that corre~ponds to a real
state cf affairs. But because the
mind is finite, it cannot think
ideas alone. They are too elusive

Therefore man marks his
ideas with sigqs [that],.. allow
him to recall his representations.



'. .. The link between sign and
idea is arbitrary. . , [and thus] a
distance is opened up between sign
and idea, and in the space ot this
distance resides the possiblit:y of
error. (p. 99)

The potential gap between sign and idea
troubles Lessing and helps to determine
the distinctions he draws between the arts,
Like those thinkers already discussed.
Lessing wants the arts to present and
preserve the intuition or presence-to-mind
of the idea All the Enlightenment semiot-
iceans mistrust the inevitable materiality
of the sign in what iso-though Wellbery
{loesn't mention it--a o,oticeably Platonic
way. Yet recognizing the need for signs,
Lessing insists that they provide a direct
intuition of the real. The less material
a sign is, the better able it is tc perform
this function: this is the basis of Lessi-
ng,s famous valuation of poet ry over the

visual arts.

To compar~ :md arrange the arts on
a scale of value, Lessing must first provide
a common factor, which he calls "illusion,"

Both poet and painter create illusion,
but with different means and results. For
Lessing, poetry is decidedly superior
because its signs aN less material Critics
have claimed that Lessing thus overturns
the doctrine of ut pictura poesis, but Well-
b~ry shows instead that Lessing has
actually "relocated [this doctrine] on a
,different level of generality" (p. 198).
Poetry is like painting--both seck illusion-

but poetry is more semiotically advanced
than its rival. Lessing's often-remarked
bias in favor of poetry finds a semiotic
justification in Wellbery's analysis. Pai-
nting and sculpture, which Lessing
confIates, are more "worldly" because
their signs are more material. "Painting
. .. is less purified than poetry" (p. 136),
and its worldliness is to be transcended
(again in a Platonic sense). Lessing's is
thus a teleological view of the individual
arts based on a "progressive seaIiosis,"
on the principle that types of signs and
the arts to which they properly apply
can be reiined,

Wellbery's explication of Lessing's
attempt to raise the stature of poetry is
so direct and clear that it is beyond repr-
oach. At the same time, however, he seems
too engaged with Lessing's semiotic
system to be able to stand back and eval-
uate in any detail a claim like "the
'invisible' lies outside the semantic
universe of painting and sculpture" (p.

1SO),or Lessing's belief that" it is impos-
ible for painting to make use of
[metaphor]' (p. 196). Wellbery does
criticize such ideas brieOy in his conclud-
ing remarks, but a more immediate
response to the fruits of Lessing's semiotics

is called for if as Wellbery wishes, we are
to re-think Lessing's Laocoon and discover
its continued application to the problems
of philosophical aesthetics.

At the end of his study, however,
Wellbery does discuss se:ve.ral a.reas of

111



present research suggested by Lessing's

work : a "comparative analysis of the arts
in terms of a typology of modes of sign
production," "the general theory of
narrativity," and "the semiotic
definition of the negative" (pp,
245-47). Readers will, I think, be inspired
by this book to add their own ideas to

Wellbery's list. I would suggest an
attempt to accommodate Wel.lbery's
discussion of signs in Enlightenment
aesthethetics to the semiotic art history
of Norman Bryson's brilliant Word and
Image: French painting oj the Ancienne Regime
(Cambridge\ 1981). Bryson devotes his
second chapter (The legible body: LeBrun")
to the possibility of a semiotic "reading"
of the human body in painting, a possibi-
lity danied by Lessing because of his
rigorous separation of the semiot;'cs of
poetry and the visual arts, Another area

of inquiry I:1ight be the re1evan:::e of the

eighteenth-century penchant for ranking

the arts. According to Lessing, the sign

should be transparent so that the Idea

can be seen perfectly, Since he claims

that poetry's signs are less visible and

thus more effective, he also seems to want

the arts themselves to become immaterial.

Are the arts and their signs then simply
functional, mere Platonic shadows of a

higher reality? Lessing's condusions

prompt us to question the ontological sta-

tus and social role of the arts, and Well-

bery's study thus laudably fulfils its aim
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to promote th~ continuing importance of
Lessing's Laocoon.

The University of Western Ontario

Mark A. Cheetham

Paul H. Fry: The Reach of Criticism : Method
and Perceptionin Literary Thr,.rJ'.New Haven:
Yale University Press, 1983.

The Reach of Criticism is an excellent,
timely book, coming as it does in the midst
of controversies over methcd vs. dissemin-
ation, synchrony vs. diachrony, and in yet
another key irony vs vision. Paul Fry's
book is a learned and powerful critique of
method that begins with the notion of
"error" and ends with the affirmation of
vision.

"Method" is a vexed term in lite-
rary theory, most often associated with
the desire for a metalanguage and with
spatial configurations which come to rest
on a particular epistemology. To speak of
method is to speak of the possibility of
knowledge distinct from the subject. If
knowledge can be separated from the acti-

ivityof knowing, then it should be possi-
ble to lay bare the stru:ture, the proper-
ties, the problematic elements of any
given area. and to do so in a way that is
both objective and intelligible to all.
Method lays clmm to such objectivity
and universality (though such claims are
often ve~led in the more modern versions
cf its discourse), and in the process it orga-
nizes what it "knows" so that the struc-
ture itself of an area of knowledge is



is rendered present all at once. From
Aristotle's l1redilection for classification
to Northrop Fry's total form of literature,
to Gadamer's connection between truth
and method, and to contemporary versi-
ons of the grammar of languCl~e, the idea
is to clarify, to structure, to define but
especially to contain :md thus "possess"

knowledge through method. Method is
a stabilizing principle, performing in
literary theory a functi.on equivalent to
that played by form in literary studies,

Theory pays a considerable price for this
stability. I will limit I'lyself in this
discussion to two aspects of the limitati-
ons of method. Fitst, spa::e in !iterary
theory is a resuperative category, refus-
ing to acknowledge in any final way
the pressures of temporality. So for
example knowledge transcends human
time in Aristotle's reading of Oedipu~,
and familial relations are restored, reco-
vered from the very jaws of time, in
Frye's readings of Shakespearean romance.
The desire for method in this sense
would put into evidence tbe [Lacanian]
subject's desire for an ego or mastery
that cannot be achieved. Method assumes
for itself the possibility of a totali::ing
kn::>wledge, and indeed at times Hnds
itself coterminous with such knowledge.
What it rejects in so doing is the reco-
gnition of its own repression The
second limitation of method I wish to
pursue--is all-too-neat distinction of
subject and object, of knowledge and
the activity of knowing.-may stand in a
metaphorical relation to the first. The

ego's desire for mastery, in this case,
would repress the function of that desire
and its impact on the knowledge it
presumably achieves, It would also have

to repre~s, in the process, the de-sta bili-
zing function of temporality. which robs
us at each turn of tbe pcssibility of such
mastery. Walter Benjamin tel1s us that
one reason we read is to learn about
"endings." since the knowledge of aur
own ending is forbidden us. Benjamin
insi~ts on the pressure that temporality
exerts upon the possibility of knowledge,
the way it thwarts our desire for closure
and totality. Temporality also thwarts
our desire for objectiv~ty, for it triggers
a will-to-power in us which finds its
most satisfying but also most repressive
expression in the concept of method.

It is in this ongoing theoretical discuss-
ion on method and its limitations that
Paul Fry's book, T he Reach of Criticism,
inserts itself. Fry opposes to method a
notion of "perception" which accounts
for the intimacy between knowledge and
the knowing subject and for the radical
discontinuities produced by temporality.
Though his meditation on the theoretical
tradition begins with Aristotle, it could
weE have begun with Plato. Clasical
criticism was uneasily aware of the
difficulty of separating knowledge from
subject. and from the language (rhetoric)
through which such knowledge would
have to be articulated. Plato;s Theaetetus
is an exemplary dialogue in this respect.
When Socrates tackles an opponent in
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other Platonic dialoguesj he is usually
able to demolish him by logic--.a logic
which partakes of the properties of
method. But in the case of the Theaetetus
Socrates abandons his stance of mastery,
aborts the dialogue, so to speak, on this
particular issue} and admits that on the
question of knowledge there exists in
all of us "a depth of darkness" Already
in Plato we can find a dismantling of
the very possibility of method, a refutat-
ion of its claims to knowledge, aDd it
is this epistemological dislocation which
underwrites the Longinian sublime.
Aristotle, on the other hand, has been
considered by virtual1y every critic a
formalist who by way of "method"
responds to Plato's arguments about art,
and indeed, literary theorists have found
it comfortable to divide Western theor-
etical practice into concerns with form
and concerns with the sublime. Fry's
brilliant deconstruction of Aristotelian
criticism does away with this easy
division. The sublime for Fry is a dislocat-
ion of form, but this dislocation occurs
in the supposedly formalist text of The
Poletics, which Fry reads in terms of

Aristotle's repression of such dislocation,

To see two distinct paths of literary
theory thus implicated, at the start, with
one another, is a significant contribut-
ion to tbe discourse. Methcd, fOt Fry,
discards the very density, tbe propensity
for "error" which is the earmark of what
we call "literary" But it is within the
very structure of method that the lite-
rary arises to dismantle its claims, and
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it is here that Fry's rhetoric comes closest
to that of contemporary (Lacanian) psyc-
hoanalysis. "What is missing from Arist-

otle's Wonderful is the 'irrational,' the
truly alogos" (34). The unnamable, or
that for which there are no words, comes

to haunt the discourse of method. Tbe
unconscious interrupts the assumed mast-
ery of method, dismantles the systemati-
zing efforts of western metaphysics.

Fry uses three terms to oppose to
method: interpretation. perception, and
distraction. Interpretation in the rhetoric
of contemporary cdticism points to the
impossibility of an (objective) outside, to
the implication of knowledge in the
rhetoric it is presumed to transcend.
Perception and distraction are Fry's way
of insisting on the discontinuities brought
about by temporality, and his book links
such discontinuity with the very triumphs
of insight to which perception and subl-
imity refer. The movement of the
Longinian sublime. which is taken up in
the second chapter, "is disordered and
traces a disorder" (0), Dismemberment,
disorder. the skirting of the inarticulate,
these are the significant moments for
Longinus, and they come to rely not on
a given outside, nor on the objectivity
of knowledge but on the impossibility of
separating, rhetorically or epistemologi-
cally, what we have created from what
we have heard. Epistemology, in
this tradition of sublimity, becomes
subsumed in rhetoric, and the desire for
knowledge is perceived, preclsely, as dum.

Figuration and sublimity, as Longinus



indicates, and as Neil Hertz so suggesti-
vely points out, cannot be separated,
and this the undoing of "method" as a
system ot knowledge,

The problematics ot knowledge and its
intersection with fi.guration b.~comes the
subject of essays on Dryden and Shelley.

But Fry does not limit himself to follo-
wing the rhetoric of poststructuralist
discourse, which insists on the subsum-
ption of knowledge into metaphor. His
argument is rather, that at that interse-
ction bet\\'een epistemology and rhetoric
there is "a liminal understanding of
form" (85), and this concept of the

threshold moves him from the rhetoric
of poststructuralism to that of phenom-
enology. We know, from Heidegger,
just how close those two positions can be.
From his readings of Holderlin's poetry
and language as the naming of Being,
Heidegger moves to the deconstruction

of logos. Fry insists, instead, on that
liminal knowledge which renders objec-
tivity problematic and which turns the
best science, as Shelley SdYS, into
literature.

Fry devotes the final chapter or his
book to \Valter Benjamin, and through
him to what he calls "a theory of

asystematic understanding" No method,
says Fry, can accomodate the inmetho-

dical wandering of the mind. and Benja-
min's "distraction" recognizes the
pressures (temporality, the unconscious ,

the world) that prevent meaning from
ever being fully present to itself, and

that therefore prevent a true distinction
between criticism and literature.
If wholeness (the self-presence of
meaning) is an illusion, then an
literary texts are fragmentary, interru.
pted by their own unconscious, Longi-

nus' notion of the fragment leads directly
to the experien::e of the sublime, and for
Benjamin "the movement of the sublime.
is the movement of distraction" (178).
Fry points out that though critics per-
ceive Benjamin's "aura" in opposition to
his concept of distraction, aura arises
out of a moment of distraction and is
inseparable from it. Distraction is for
Fry the contemporary version of sublim-
ity, intersected by Freud's metaphor of
the unconscious and his concept of the
uncanny, The unconscious defies the
will to mastery and closure. and the
uncanny attests to that impossibJity.
We are not present to ourselves as sub;e-
cts any mere than meaning is present
to itself, and thus pressured by time we
seek those moments of illumination which
Fry terms "a grace beyond the reach of

art" (3). This liminal category reaffirms

Fry's notion of art as mediaton. If Heide-
gger is right that "the doctrine of a
writer lies in what remains unsaid in
his writing" quoted in Ned Lukacher's
Primal Sc nes then otherness, error, disl-
ocation, distraction mark out a trajec-
tory towards a moment of vision.
Otherness is not the opposite of vision,
but the wry condition of its occurrence
Fry's book is an eloquent reminder of
these possibilities.

Helen Regueiro Elam
State University of New York at Albany
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A, J. Smith, The Metapkvsic!' of Love:
Studies in Renaissance Love Poetry from
Dante to Milton, Cambri.dge University
Press, New York, 1985, pp.349

Love as a concept in literature has
been treated in several ways by theol-
ogians, preachers, poets, philosophers
and writers alike since the dawn of
human civilization. The book under
review is one such challenging endeavour
which attempts to study the entire
gamut of European love, with particular
emphasis on the Renaissance love poetry
from Dante to Milton. The book is
divided into six - sections, each section

further containing some sub-sections. The
age-old conflict and reconciliation bet-
ween love - sacred and profane, tangible
and intangible, infinite and ephemeral -
Constitute the central theme which runs
through all the sections. The introduc-
tion of the book entitled "Preamble:
The Linneage of Love" presents, in a
capsule for;:n, a preamble to what one
may say. the constitution of love in the
western world. It entails an extensive
survey of the evolution as well as linne-
age of love right from Herackitus and
Empedocles through plato, Aristotle, St.
Paul, St. Augus!;ine to many other
Neoplatonic and Christian philosophers
ot the Middle Ages.

The argument in se.:tion one ("Sense
and Innocensus") or the book grcws
out 0 f a close contrast between
Dante's idea of tempestuous passion
and Milton's notion of innocent love.
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Throrgh a comparative glance at the cont-
rasting kisses between Adam and Eve on
one hand, and paolo and Francesca on
the other, the author sharply points out
that Milton strives for physical fruition
in wedded love in which there is an
"understanding between innocent sense
and the tranguil gntification of the mind'~.
Dante. on the other hand, in the light of
the courtly ardour of the unattainable
lady's 'invincible chastity, transcends the
realm of sex in guest of a "secret rose"

In section two of the bock: the author
tries to establish the suzerainty of the
love of Petrarch's Laura which nullities
the tyranny of death. Laura's mortal love
in I Triofi achieves spiritual glory finally
affording a hope of eternal fulfilment.
The love poems ('If Michel angelo, Shake-
speare and Spenser, too, tend to reconcile
sense and spirit.

Section three Yokes sense with
spirit in metaphysical poetry, particula-
rly in John Donne. Considering love an
active state of mutual enterprise, Donne
in his Poetry and pr(')se treats human
nature essentially in terms of a subtle-
knot of body and spirit. The author
successfully points out as to how the union
between flesh an Flesh is made possible
in Donne towards making or "One Flesh"

Section four discusses, in nutshell, the
decadence of a long European tradition
of love. the dilemma, of sense and spirit -
in the caroline lyric poets such as Stanley.
Lovelace, Suckling and Carew, who, in
the midst of perpetual uncertainty,



frailty of human desire, and scepticism,
consider love a victim to the world of
flux. Even the post -Restoration lOve
poetry of Etherage, Sedley and Buck
hurst treot love as a mere "glow upon the
blind biological urge "(p. 247)

However. in Section five, the author
revives, through an elaborate discussi-
on on Vaughan's Silex Scintillans, the
dilapidating hope ot attaining spiritual
sublimity through love and successfully
reaonciles "sensibility with understan-
ding" with a hope "to see Eternity the
other right" (p. 257).

In the concluding section, the author
once again recollects the telling contrast
between Milton's pattern of human love
and Dante's pining for the intelligible
vision of love.

\Vithin a limited canvass of 349 Pages,
Smith has delicately handled a much
discussed problem of human
psyche in a style which is
strikingly modern. What is mOre
important about the book is the contr-
asting attitude towards sacred and
profane love presented in each section,
which involves wide - ranging experiences
and critical scholarship. The book, it is
needless to say, will be of immense
help to the researchers and readers of
love literature in general and to the
scholars of comparative literature in
particular,

B. C. Dash
Research Fellow in Engli~h
Sambalpur University, Orissa.

P. D. Juhl, /nt":rpretation: An Essfl.J in the
Phi[lJsop!z..vof Criticsm. Princeton University
Press, Princeton, New Jersey : 1980,
pp x+332.

Juhl's book purports to provide an
analysis of the concept of meaning and
interpretation of a literary work. His
thesis is that what a work means is what
its author intended it to mean. As its
corollary, Juhl claims that the proposi-
tions or beliefs a work expresses or
conveys are attributable to, not an
"implied author", but rather the real
historical author, and, further that a
work has logically one and only one

correct interpretation. Juhl thus sets up
an interesting controversy with a variety
of theorists: the anti-intentionalists like
Wimsatt and Beardsley, Wayne Booth,
the structuralists and post-stru
cturalists. He also distinguishes himself
from such influential anti-intentionalists
like E. D. Hirsch and claims a logical
work and the connection

between the meaning of a
author's intention unlike the latter who
merely recommends such a connection.

Juhl uses 'intuition' in the sense of
what an author meant by the words he
used when he wrote a certain sequence of
words. Intention is thus different from
what the anthor planned to write or to
convey his 'motive' of writing or the
sustained focal effect of the work. Juhl's
concept of intuit:on is related to his view
that a literary work is an utterance, an
instance of the use of language by its
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author. Arguing against Beardsiey, Juhl
claims that the meaning of a jentence may
depend upon "public conventions of
usage" hut the meaning of an utterance, the
use of sentence by a speaker,
depends on what the speaker intends to
mean by the sentence, the dependence of
utterance-meaning on the speaker's in
tention is best seen in the interpretation
of ambiguous sentences. Juhl argues for the
relevance of author's intuition its
interpreting allusion and irony in a
literary work.

After making this preliminary case for
the author's intention, Juhl goes over to
detailed evidence in support of his claim.
The appeal to the text commonly made
in interpreting a literary work is shown
to be basically an appeal to the author's
intuition. Textual features are evidence
of what a work means in virtue of being
evidence of waat the author meant.
Similarly, the appeal to the context and

rules of language turns out to be related
to the author's intuition. The distinct-
tion between the speaker or narrator and
the author of a work daes not support the
claim that the meaning of a literary
work is not what the author intended.
For what the speaker or narrator means
is what the author has him mean. The
function of stage directions in a play, of
explanatory comments or notes, and the
use of parallel passages in interpretation
support this claim. In chapter VI, Juhl
demonstrates that even aesthetic
considerations proposed by the
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antiintuitionalists frequently depend cn
assumptions about the author such that
they are in ract evidence of his intui-
tion, Juhl's intuitionalists thesis can thus
adequately account for the meanings and
implications of a work's detail if
intending is not mistakenly assimilated to
planning by the author.

Chapter VII "Life, Literature and
the Implied Author" - is a radical
re-examination of the -autonomist thesis
through discussions of Emp~on on
Housman, Crane on Gulliver's 7 ravels Book
IV and Booth on Fielding and others in his
The Rhetoric oj Fiction. Juhl shows that if a
work expresses certain propositions, then
its author is committed to the correspond-
ing beliefs and to their truth. The final
chapter addressed to the problem of
varying interpretations of a literary work
poses great difficulty, to the theorist of
intuiton. Juhl, however. is wisely tenta-
tive and indirect and provides some
arguments for the claim that a literary
work has one and only one correct inter-
pretation. Since, there can not be
logically incompatible readings of a text,
it is intelligible to suppose that only one
of the possible readings of a work is
correct. The inexhaustibility of a work
and the variety of interpretations are
explained in terms of Hirsch's distinction
between meaning and significance.

In a long appendix, Juhl adds an
examination of the doctirne of verstehenas



developed by Peter Szondi and argue~
against the latter that an interpretation
of a literary work can in ptindple be
objectively confirn:Ed and Lenee is not a

matter of subjective experience, personal
preference, or individual taste. Despite

its persuasiveness and logical vigour, }uhl's

book is less likely to silence the anti-
intentionalists but will surely provoke
them to more forceful rebuttals.

H. Panda
Professor of English,
Sambalpur University.
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