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EDITORIAL

A cluster journal has its merits and problems. It can serve a more
varied fare than a single-subject journal. it can also assume a multi-
disciplinary character. But sometimes variety within the boundaries of
one subject appears more welcoma than that of the inter-disciplinary
kind, more so to the teachers of the Department which handles the
subject. If a little parochial, this approach is perfectly legitimate in as
much as it smacks of intellectual independence and a healthy desire to
excel in one’s home territory. By this token, Bengali, English and
Philosophy should have been given the freedom of bringing out their

own separate journals, Unfortunately, our University was not free to -

provide adequate financial support for such a project, and so we had to
settle for this combined effort.

This is the first Humanities Journal being published. No attempt
has been made to integrate the three separate sections into something
of a whole by way of using 2 common theme or a common form.
While the two Bengali papers deal with two widely differing subjects,
the four papers in the Philosophy section have as many topics, and
the four-piece English section has as its beginning the 16th Century
Drama and as its end Thomas Hardy's poetry in the early decades
of the 20th century, with a middle concerning the literary criticism of the
1990s. The two papers on Thomas Hardy had been written by our
two distin-guished colleagues of Burdwan University for a seminar we
arranged in the Department of English here in November 1990. | wish
to thank Prof. M. K. Roy and Dr. R. Kundu for their kind permission to
publish these papers in the present issue of our Humanities Journal.

So it shouid be quite apparent that even in the cluster-format the
individual entities of the three subjects have been kept unaffected.
At the same time each subject has intrtoduced as much variety as
possible within the very limited space allotted to it. Apart from offering a
few minor suggestions and getting them accepted—those, too, relating
mostly to the quantity rather than the quality of the papers-—l have not
done much as the Journal's editor. Overseeing the whole process, right
from the tims of commissioning the articles until their emergence from
the press in the final shape, has been a great pleasure. My colleagpues
on the Advisory Board have extended all co-operation. May | thank
them whole-heartedly. Finally, our grateful thanks to the University
Authorities for the financial grant which has made this publication

possible.
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The Idea of Cause : A Philosophical Analysis

Hiranmoy Banerjee

The purpose of this paper is to give a general audience consisting of
experts from various fields a rough and ready, but as far practicable an
accurate idea or rather feel, an authoritative flavour of the kinds of
problems and issues which philosophers deal with when they try to get
a grip of the idea of cause current in both ordinary thought and science,
physical, biological, psychological and social. An idea of the different
Kinds of analyses suggested is provided but no definitive solutions of
the problems raised are offered. Philosophers are compelled to do things
in which scientists may not find in any immediate interest, because
philosophical concerns are not identical with scientific concerns, though
there is a large area of overlap between the two which | shall also try to
bring out. An earnest attempt will be made to avoid the technical
vocabulary of philosophy to facilitate easy understanding of non-philo-
sophers even at the risk of oversimplification and distortion of views
discussed. Once the fundamentals are grasped, a sophisticated audience
would know how technical formulations may be suggested and the
tightening of the arguments effected. The treatment of the topic and
approach are of necessity illustrative, rather than exhaustive. Many
vitally important theories would remain unmentioned, many salient
issues ignored.

One of the philosophical issues concerning cause is: what are the
entities among which causai relations are said to hold ? Many philosos
phers take events as causes and also as effects. But conditions, states,
phenomena, processes and even facts and objects have often been to be
involved in causal relations. It is an interesting subject of philosophical
analysis to find out whether they are indeed entities of sorts other than
events and if so whether different kinds of causal relations are inuolved.
Let us for the present confine our attention to events. The first problem
to be dealt with concerns the question whether ail events have causes.
With the rise of modern physical sciences in the seventeenth century
European philosophers have tended to take for granted that all
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events have causes. The first issue is whether any kind of proof can be
offered for the proposition : whatever begins tc exist must have a cause
of existence. In the seventeenth century three eminent philosophers
Hobbes, Clarke and Locke tried to offer arguments in favour this proposi-
tion. In the eighteenth. Hume showed the hollowness of these
arguments, Kant, towards the end of this century, tried a different track
and tried to re-establish this principfe. Hobbes argued that if something
can begin to exist without a cause then why should it begin its existence
at this point of space and at this instant of time since all points of time
and space are supposedly equal. The object can never begin to be and
must remain in eternal suspense unless there is something to determine
where and when it shall begin to exist. David Hume criticises Hobbes
validly by saying that the iatter cannot return two answers to the same
type of questions. We must distinguish two questions: first, whether
the object shall exist or not and second, when and where it shall
begin to exist. If we are prepared to grant that there is no absurdity in
supposing that an object’s existence has no cause, there should be no
difficulty in supposing the tim® and place be fixed without a cause.

Clarke argued that if a thing has no cause then it must produce itself.
Since the cause precedes the effect, it must precede itself which is an
absurdity. Locke argued that if an event has no cause, then we have to say
that nothing produces it, but nothing can produce nothing. Hume Knocks
these arguments down permanently by saying that when we exclude all
causes we really do exclude them and neither suppose nothing nor the
object itself to be the cause of its existence. What is shown from the
above discussion is that the so-called Law of Universal Causation is so
fundamental that we cannot prove it unless we presuppose it in a covert
form. When in the twentieth century it has come to be questioned, our
entire way of looking at things has been questioned and sought to be
replaced by another way of interpreting things and one paradigm has
been sought to be replaced by another.

Kant was a great admirer of Newtonian Physics and was eager to
provide a philosophical foundation to it. According to him Newtonian
Physics required the Law of Universal Causation and he sought to give
wkat is called a transcendental proof of this principle. The argument
turns on the general canditions of knowledge and tries to show that we
cannot know real succession to svents unless we establish causal
connections between them. What appears successively to our conscious-
ness may not be really successive. When I perceive a big house the
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parts must appear successively. But in reality they co-exist. How can
we distinguish between what is really successive from what if merely ,
apparently successive ? There is a criterion used by us. I’faser‘ies'_éj‘_;
of perception is reversible teen what is perceived do not really succeed
each other. We can perceive the high-rise building from the top-down )
or from the bottom-up. In the case of real succession the order ‘of
perception is not reversible. When | see a ship move downstream itis '
impossible that the ship should be first perceived lower down in the'g
stream and afterwards higher up. Kant argues, therefore, that .an
experience cf an event, of anythi~g as happening is itself possible only:
when we refer this event neceessarily to something eise which precedes .
it and upon which it follows in conformity with a rule, that is, of necessity. -
Kant concludes, therefore, in the Second Analogy of Experience, that all;
alterations take place in conformity with the law of the connection of
cause and effect. ‘ .

Kant's proof for the Law of Universal Causation is, howeVer, unvalid. )
As P. F. Strawson has pointed out, Kant has changed the sense of the
word ‘‘necessary” in the cause of the argument. Given that what -is
observed is a change from A to B it is conceptually necessary that the -
observer's perceptions should have the order, first perception of A and ™~
then perception of B and not the reverse order. But in the conclusion ’
Kant is inviting the notion of causal necessity which is different from
the earlier conceptual necessity. The conceptual necessity based: on .
the fact of a change is equated with the causal necessity of that very
change. .

The vast majority of philosophers have tended to feel that no a
priori proof of the principle that every event has a cause is fOrths:
coming. This does not show that this principle can be abondoned at
our sweet wiil. )

Why do we make causal judgment? Some common contexts cf -
causal talk are as follows: (1) We make causal judgments to explain
the occurrence of particular events. (2) Causal knowledge has predictive ..
usefulness. (3) Knowledge of %ausal connection gives us power to '
control evenis, (4) Causal attribution involving agents are important in .
the attribution of moral responsibillty. legal liability etc. (5) Cauaala;
concepts are needed in special technical sense in physical, biological, ‘
psychological snd soccial theory-construction. Cana satisfactory philo-
sophical analysis of the idea of cause be given which can account for A
all these aspects of causal judgments ¢
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Let us now consider some popular analyses of the nature of causation.
Causation has been sought to be understood in terms of necessary and
sufficient condition of events or both.

C is a cause of Eifand onlyif C and E are actual and C is ceteris
paribus. ( other thing being equal ) sufficient for E, or alternatively
both sufficient and necessary for E.

To put the same thought in another way. C isa cause of E if and only
if C and E are actual and there is an actual condition D such that C
necessitates E on condition D. C necsssitates E on condition D if and
only if there is a law L such that C, D and L logically implies E, but
neither C and D by itself nor D and L by itself logically impties E.

In recent times further clarification of the idea of cause has been
sought to be made with help of the notion of INUS condition.

J. L. Mackie Says :

If C is a cauee of E (on a certain occasion ) then C is an INUS
condition of E, i.e., C is an insufficient, but necessary part of a condition
which is itself unnecessary, but exclusively sufficient for E ( on that
occasion ).

When experts declare a short-circuit to be the cause of a fire they are
saying in effect that the short-circuit Is an insufficient, but necessary
part of the condition that caused fire. In other words a short-circuit
occurred, other conditions which conjoined with it formed a sufficient
condition were also present and that no other sufficient condition of the
house’s catching fire was present on this occasion.

In the opinion of many philosophers all analyses of this type founder
on the turn difficulties of under-determination and over-determination.
The length of the legs of a table that support its top is ceteris paribus
sufficient for the position of the top relative to the floor. If we put aside
temporal considerations we can say that the position of the table-top
relative to the floor is caused by the length of the legs that support
the top. Unfortunately the position of the top is ceteris paribus sufficient
part for the length of the Isgs. But we are not inclined to say that the
position of the top relative to the floor is that cause of the length
of the legs.

The difficulty of over-determination is this. If two bullets pierce a
man’s heart simultaneously, it is reasonable to suppose that each is an
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essential part of a distinct sufficient condition of the death, but neither
bullet is ceteris paribus necessary for the death, since in each case the
other bullet is sufficient. Hence neither bullet is a cause of the death
(neither is a causal factor of the death, neither contributes causally to
the death )

Difficulties like these have led some philosophers to abandon
analysis of causation thal involves conditionality and lawfulness, while
others have attemptéd to supplement condition with some other nations
like agency.

G. E. M. Anscombe seems to hold that concept of causation cannot be
analysed : itis what it is and nothing else. As she puts it, it is mere
hap. The word ‘‘cause” itself is highly general. It is a generalization
of causal concepts: scrape, push, wet, carry, eat, burn, hurt, knock
over etc.

Anscombe tries to separate the idea of causation from the idea of
determination. A causs C is a necessitating cause of an effect E when if
C occurs it is certain to cause E unless something prevents it. A non-
necessitating cause is therefore that which can fail of its effect without
the intervention of anything to frustrate it. Anscombe quotes Feynman to
give an example of a non-necessitating cause : a bond is connected with
a Geiger Counter so that it will go off if the Geiger Counter registers a
certain reading ; whether it will or not is not determined for it so placed
near some radioactive material that it may or may not register the reading.

Anscombe points out that causation and determination are conceptually
different—a thing hasn’t been caused unless it has happened; but it
may be determined before it happens. When we call a result determined
we are implicitly relating to it an antecedent range of possibilities and
saying that all but one of these is disallowed what disallow them is not
the result itself but something antecedent to the result. The antecedent
may be logical, temporal on the order of knowledge. In a chess-game the
antecedent possibilities are the powers of the pieces. In a state of the
game, all but one of the various moves may be excluded by the rules.
Here logical antecedent uniquely determine the next move. However, a
chess-gamse is seldom determined though nobody breaks the rules. in
the same way though Newton's mechanics is a deterministic system

55



~ believing in Newton's l[aws does not commit us to determinism. Nothing
- violates the laws of mechanics, but animals seek about the world in all
o parts of paths and no path is dictated for them by those faws as it is for
~“planets once the initial conditions are given.

v

~Some philosophers like Donald Davidson have wondered about the logical
form of causal statemants. Jack fel! down and broke his crown. We can
analyse it as :

There exist events e and e such that e is a falling down of Jack and
e’ is a breaking of a crown by Jack and e caused ¢'.

But Davidson draws a sharp distinction between causes and the
features we hit on for describing them. The cause of a match’s lighting is
that it was struck—yes, but that was only a part of the cause ; it had to be
dry match, therz had to be oxygen in the atmosphere etc. But the striking
of this match cannot be only a part of the cause, for this match was in
fact dry, in adequate oxygen etc. So what is partial in the sentence. “'The
- cause of this match’s lighting was that this was struck™ is the description
. of the cause ; as we add to the description of the cause we may approach
the point where we can deduce from the descripticn and the laws that an
. effect of the kind described would foliow.
Here we may mention an interesting controversy concerning singular
causal statements. According to some a singular causal statement ‘a
caused b’ entails that there is law to the effect that “all the objects similar
to a are followed by objects similar 1o be” Others maintain that we can
hardly make generalizations like “if you strike a weil-made hard enough,
. then.other conditions being favourable it will iigiht” exceptionless and

we can know singular causal statements to be true without knowing any
. relevent covering law. But if we make the distinction between events and
their cifferent possible descriptions, then we can reconcile those two
views. Since a causal relation holds, there must be a [aw, But there must
not be a law mentioning the two descriptions used in the singular causal

- statement.

\")

Davidson holds that the relation of causality between events can be
expressed by extensional language. But he concedes that for the analysis
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of causal laws the resources Of non-extensional subjective and counter-
factual conditional must be brought in.

The empirically—minded philosophers tend to think that constant
conjunction is alone known through sense—experience and the causal
relation is a kind of regular and constant conjunction.

There are others, however, who hold that a stronger relation is
involved. If an event C is a cause of the event E, then the occurrence of
C depends in some sense on the occurrence of C. Davidson tries to
explain causal dependency in terms of counterfactual dependency.

1. An event e causally dePends on an event ¢ just in case if C had not
occurred, e would not have occurred,

2. An event C is a cause of an event e just in case there is a chain of
events from c to e, each event in this chain being causally dependent
on its predecessor. ‘

It has been pointed out however that counterfactual dependency is
too broad to pin down causal dependency ; in cases of overdetemination
mentioned above it is too narrow. One event may determine another
evént without causally determining it. As Jaegwon Kim Shows, when my
sister gave with her first child | became an uncle. By becoming an
uncle was determined by in sense being dependent on the birth of the
child, but was not a causal effect of it. The two events, however, sustain
the required counter-factual :

If my sister had not given birth at t, | would not have become an
uncle at t. '

Counterfactuals require the talk of possible worlds which are different
from, but which are similar to actual worlds. But the notion of a possible
world having different degrees of similarity to our actual World seems to
be necessary for a clarification of the notion of causal necessity and
nobody has been able to elucidate the exact relation of regularity and

necessity. May be causal necessity has to be postulated as a primitive
idea.



Samkara’s Critique of Vaisesika View on
World-Origination
Raghunath Ghosh

In the Tarkapada chapter of the Bhasya Sari kara has criticised the views
of different philosophers like Vaifesikas, Sarhkhyas, etc. regarding the
cause of the origin of the world and has substantiated the Advaita
position. According to the Advaitins, the universe is originated from a
consious being called Brahman. In other words, the Advaitins believe
in the theory of Erahmakaranate (Brahmakaranatavada), which regards
Brahman as the cause of the universe.

The Vaisesikas believe that the whole universe is originated through
the combination of atoms, but not from any concious principle, Sari kara
has come forward to criticise the view of the Vaidesikas and shown that
the combination of atoms is not at all possible.

This universe is described as having its own parts [Savayava] and
hence it has got its beginning as well as end. Atom is described as the
cause of this universe, and also the effect. Due to the existence of the
desire of God as aided by unseen factors [i.e, merits and demerits] of
an individual, the initial action begins between atoms resulting combina-
tion in them from whnich a dyadic compound is produced. The colour,
etc. in a dyadic compound. In this way, a material object comes into
being.?!

At the time of dissolution the conjunction between atomns needs
initial action just as initial action exists behind the conjunction of threads.
This initial action again needs some cause, without which it is not
poosible. If the effert is regarded as the cause of the initial action in
the atom, it is not pessible at all owing to the absence of the cause
[ie. effort] at the time of dissolution. At that time effort which is
described as cn attribute of atman cannot exist in &tman owing to the
non-existence of body. it cannot be argued that effort can exist in atman
which has got connection with atoms due to its all-pervasiveness. For
effort is produced in atman connected with the mind existing in body.
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" 80, effort cannot be considered as the cause of the initlal action among
the atmos, as body does not exist at the time of dissolution.®

It may be argued that the unseen principle [i.e., merits and demerits]
is the cause of the initial action in atmos. Now, there may arise a question
whether this unseen principle exists in a&tman or in atom through relation
of inherence. The initial action cannot be explained by the unseen factor
existing in either of the two mentioned above, as it is unconscious in
nature. It is a fact that an unconscious object cannot guide others if it
is not guided by a conscious being.?

If it is argued that th& unseen principle exists in an individual soul
and this unseen principle along with the help of this individual soul
can create initial action, it can be said that the individual soul in which
consciousness has not been produced remain unconscious at the time
of dissolution and hence it cannot help unseen factors in respect of

“creating the initial action. Moreover, it fi.,e. unseen factor] cannot be

regarded as the cause of the same, as it is inherent in the individual soul*

It may be argued again that as contact of atoms exists in an individual
soul, the substratum of the unseen factor, the unseen factor is related
to atoms in the indirect relation and hence it can create the initial action
in atoms.

The above mentioned view does not appear to be logically sound.
For all-pervasive individual soul has got connection with atoms and this
connection is mentioned as eternal. Due to its eternity, the initial action
in atoms will be eternal, which leads to the absurdity of dissolution.®

So, the seen as well as unseen factors cannot create initial action,

- which indicates the impossibility of the conjunction of atoms and hence

creation from ihis is not possible.

If it is accepted somehow that there is the conjunction of atoms, the
question may be raised as to whether atom combines with another entirely
or partly. If it is said that an atom combines with ancther entirely,
it will be practically lost in another and the enhanced size will not be
cognlsed. Moreover, it has been found in the empirical world that an
object having parts can be combined with another object that has got
some parts of its own. As atom is described as partless, it can never be
combined with another. If it is said that an atom may be combined
with another part, it will turn into an object having some parts, as the
combination of a part is possible between objects that have got their

~parts. The parts of an atom can not be imagined, as imaginary objects

are unreal. So the conjunction between atoms is not possible resulting
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the non-production of a dyadic compound. In this way total creation
can never come into being.¢ |

The most minute part (of a substance having some parts) which is
not further divisible is, according to the Vaidesikas, atom. This atom
having colour, taste, etc. is of four types. The atom having colour, etc.
becomes the creator of four elements bearing colour etc.and also
material objects according to them.

This view of the Vaidesikas is baseless on account of the factIthat,
as soon as one accepts atom as heaving colour, etc. the eternity and
minuteness of atom is denied. If it is accepted that atom has colour.
etc., it would have to be treated as gross and noneternal having some
cause, It is found in the empirical World that an object having colour
is more gross and non-eternal than its cause, just as cloth is more gross
and non-eternal than its cause, i.e. thread. In the like manner, if the
Vaidegika-view, namely that atoms have colour is taken for granted, it
has to be assumed that atoms have their cause which is more minute
than atoms. From this the greatness and noneternity of atom has to be
accpted which is actually a kind of anistipatti i.e. imposition of the
undesired as pointed out by the Advaltin.”

With the help of these arguments Sarikara has proved that world
cannot be originated through atomic conjunction. Hence Brahman
which is the conscious principle is the cause of the world. In fact,
this characteristic of Brahman is described in Advaita Vedanta as
Tatas\halaksana.

The Advaitins admit that the characteristic feature of Brahman which
is accepted as ultimate Reality in Advaita Vedanta is of two types :
essential characteristic (svarapalaksana) and secondary characteristic
(tatasthalaksana) when it is said that Brahman is Truth, Knowledge and
Infinitude as evidenced from the Sruti—'Satyam jpnanam anantam
Brahma’, it is called essential characteristic feature. The definition,
which though it does not exist as long as the definatum exists can
differentiate it from others (yavallaksyakalamanavasthitative sati
yadvyavartakhtv)’, is  acalled T7atasthalaksana.® The secondary
characteristic of Brahman lies in its being the cause of the origination,
etc. of the universe (jagajjanmadikaranatva). Here, the term ‘cause’
actually denotes the agentness of the universe (jagatkatrtva).® Brahman
which is Truch, etc. cannot be the creator of the Universe. Whén
Brahman becomes associated with Maya or Avidya can create or can be
an agent. Hence Brahman associated with Maya is called Saguna
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_Brahman or iéyara which has got capability of creating this world, whigh

is the Siddhantapaksa of the Advaitins.
Even if it is accepted that the whole world is originated through atomic

c'on‘jyn,ction, there is some logic behind accepting the Advain's
~ standpoint. Because the Advaitin’s must agree that the atomic conjun-

ction is one of the factors of creation. This atomic conjunction, .the
Advaitins may say, cannot be the sole cause of this world uniegs the
existence of some, conscious principle behind it is accepted. If this
conscious principle is accepted as Brahman which is of Suddha mukta,
Nirguna_.‘ or hirupédhika, it cannot also help in conjoining atoms for not
having capacity of being an agent. Hence, Brahman associated with
wya or avidyd,,cah be the creator of this world through the conjunction’
of atoms. The Advaiiins may admit that the conjunction of atom is oge
of the various processes of creation, but this can never be the diréct cause
of creation. The direct cause of this world is only Brahman which is, of
course, /mayaoghina as said earlier. This characteristic feature of
Brahman is formulated by Budarayana himself in his Sutra—4'Janm5dyasya
Yatah'.1°

The refutation of the views of the Vals'esika, Sdmkhya, etc. by
Samkara has opened a vista in the methodslogy of theory- buuldlng In
Indian tradition. The theory which is to be sustantiated ls caged
Brahmakaranatavada. The term ‘Vada' attached to Brahmakaranala clearly
shows that it is an open debate where the opponent’s view is respectfully
and criticaily adjudged and logically refuted. Through mutual dlscussion
Sar kara has arrived at the conclusion that Brahman alone can be. the
cause of the world, but not Pradhana, etc,

Lastly, Biadardyana and San kara have forwarded an argument against

:tha theory of atomism in the s#tra apangrahuchtyantamanapeksa’1‘

which, I think, does not stand in the eyes of logic. Accordmg to this
Satra, the paramanukaranatavada cannot be accepted or rather it should
be ignored as this theory has not been admitted by the Vedic seers as
the.wise. men. Generally a theory is propagated by some scholay, of
some school basing it on some independent logic ; No thgsis is to be
taken as established if it is not substantiated through logic (Ek2kini
Pratijiia hi pratijiiateth sadhayet). According to this principle, the theary
propounded by the Vaisesika philosophers is grounded o_ri some logic,
which may not be accepted by some seers of wise men. From tnis it does
not follow that their view is ignorable. Moreover, the last statement is
contradictory to what the Advaitins have done earlier. The Advaitins
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hdve carefully adjudged the Vais'esika view and critically refuted it.
From this it is proved thatthe Advaitins have taken care of their view
seriously. The whole process of refutation does not confirm the later
statement mentioned above and hence, they are a little bit contradictory in
their position. This statement of the Advaitins, however, may be
supportable if it is taken as an additional independent argument in favour
of not accepting the VaiSesika-position. First, they have developed some
independent arguments against the Vaisesikas and afterwards have added
another argument which ultimately states that the Advaitins do not acccpt
any theory as a vaild oneif it is not acceptod by the Vedic seers.
Though this stand seems to be dogmatic, there is some point in propoga-
ting this for the Advaitins as they believe Srutior agama as an independent
Pramana or as they are mostly Sruti-dependent.
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Reality, World and Man in Vivekananda’s
Neo-Vedantism

Sabujkali Sen (Mitra)

It is not wrong to say thatthe present age is an age of humanism.
Philosophical interest has shifted rightly or wrongly, from God, ma‘tt‘e.r
and science to man. Swami Vivekananda, formally a monk in yellow_
robes, a religious preacher, founder and organiser af a philosophicd
religious movement known as Neo-Vedantism, was also the pioneer of
humanist movement in India. My paperis a humble presentation of
Swami Vivekananda's concept of man—a concept very close to Sar kara-'
charya's Advaita Vedanta, yet different from it. ‘ _

There are three basic inseparable quests of mankind : (1) the nature’
of ultimate reality and its relation to the visible universe and to man’
(theology) : (2) the nature of the universe, the origin and destiny of the’
world (cosmology), and (3) the nature and destiny of man (anthropology).:
In my paper 1| shall try to touch these three aspects and try to describe
what | have understood from Vlvekananda's writings. Vivekananda’
believed that human life is not only a reality, it is the reality directly
accesible to us, and and it is fit and proper that our best effort should go’
into the task of understanding it.

Vivekananda has always claimed to be an advocate of Advaita Vedanta
and never an original thinker, but in the course of his interpretation of
the Vedinta some new elements are intreduccd by him which are en0ugh'.
for one to lay claim to originality. Vivekananda upholds, in contradis-
tinction to the adherents of the Mayavada of Sari kara, the reality of this
Universe. This, however, is only implicitly contained in his thoughté‘:
and not articulately presented in the form of a well-formulated theory.

" So faf as his conception of Reality is concerned, Vivekananda is in
perfect agreement with Sat kora. According to Sari kara the entire universe
is enveloped by Brahman (Sarvat khalvidad Brahman). The Brahman
or -God is said to be one (ekam), undivided (advitiyam), pure knoWledge,:
pure-existence and bliss (Sacchidananda). If this be so, how does this
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phenomenal world which is characterised by chequered multiplicity and
innumerable sufferings come into existence ? According to Sarikara,
the root cause of phenomenal world and of human suffering can be
attributed to our sense of distinction (bheda) between the self and not
self, which in its turn, is produced by ignorance or want of right
knowledge. This ignorance in its cosmic aspect is termed as prakriti or
maya but it is usually called ajnina or avidya in the cases of ordinary
empircial illusion. Under the influerice of avidya, the human self (atman),
which in its final depths identical with the unlimited and infinite Brahman,
appears as limited and finite Jiva. Ajiidna, is the ignorance that makes
the Brahman, who is Absolute undivided and one appear as relalive,
divided and many. Prakrti which is said to be constituted of three
Junas—sattva, rajas and tamas—is used to denote maya, as the material
out of which the universe has been created.

Maya is supposed to function in a double way-—negative and positive.
Its negative function consists in concealing (avarana) the real nature of
an object from our view while its positive function is to distort (Viksepa)
the object and make it appear what it is really not. May2 in its cosmic
act of creation covers up the real nature of Brahman as one, undivided
and bliss and makes it appeer as the phenomenal World characterised by
the distinction between | (asmad) and “‘thou” (yusmad) or the self and
the not self. In the language of Saritkara the whole world of distinction
is superimposed ‘adhyasta’ on the distinctioniess unity of Brahman.

Accaording io Vivekananda, “'There is neither nature, nor God, nor the
universe, only that one Infinite existence, out of which through name
and form all these are manufactured”, (Vivekananda Jnana Yoga, P 301),
it is only due to Maya—the triad of space time and causation—that this
world of things and beings appear to exist. It appears that Vivekananda
believed in pantheism, in an indeterminate, impersonal Being as the only
reality, and took this world of ours merely for a dream, an illusion.
“This world is but a dream and this dream will vanish when one wakes
up and becomes free from Maya"—(Jfiana Yoga P 2€4). In this aspect
there is hardly any difference between the approaches of Sad kara and
Vivekananda. As a matter of fact. there are two aspects of Vivekananda's
philosopy—one is nagative and the other is positive. To describe
Brahman in negative terms is rhe traditional approach. There is a distinct
positive approach of his philosophy in which he emphatically asserts the
reality of the world and the individuals. Negation, according to him, is
simply the first step in the awakening of thought. Thereafter positive aspect
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naturally follows: ‘We have to go through the negation; and then
positive side will begin. We have to give up ignorance and all that is
false ; and then truth will begin to reveal itself to us. When we have
grasped the truth, things which we gave up first will take new shape
and form, will appear to us in a new light, and become deified.”
(Jiiana Yoga P 173).

We have already said that Vivekananda did not formulate a new
philosophical system. It is Sai kara’s Advaita Vedanta that he accepted
and expounded in modern terms and found its widest application in
modern life. So far as the basic ideas are concerned he does not differ
from Sar kara, but there are some differences in his way of presentation
and the emphasis laid by him on its practical aspects. He lived about
twelve centuries after Saii kara under altogether different cireumstances.
He has aligned the spiritual outiook of Sari kara with the modern outicok
upon life and the world, He has explained from the Advaira position
how to spiritualise the modern view and way of life.

Thus contrary to ihe Mayavada of Sarikara, Vivekananda believes that
the world is also real, and not false or illusory. For Vivekananda even
Vedinta does not denounce the world ; rather it preaches deification of
the world. Swamiji quotes the opening verse of /shoponisad, which says

Is’avasyamhidam sarvam, Yatkincit Jagattyam Jagat

Tena tyaktenabhunjitha ma gridha kasyaiddham.
But Vivekananda'’s assertion regarding the relation of the world is not very
solid, as he sometimes wavers between the two conceptions—Brahman
as apparently manifested in the universe (mayavada) and as really
expressed in it. The following statement will support this—'The
Absolute has become the universe by coming through space, time
and causation...Time, space and causation are like the glass through
which the Absolute is seen; and when it is seen on lower sids, It
appears as the universe”—(Complete works of Swami Vivekananda
V. 2. P 130).

Similar expressions are found elsewhere aiso. In one place he
contends that the Absolute has become the universe but in another
place he says that it appears as the universe, This is due perhaps to
two fold loyalties—a strong intellectual attachment with Advaita Vedanta,
so far as the negative description of the reality is concerned, and at
the same time a deep sense of reverence for the Great Master Sri
Ramkrishna, in holding the positive view that this universe is a real
manifestation of Brahman.
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~ Being a Izver of humanity Vivekanada was naturally drawn more to
the compassionate Buddha as person than even to Sarhkara. He united
the spiritual idealism of Sarhkara with the dynamic spirit of the Buddha.
In him we find a delightful combination of Sarrara’s intellect and the
Buddha's heart. He impregnated Hinduism with the ideal of complete
self dedication to the service of humanity.

The Individual :—Just as Buddha's heart cried for the alleviation of
the sufferings of one and all without any distinction of caste and creed,
race or nationallity, age or sex, so did Swami Vivekananda’'s. The national
ideals of India are renunciation and service, a seeker of liberatisn is urged
to render service io humanity as a mode of worship “Atmiano
moksartham Jagaddhitaya Ca”. Swami Vivekananda has emphasized a
two fold application of Veddnta in practical life—(1)} arousing man’s
faith in himself and (2) serving man in the spirit of serving God.

Vivekananda's attitude towards the individual may well bc charac-
terised as one of the greatest humanistic approachcs ever made by phdilo-
sophers. Every individual according to Vivekananda is analysable into
thtee constituents, the bddy, the internal organ, or the mind and what is
called the Atman or the self. But we are faced with the following
questions :

{a) Are the body, mind and soul three different existences ?

(b) Are they different constituents of the one whole ?

(c) Are they three diffeerent states of existence of the same

unit ?

It is simply natural for a Vedantin like Vivekananda to answer the first
and even tha second quastion in the negative. He has elaborately
discussed the position of the Dvaitins, the dualists and also of the
Visistadvatins. (Ibid pp 288-274) and brought out their short-comings. The
dualists’ belief in the two fold realities is not without difficulties, as it
lands into the age —old controversy of the relation between mind and
matier, consciousness and body. Hence the Swami says “’So long as
any one thinks that there are two ultimate realities, he is mistaken, when
he has c..me to know that rhere is but one. he is right”"—(lpid p 276).
Thus he comes to conciude tcat the body, mind and the soul are the
three different states of existence of the same unit.

But here again we find his ideas wavering between the two opposite
views. Very ofted he says that the body and mind are only appearances :
“This Self or Soul or Substance is, in the language of nondualism, the
Brahman appearing to be manifold by the interposition of name and form.
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Look at the waves in the sea. Not one wave is really different from the
sea. but what wakes the wave apparently different? Name and form,
the form of the wave and the name which we give to It, wave ?—
(loid p-274). This is a clear exposition of the pantheistic doctrine
in which the existence of individuals is lost in thé Absolute of
Brahman. h

However, there are other passages which indicate that he intended to
preach a doctrine of realistic Advaita or Neo-vedantism in which itis held
that the world and its individuals are as much real as Brahman. The
body, mind, etc. are simply different states of existence of the same
Brahman. “Everything exists through eternity, and will exist through.
eternity.. Only the movement is in succeeding wave and follows, going
back to five forms, and coming out into gross manifestations. This
involution and evolution is going on through the whole of nature. The
whole series of evolution beginning with the lowest manifestation of life
and reachimg upto the highest, the most perfoct man, must have been
the involution. of something else. The question is the involution of
what ? What was involved in God” ? (lbid p-208). {tis clear from his
writings that when he keeps himself aloof from the Advaita Vedanta,. his
spirit is that of a realistic Advaitin. But the reverence for the Advaita
seems to compel him occasionally to use the Advaitic phrases, and
expressions cause obscurity in his usual position. So if we want to
know his own notions and views on individual, it is better to concentrate
on his statements uttered in moments free from the psychological burden
of the Advaita Vedinta. The following passage of him is a clear
departure from the illusionistic philosophy of the Advaita Vedéanta,

“It, therefore, follows absolutely that the perfect man, the free-man,
the God-man who has gone beyond the laws of nature, and transcended
everything, who has no more to go through this process of evolution,
through birth and death, that man called the christ-man by the christians,
and the ‘Free’ the Yogis—the perfect man who is at one end of the chain
of evolution was involved in the call of the protoplasm, which is at the
other end of the same chain” (1bid p~209.) "It is the cosmic intelligence
which gets involved and manlfests, evolves itself, until it becomes the
perfect man, the Christ-man, the ‘Buddha-man’. Thus it goes back to
its own source” (lbid p-210). Thus every evolute of the universe, be it
bare matter or mind or consciousness, is only the manifestation of the
‘cosmic intelligence’ or Brahman. The emphasis on the ‘christ-man’ or
the ‘Buddhaman’, however, clearly shows that man is the supreme of
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all evolutes. This human body is the greatest body of the universe, and
the human being being the greatest being. Man is the higher than
all angles. Vivekananda cites from Jewish and Mohammedan scriptures
to the effect that God created man after creating the angels and
everything else. He asked the angels to come and salute him, and
all did so except Iblis; so God cursed him and he became a Satan.
Thus Swamiji says, ‘“Behind this allegory is the great truth that
this human birth is the greatest birth we can have” (C. W. V. Vol.
| p-142).

So, according to Vivekananda, it is clear that the individual is not
an illusory being, but a real one, with every constituent, such as body,
mind and soul, being the manifestations of Brahman. But since the
matter was preceeded by life, life by mind or consciousness, the dominance
of the last evolute over the earlier is obvious. But since the story of
evolution is not yet finished, Swamiji believes that it is yet to go back
to its own source. The body and mind are only temporary phases
constituting only the apparent man, but the real man, the reality which
underlies every evolute of the cosmic evolution, or the self is yet to be
realised. Thus Swamiji makes a distinction between the apparent man
and the real man, The apparent man means the super-structure of the
body mind organism and the real man is equivalent to the self or the
Atman. —''The Real man is one and infinite, the omnipresent
spirit. And the apparent man, however great he may be, is only a
reflection of the Real Man, who is bound, The real Man, the spirtt
beyond effect, not bound by time and space, must there be force...,
The apparent man, the reflection is limited by time, space and
causation, and is therefore bound” (Complete Works of Vivekananda,
Vol. Il p-78).

“Here | stand and if | shut my eyes and try to conceive my existence
I’ ‘I* 'V'—what is the idea before me ? The idea of a body, Am | then,
Nothing but a combination of material substances ? The Vedas declare,
‘No’. | am a spirit living in a body will die. but | shall not die—Here |
am in this body; it will fall, but | shall go on living"—(C. W. V.

Vol. | p-78).

Hence, it is the Soul, the Self, or the Atman, which is the real man,
As a matter of fact it is the apparent man who is at present known as
man, and thus is due to our ignorance. The status of man is that of the
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real man who has for the time baing been overshadowed by the
apparent man.

Destiny :

The real nature of status of man is the very destiny for which he has
no other destiny than the realization of his true nature. According to
Vivekananda, the potential divinity of man is the fundamental teaching
of religion irrespective of doctrine or dogma, but without inner purity
this truth does not shine within a person. To realize this divinity is
the goal of human life. According to every theistic religion God is infinite,
eternal. Not only he is the omnipotent, omniscient Ruler of the universe,
He is the all pervading self of the universe underlying every form af
existence. ‘“Be he therefore perfect, even as your Father which isin
the heaven is, perfect, says Jesus Christ’, (Mathew V. 48). What is
imperfect intrinsically can never be perfect. Further, ‘“‘Behold, the
Kingdom of God is within you '—(Luke 17 ; 21). '

Vivekananda preached that the more you recognise your inmost sellé
and your relationship with the Supreme Being, the more you feel
your relationships with your fellow beings, because the sémg
Supreme Bcing dwells in all as the inmost self. With practical
spirilual development love for all grows. You love your neighour a#

yourself. As you recognise your unity with the Supreme Self, You find
yourself in all. o
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Implications of the Life-world

Prabhat Misra

1. Edmund Husserl (1959—1938), the German Philosopher and the father
of Phenomenological philosophy introduced the concept of Life-World)
(Lebenswelt) in his last work, The Crisis of European Sciences and
Transcendental Philcsophy (published in 1954). Life-World simply means
the lived world of human beings. It is not merely the world around us
—it is the world which is lived by us. Or in other words, it is the human
life as encountered by the different issues and events of the world.
In Husserl's exposition it is the world of pre-scientific experience, that s,
man’s Immediate experience of this world without any presupposition of
scientific explanations.

The Life-world is pre-scientific experience, but it is the root out of
which all meaning—contents arise. It is the foundation out of which
abstract theoretic concepts of developed sciences arise. According to
Husserl, this basic foundation has so iong been ignored even by the
philosophers. Gerd Brand rightly claims that it was Husserl, who for
the first time, in the history of philosophy, pin-pointed a problem in
something which upto then had not even been seen because of its
obviousness ; it is so close to us that we overlook it.?

The phenomenoalogical movement of Husserl provided a critical analysis
of the methods and outloock of. modern science. Also Husserl sought
to reconstruct the very foundations of scientific knowledge. So he saw
the crisis of science. He questioned tha very meaining of science in a
philosophical sense. What he sought in his last phase of life is the
human significance of science.

Why is the knowledge of modern science, particularly from Galileo,
to the criticised ? Husserl thought that the mere objsctivism of the
theoretical sciences had so long ignored man’s life-world. The abstract
objectivity or objective truths of the sciences are the products of
abstraction at the level of theoretic reflections. The so-called objective
truths do not take into account their original foundation viz, the pre-
scientific human experience and knowledge. Kant in his first critique
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declared that the .scepticism of Davrd Hume .awakened hrm from _the
dogmatic slumber of pure ratronahsm Husserl In like manner, declared
in his notes on ‘The Crisis’, “Philosophy as a science, as serlous rrgorons,
is a dream from which we have now. awakened.’ 2 With thls quote Rudtger
Bubner remarks rhat according to Husserl, ethical demands must rnstead‘
be made on the sciences, Wthh have resohutely dls'a’\"ed themselves
from the life and interest of human beings.®

Introduclng ‘the concept of Life- world Husserl presented a radlcal
trace- back to the source of all objectrve truths and theory-based
knowledge, which, according to him is nothing but the immediate
experience of concrete life. The world of common pre- screnttflc
experience is to be brought to light for the verification and exammatton
of all conceptual systems of science or phtlosophy ‘ ' |

The Life-world is the world of common pre- screntrfrc expenence of
human berngs By ‘common experrence is meant mans day to-day
experrence By "pre- screntmc is meant unbiased by any objecuve truth,
If we think deeply, we may understand that all the so- -called obJectrve
truths of science and philosophy have really come out of a farther source
—man ‘s day to-day immediate experience. Man's day-to- day |mmed|ate
expenence includes problems and |mmed|ate solutions. So the concept
Life- world generally, implies day-to- day practlcal problems .of human
life.

2. Now keeplng aside all objectivity Husserlsconcept of ere word
naturally is based on individual's i.nmediate experience or pure intuition.
It scems to be merely a subjectrve concept. But this concept, may
necessarily receive its real importance, if philosophical enquiries are
made in regard to the practical problems of human life. That is why
Lu'dwing Landgrebe opines, “The complex of probiems, which is indicated
by the title ‘Life-World" is more or less omnipresent in contemporary
discussions, if not always, under this title. With regard to its relatiors
to the problem of history and historicity, it is not only the often unnoticed
background of all attempts to develop a philosophical anthrOpoIogy,
but also of the methodological discussions with American and German
Sociology as well as of the debates with structuralism and with the
development of a systematic .theory of society. In as much as all of
these are concerned with human behavionr and action, the problem‘ must
be understaad as one of the central problems of practical phllosophy
and its qu=stion concerning the fundamental pnnmple of actlon"‘
So it appears that the concept of Life-world.is not merely asubjectrve
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concept. It may be immediate subjective awareness of individual beings.
But this subjective awareness is not merely pure feeling. The subjective
awareness of man in the world lived by him is the awareness of events
and issues originated from individual’'s contact with his society, state
in a word, the world in which he lives in different times and different
places. This interaction finally gives rise to different doctrines, theories,
methods—both in science and philosophy. Thus the concept of life-
world may ultimately imply the domain of practical problems of human
life. The Life-world is a subjective as well as an objective concept.
The very term ‘Life-World’ signifies that it is both life and world—re’erring
both to subject and object.

3. Husserl's concept of Life-world has far-reaching influence on
other streams of philosophical movement, particularly on contemporary
social philosophical enquiries. Husserl, as the profound propounder of
phenomenological movement ultimately sought the essence of natural
sciences in the Life world. He is, after all, essentialist. But a close
analysis may reveal that the existentialist movement led by Heidegger,
Marcel and Sartre, which is sometimes called phenomenological
existentialism, is influenced indirectly by the concept of Life-world.
It may be said that in the writings of these existentialist thinkers
‘existence’ i.e. human existence has taken the place of Husserlian
‘essence.” The experiencing subject as lived in this world is the ‘essence’
of all sciences and philosophies, according to Husserl. Whereas,
according to the existentialists, the individul subject as it existed in the
word-situation with his choice, faith, dread, freedom, responsibility and
agony is the ‘existence’ which proceds essence.

The concept of Life-world has also influenced hermeneutics, a
contemporary method in philosophy. “Hermeneutics is defined as a
method for decipherings indirect meaning, a reflective practice of
unmasking hidden meaning beneath apparent ones™® The ‘essence’
sought by Hussrel in his Life-world is the hidden meanings which are
being searched and researched by the advocates of hermeneutic method.
In fact Gadamar and Ricoeur, the two great expounders of this method
are basically phenomenologists.

Modern Marxists have discovered new significance of the concept
of Life-world in their socio-political writings. Gerd Brand, Haberman,
Landgrebe, Euro Paci and others are seriously concerned with Husserl’s
Life-World. We shall end this outline referring to a glimpse of thought
of Euro Paci, the noted ltalian Marxist. In his opinion, the western
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civilization has been sufferring from a deeper crigsis. The crisis has arisen
from the capitalist mode of production and that of scientific technology.
This crisis has given rise to alienation. Man has been reduced to- objzct
among objects. To Paci, ““Husserl's ‘Crisis” ahd Marx’s ‘Capital’ are the
beacons of this renewal.” Emphassing on Husserl's concept of Life-World,
Paci asserts that phenomenological subjectivity which embraces the
concept of Life-world is not merely mythological. It includes both
transcendental consciousness and the concrete ‘subject of flesh and
blood ' “‘Subjectivity”, Paci estimates, ‘is the origin of intentional in '
the world, a sense which is, as it were, latently present in the concrete
life-world and merely awaits conscious articulation.” Paci admits that
Husserl paid no attention to the matter of forces of production and
relation of production. But economic need are an integrating element
of everyday experience in the Life-world. And from this point of view,
Hussetl's ‘intentionality’ (by which man consciously comes to contact
with the world) and Marx’'s notion of class-struggle may certainly go
hand in hand.®
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End of Prose

Rama Kundu

The Well-Beloved, Hardy's last novel which was begun earlier, but
finished after Jude, may be considered as a record of certain self-
questionings of a disturbed artist probing his own art. Hardy here
makes certain conjectures, in a mystifying manner ot course, about
the creator-creation relationship, the creator’'s exhausting wrestling with
his mode and the created artefact, which may ultimately end in surrender-
conjectures that seem significant in view of Hardy's “end of prose” that
synchronized with this book.

In a way The Well-Beloved, like Lawrence’s Mr Noon, appears to be
a camouflaged autobiography of an artist. The noveiist's conscious
induction of the autobiographical element conditions the farcical overtone
that disguises the serious undertones, and governs the jerky, hasty,
‘not-so-neat” structure of the narration. Also the incongruous unity
(much like disunity), the serio-comic-ironic relationship of parts to the
whole—features quite unlike Hardy's—recall Mr Noon, a much |ater
novel, which is also a novel about novel-writing showing a re:tless
novelist try:ng to come to terms with his own art. But unlike AMr Noon,
the product of a “‘worrying’’ mind *’badly bruised” by the reader’s reaction
(over The Rainbow and Women in Love) The Well-Beloved does not
give so much as an argument with or address to the reader, which abound
in other Hardy novels, as also in Lawrence’s Mr. Nocn. This is all the
more remarkable in view of the then recent excitement over 7ess and
Jude. Here the novelist appears to have already given up the case with
the reader, and turned inward instead, to settle some scores with himself.
He has at least reached a critical juncture where he is compelled to admit
and examine certain doubts, wories and tensions about his own art
haunting him since some time.

The long series of Hardy's novels, ‘major’ and ’‘minor’, reveals a mind
simultaneously puiled in two directions : the pursuit of an elusive vision
of truth through “unadjusted impressions”, however batfling and contrac-

77



dictory they might-appear ; and a hard wrestling with a conventional form,
the concreteness of a well-knit realistic novel, in order to make it
incorporate and imprison the slipping pattern. The remarkable variety
of critical perspectives on Hardy is partly explained by his extremely
complex awareness of life which he, paradoxically, sought to express in a
simple, organic form. In 1891 the novelist said: “With our widened
knowledge of the universe and its forces, and man’s position therein,
narrative to be artistically convincing, must adjust itself to the new
alignment....””* Hardy was, indeed, over-burdened with an almost
mordernist and honest bafflement at the mystery of ‘life’s little ironies.’
Yet, at the same time, he was also commilted to a realistic presentation
of his vision of the mystery, to a quest for a neat ‘Pattern’ in the carpet
that would project his ‘idiosyncratic’ mode of regard.? This double
predicament and the resultant compulsion of giving a logical, patterned
shape to his unpatterned, “‘unadjusted impressions”® of the logicless
ways of life naturally proved strenuous and frustrating in the long run.
Later novels betray signs of the increasing strain. In Tess, in spite of the
intensity of rhe tale, the realistic framework seems to be creaking under
the pressure of ideas, that are too many and too conflicting. However,
Tess manages to enter the symbolist zone through its rich symbolic and
mythical suggestions. But Jude exposes a tired wiiter ; in spite of being
“geometrically constructed” the plot remains stiff, aimost bending
beneath the weight of ‘impressions; unnecessarily long and dull
dialogue hangs loose, while the flair of Hardy’s usual symbolic texture
fades. These obvious signe of fatigue along with Hardy's expressed
dissatisfaction seem significant. “How Poor and feeble””, Hardy says
about Jude, “what a miserable accomplishment’” it is when | compare it
with that | meant to make it.

Here are utterances that reflect no concern with the reader’s response,
but rather an annoyance with the speaker’s own artistry. And why this
annoyance ? In 7ess Hardy reached the near breakdown point. In Jude
the crash came. In The Well-Beloved came the aftermath ; it is an act
of self-defence of an artist who gives up his art after a long career.

After years of Hardy study, Pinion stressed confidently : “Had Hardy
found time to write fiction merely to please himself he might have
experimented”.® Of course it was a mere guess-work. Neverthless it is
interesting to go through Hardy's comments interspersed in his non-
fictional writinngs and note his supersensitive response to subtle facets
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of experience, both as an observer and as an artist,—a response that
might have indeed resulted into very different kinds of novels, than the
ones he wrote.

How open and receptive Hardy was to ‘impressions’ and contrary
perspectives, is borne out by a note made as early as 1888. “People who
to one’s self are transient singularities are to themselves the permanent
condition......the rest of mankind being to them the singularity”.® Again,
"every echo, pit-pat-and rumble that makes up the general noise has
behind it 8 motive, a prepossession, a hope, a fear, a fixed thought
forward ;: perhaps more—a joy, a sorrow, a love, a revenge”.”

This anticipates the kind of awareness that later produced the ‘psychic
novel’. Another note made some months later, seems remarkable in this
perspective. He wonders if the true scenes of a congregation could be
brought alive into the church what “jostling phantasmagoria” would be
there, “‘crowded like a heap of soap bubbles, infinitely interesting, but each
seeming only his own”.® Similar hints suggest a novelist who could have
been toyng with the idea of other more embracing vislons, which if
projected, would naturally have demanded greater flexibility of form,

After two years Hardy commented on the bearing of realism upon art
which clearly underscored his distrust of narrow realism. ‘Art consists in
so depicting the common events of life as to bring out the features which
illustrate the author's idiosyncratic mode of regard”.? Some four months
later he made another eniry even more striking. “Art is a changing of
the actual proportions of and order of things, so as to bring out more
forcibly than might otherwise be done that feature in them which appeals
most strongly to the idiosyncrasy of the artist......”. He goes on “Artis
a disproportioning—( i.e., distorting, throwiag out of proportion) of
realities, to show more clearly the features that matter in those realities.
Hence realism is not art”.’® Even as early as 1881 he expressed
his liking for a ‘‘realism” conditioned by “imaginative reason'.!!?
A bold statement indeed in the context of the time. These remarks
occur in between The Woodlanders and Tess. After finishing Jude and
taking up 7he Well-Beloved Hardy made two journal-entries worth noting
in January, 1897. One was about a perspective on time. ‘Today has
length, breadth thickness, colour, smell, voice. As soon as it becomes
yesterday it is a thin layer among many layers, without substance, colour,
or articulate sound”.'? In the second, interpretation of the final dictum
of the /on of Plato, Hardy clearly emphasized ‘‘inspiration, not
technicality''.*?
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Such stray ccmments, even casually examined, suggest a broadening
vision which he must have found increasingly difficult to cope with the
‘technicality’ of a rigid form,

In 1888, in ‘The Profitable Reading of Fiction’, Hardy had pointed out :
“the art of writing novels” was ‘“in its youth, if not in its infancy, and
consequently the reader had to be content with "“excellence in parts”
which consisted of ““a regular structure of incidents” a “regular develop-
ment of character’” etc., but, he warned, in such novels the reader might
very well miss the ““essential thing” since then writer's “‘speciality” might
not ba his popular attribute, but it might burk “like a violet in the shade
of the more obvious”. {t is quite possib’e that this should have soma
bearing on his novel too. Around the same iime, Hardy registered his
reaction to Henry Jame's Reverberator in this way: ''The great novels
of the future will certainly not concern themselves with the minutiae of
manners”.** This derives special meaning if examined in the light of
another observation made as early as March, 1886 : ‘'Novel-writing as an
art cannot go backward. Having reached the analytic stage it must
transcend it by going still further in the same direction. Why not by
rendering as visible essences, spectres etc. the abstract thoughts of the
analytic school ?*°

Thus it was rather natural that Hardy should ultimately come to lay
less emphasis on the ‘form’ than the ‘essence’. “Form” was just a
“species or excellence” but could not rank in quality beside truth of
feeling and action, “lIt is rot only evident in his later preference for the
“feeble execution of large ideas” to the high execution of a “feeble
thinker”, but also in an earlier clarification ( Jan. 1886 ) about his own
artistic intention : My art is to intensity the expression of things......so
that the heart and inner meaning is made vividly visible”. This remarkably
corresponds to the view of novel heid by Schopenhauer, with whose
writings Hardy was familiar : “a novel wilf be all the higher and nobler
in kind in direct proportion to how much it presents the inner and how
little the outer life.”

One may cast a glance at Hardy's attitude to painting in this context.
In December, 1886 Hardy noted his disappointment with, the Society of
British Artists in this way: ‘ good technique in abtundance: but ideas
for subjects, lacking”.'® He had also, in along passage, expressed his
dislike for a landscape where “’Nature is played out as a beauty, but not
as a Mystery”, because, 'l don’t want to see the original realities.......1
want to see the deeper reality underlying the scenic, the expression
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of what are sometimes called abstract imaginings. The ‘simply natural is
interesting no longer. The exact truth as to material fact ceases to be of
importance in art—it is a student’s style—the style of a period when the
mind is serene and unawakened to the tragical mysteries of life’,1?

Two months later. Hardy remarked : “The material is not the real—
only the visible, the real being invisible optically”.18

Temperamentally, if not chronologically, Hardy was closer to
“expressionism™”, the ‘‘new movement” as Hoffmann defined it. “Which
aimed at the expression of ideas and emotions...by the representation of
things seen, but with emphasis on their symbolic or emotive character”.1?
“Expressionism” marked a new attitude and a new method, dissatisfied
with an art that merely rendered the appearance of objects, the artisvt
of the new century wanted to penetrate deeper, to include the imagined,
the dreamt, the foreseen. They wanted to “express” themselves. Even
though it is considered to have begun in the first years of this century in
Germany, already by 1890, the avant-grade was ‘‘symbolist”. Thus
Gauguin told young painters to search their own selves instead of looking
too much at their sorroundings. He also disapproved the use of models.
Herwarth Walden, editor of “Der Sturm™ (Yempert) (1910) emphasized
“the expression of a vision” as “the most Important thing”. More than
a decade ago Hardy has busied himself with the problem of exploration-
cum-expression. What he implied. by his frequent expressions on
“impresSions’’ and ‘‘seemings” was not visual impression but rather
open, unbiased emotional and imaginative responses to life. Again,
Hardy's anti-realist impulses could have found cosy accommodation
in the expressionist art which made room for ‘absurdity’ in a deliberate
whus Holfmann : “"The result of this new attitude was a highly subjective
art. Once the laws of realism had been discarded, the artist acquired a
new, almost unlimited freedom. If his pictures were no longer to be a
mirror, of the actual world, the painter could ignore the rules of
perspectives which painters had once struggled to establish in order to
make their works fook more “real”. The proportions could be changed.
Grotesque and even repulsive elements were admitted to induce a shock
in the beholder”.2® As in Hardy's time art of shocking was neither
current nor allowed he had to pay the price. Yet that he had strong
inclinations toward the grotesque is borne out by his own statements
(quoted earlier) as also ably explained by Guerard in his book on Hardy.

Even the expressionist landscapes recali Hardy, Their waving forests ;
heaving mountains, threatening seas seem to imply an extraordinarily
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tempestuous communication with nature, whereas in Hardy's novels
nature emerges too often as an agitated and oppressive background
correlating the fears and sufferings of man.

A particular feature of the movement seems especially relevant in the
context of The Well-Beloved. Hoffman notes the element of self-
dramatisation in expressionism which had given a number of self-portraits
by painters. Jocelyn Pierston. the only artist-hero of Hardy’s novels
may be considered in this light as a remote selfsportrait by the artist.
As in the portraiture of the expressionists the extreme likeness did not
matter so much as the emotional significance and the mood, here, too,
portrayal presses of emotional significance and mood. J. H. Miller, who
brings a fresh approach to Hardy in his Thomas Hardy : Distance and
Desire, notes a process of diminishing distance between the novelist and
his protagonists, which according to him, reached its climax in The We/l-
Beloved. after which continuation of novel writing was no more
possible.?! Miller does not go on, however, to explore the artistic
implications of this climactic point. Even before Hardy reached this
point, Jude told a tale of unfulfilled ambition. But 7he well-Beloved
is essentially and basically a novel about the predicament of an artist
who is seriously occupied with his creative pursuit and its problems.
Pierston comes to project Hardy's own bewilderment, compulsion and
exasperation as a novelist consciously committed to writing realistic
novels while being strongly drawn torwards the various contradictory
faces of life, including the anti-real. Pierston is tossed and torn by a
continuous tension which was also Hardy's own; it was a tension
between “frame” and ‘‘dream”,2? “‘Posts and framework” and the
“essential vision”,?® ‘'shell” and “idea”.?* solid form and inner
escence®® ‘plaster” shape and the ‘“dreams” they translate,?®
“pereminal shapes” and ‘‘ephemeral fancies”.?” Frequent use of words
lie “embodied” ard ‘‘re-embodied” is a significant index ol this problem
which receives an additional emphasis in the body soul dichotomy (The
soul remains young, but is ““encumbered with that withering carcase”,
the body).28 These double dichotomies, viewed in the right perspective,
stress the inacdequacy of the form to hold the content and underscore
the consequent tension. This is precisely the emotional significance and
mood in - this artistic self-portraiture. But, besides this, a cursory glance
brings up obvious likenesses between Pierston and his author. Firstly,
Pierston is a man of odd fancy who retains 'some mysterious ingredient
in nature sucked in from the isle”.?9 Pierston belongs to a particular
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chank: the: istand is to him what Wassex had been to Hardy. Pierston’s
too was a solid specific medium ; and further, the island with its stone
and lancies provided Pieston the artist with his crude material and also
his essential vision, as Wessex did to Hardy. This ess@nce or vision
remains “‘indescribable”?! forlrth ; like Hardy, Pierstoh reiained an
extreme responsiveness to the various “impressions”3? of the vision,
the blessed curse of their nature. Their commitment to their own
respective vision went misunderstood, and therefore, ridiculed or
despised. Pierston is all along painfully aware of a gap between his
vision, and the different specific forms, living or stone, that the vision
has assumed.®® And like Hardy his dissatisfaction grows acute toward
the last stage of his artistic career.

‘After a certain stage, Pierston’s vision continues to assume a
particular form, that of Avice; yet it flits from one Avice to another, all
young, but each different from the other, and all exasperatingly elusive.
Hardy too was chained, by his own choice, over a long period (31 to 57)
to a particular form, which he gave up after prolonged pursuit and
frustration. Here the “absurdity”®¢ of Pierston’s folly comes up.
Pierston feels elated by the fleshless purity of his sudden love for the
dead Dead Avice, yet ironically, he shall stoop to the fleshly incarnation,
the solid, concrete form, not once but twice, before giving up both the
dream and the living incarnation, In a later situation he realizes that
forty years were sufficient for the folly, but dragging it on the sixtieth

was absurd. Is it self-criticism by an artist who himself
nearing sixty ?

was

At the end of the story Pierston is sixty, almost Hard'y own age at
the time, and like him, bidding farewell to mode of creation that had
won for him laurels along with a few thorns. The long pursuit, in each
case, was attended by flecting joys and deep frustrations, as they tried in
vain (at least to they tell) to “cage in the perfume”, to catch the elusive
vision of beauty ror Pierston, of life for Hardy, within the soiid
framework of stone or realistic fiction as the case might be.

Orce Pierston stresses the toughness or his work on solid stone and
yearns for the abstraction allowed to the poet : “For a poet it is definable.
But | should put it in marble”.?® One recalls similar observation by
Hardy along with Mrs. Hardy’s comment: ""He had mostly aimed at
keeping his narrative as near to poetry in their subject as the conditions
would allow, and had often regretted. Those conditions would not let
him keep nearer still,”®*®

83



Although later novelists and novel critics. like V. Woolf and Rergy
Lubbock had come to adopt a different view and found fiction to be a
most flexible and elastic genre, Hardy would rather have shared Cook’s
view that a novelist’s obligation was to make as well as express his
world.*” Hardy accepted that “‘a story should be an organism™ and a
novelist was ‘‘a conscious technician who cannot escape the exercise
of art in telling a tale.” But he had his moments of despair and fatigue :
“To me, at least the difficulties of perfect presentatlon in both these
kinds (from and substauce appear of such magnitude.” Again like Hardy.
Pierston too is interested in the essence.

Although he has worked to ““express”” a ““fraction’ of his vision in
“durable shape”, at the end ‘“sheer beauty of form™ ceases to interest
him.®® And even twenty years earlier, he has his flesh of illumination
when he knows that the form minus the essence, means nothing. Mrs
Pine Avon’ after the desertion of the ‘dream’ “seemed to grow material,
a supefrficies of flesh and bone merely, a person of lines and surfaces ;
she was a language in living dypher no more". '

Again, as Hardy kept himself open to his numerous '‘impressions”,
so Pierston waits anxiously for the ‘‘many internations” of the eluding
beloved. This has been defined as an idiosyncrasy’ of the sculptor and
we know of Hardy's very special use of the word in his personal writings.
Pierston’s friend Somers criticizes this idiosyncrasy as fickleness. But
Pierston’s self-defence in the context expresses tha artist's bewilderment
and frustration as he feils to get a “firm hold” on his vision. ""When |
grapple with the reality”* he says “she is no longer in it.”*°® And naturaily
his artistic effort at creating images of his vision "’had resulted in failures’.
He knows that all his images of beauty are ‘failures”.*® Pierston’s
idiosyncrasy does not allow him any repose either, until his surrender at
the end. True, a common theme in Hardv is the interdestructive relation-
ship of time and love. Which often resolves itself in an acknowledgment
of the necessity of withdrawal (e.g. 4 Laodicean, Two on a Tower). But
here the final withdrawal is prompted by other and more disturbing
artistic reasons. [ Neither is it to be hung upon public reputation. Like
Hardy at the time, Pierston too despises public opinion, and believes that
the artist’s ‘inherent bias’ remained undisturbed by public reception. ]
Pierston’s frustration is due to his aspiration for the perfect form, the
adequate incarnation of the vision which he fails to possess personally or
achieve artistically. Towards the end, as “white and cadaverous
countenances of his studies’” sneer at him. Pierston’s self-criticism is bitter
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with boredom and dissatisfaction But the sense of failure has crept in
even earlier. Aithough he has bsen able to mould and chisel forms “'living
enough”, he mentions them as “all my venus failures”. presented
““deplorably”—the artist's unconcealed frustration as he grapples with the
solid form, while the viston eludes. Even as a successful young man he
has the fleeting realisation of “all as vanity”. At the end Pierston locks
back to his works over the years as “those failures”, as ‘’'so many beautifuf .
forms without the essence’. This last review of his own career finally
convinces the artist-of the inadequacy of the former shapes his vision had
taken, and he had idealized. Withdrawal remains the inevitable only
course, as the recogniticn unmistakably crept in—the recognition of an
inability to achieve and communicate something that is crucial to his
artistic fulfiilment. And he thinks in sadness: ‘““Nobody would ever
know the truth about him ; what it was he had sought that had so eluded,
tantalized and escaped him"”. The yearning for release from the frustrating
compulsion grows strong. “He desired to put an end to his bondage™.*?
There are striking parallels between the nature and course of the two
pursuits. The novel essentially is preocupied with an exploration of an
artistic predicament which was very like the novelist's own. Apparently, -
under the veneer of a aquaint romance, the novel carries a subtle confession '
by the author. Hardy's letter te Swinburne which explained 7he We//-
Beloved as a “fanciful exhibition of the artistic nature’’ also mentiohed
the novel with a tenderness that displayed special emotional ihvolvemeht :
“my fantastic little tale”. But since the identification was conscious,
it had also resulted in an opposite pull, a deliberate self-distancing by
means of an ironic-comic narrative posture, occasinally touching the
frivolity of a Joyce-like ‘self-parodist’. Pierston’s  artistic obsession
thus assumed the comicality of a “palpitating sheep”. At the same time,
however, Hardy does not fail to stress the withering effect of this
obsession. The mathematical break-up of the ‘contents’ [ ‘Young man
of twenty’ ‘Young man of forty’, ‘Young man of Sixty’] indicates an
unsureness that is surprising for a nature writer with approximately
twenty-seven years of novel-writing. The Well-Beloved seems to be a
"broken pattern worked out by a tired author, who was nevertheless able
to put across the idea of an incurable obsession on part of the prota-
gonist, - i.e., the artist's compulsive obsession with a certain vision which
he vainly tries to grasp in the solidity of his material and In the reality
of his personal life. In Pierston’s case, his personal life is but a further
shadow of the original artistig aspiration.



In this novel we find the novelist encountering his own creative self
which Jocelyn projects just as Mr. Noon projects Lawrence, of course
mote exuberantly and optimistically. Hardy's defensively mystifying
definition of the work as a ‘“‘delicate phantasy” or ‘““fanciful exhibition
of a delicate dream’™ may have led critics to consider it lightly, as a
“diversion written in the interval between two serious novels, an excursion
into fantasy”"*? But Hardy had also claimed or justified this novel as an
“experimental work” whose interest was “subjective” and ‘‘frankly
imaginative”, not striving after “'verisimilitude”. Written at a time when
Hardy had already decided to give up novel-writing, and could therefore
write freely, the novel may well be considered “an example”, as Pinion
observes, “of what he was prepared to do and what the could do, given
the time”. Pinion stresses further : .. Although he had to resign himself
to ‘novel-writing as a trade’ he had his own ideas about the novel which
he, being a serial writer could not freely experiment.” Pinion does not
go deeper into the problem ; neverihless, he points out a significant fact
when he shows how Hardy “was nearing the end of his patience’ even
before Jude was begun. As Hardy’s awareness of the inconceivable
multifacetedness of reality had been broadening over the years,
compulsions of the realistic novel form were consequently getting more
and more inconvenient, compulsions which Hardy accepted in practice,
yet industinctively kicked against.

Hardy had tried to reconcile the needs of the good form with his own
essential commitment to truthfuiness. Naturally he could not evade the
awareness that important areas of his perception lay untouched by the
good form. This probably worked behind his increasing dependence on
symbols and growing interest in anti-realism.  In 1907, four years, after
The Weli-beloved, Hardy says: “My own interest lies largely in non-
rationalistic subjects, since non-rationality seems to be the principle of
the universe.”*® How could one describe the manifestation of this
principle in geometrically constructed, perfectly patterned form, with
architectural solidity and specificity ? In this context one may recall
Hardy's definition of Hartmann's philosophy which he had found
attractive : “a counsciousness always striving to express itself and always
baffled and blundering.”** This leads to the crux of Hardy's own serious
artistic problem,—the problem of expressing the ilogical turmoil of life
(of which he was getting more and more convinced) in the logicality
of the perfect form, and the resulting bafflement. Pierston’s predicament
is, in a sense, a concretization of this problem of the artist, and its
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- attendant tension frusetration, fatigue. It is quite possible that the tired

novelist was looking for a resting place, and the exotic marblestrewn,
sea-kissed undulation invited the tired mind to relax itsealf, and the
'‘phantasy’ was ‘born’. But.serious p:eoccupations, gnawing at the artists
consciousness all the while, could not be suppressed. The agony, mide
lighter and beautified through the medium of phantasy, showed its tips
in the agony of Pierston though projected with the deliberate dlstancmg
-effect of a comic-ironic narration. ’ .

Indeed, “‘the complexities and anxieties of creative consciousness”
and the “plurality of world-views” (David Lodge, ‘Int.oduction’, The
Novel Today) which came up later to characterize the modernist novel,
were already seen in Hardy. Part of Hardy's crushing richness was due
to the baffling multiplicity of his perspectives which later gave rise to
the ‘multivalent’ novel. Even authorial intrusiveness that is supposed
to indicate a single unambivalent narrative stance, is in Hardy's case aa
index of shifting perspectives that merge to create philosbphical and
artistic confusion. But, as G. Graff points out i the article “The Myth
of the Post-modernist Breakthrough™, non-conformity was difficult at the
time : ”Thrbdghdut the nineteenth-century, ...artistic deflance of received
traditions and conventions . possessed a significance which can scarcely
be duplicated by similar gestures today.”*® The other aIternatWe Was
surrender. The Well-Beloved registered this act of surrender. " 1t was
born out of the novelist's realization of the inadequacy of his form, hls
feeling of overpowering constraint under a restrictive form, his “sense
of difficulty at striking a balance between plot, structure; coherence
on the one hand, and the indirection of human life on the other. That
Hardy, in his later years, was not at ease with this mode, is - noted by
Allen (The English Novel) who stresses “failures in the manangemem ‘of
his plots”, especially in Jude. Allen also noted that ‘the “failure was
almost inescapable” since Hardy had no adequate 'myth to body forth
his view. Significantly it was in Jude that for the first time Hardy cast
aside traditional life, and wrote a diffetent story, a tragedy of unfulfilled
aims. Pierston’s too is a story of unfultilled aims—this time frankly of
the unfuifilled aims of an artist.

~ln.a way The Wel!-Beloved teveals the novelist in the act of-scrutinising
his own house and detecting the rot as Graham Greene did in his
autobiographical sketch ‘A sort .of Life’.*® The decision of demolition
was confirmed as result. The Well-Beloved gives no apocalypticending
_in death in the Kermodean sense (The Sense of an Ending), as we find



in other Hardy novels. Yet, in a finer sense it is apocalyptic, as it

exhibits the self-extinction of the artistic self. Naturally, it is in this
tragicomedy that Pinion detects ““the deepest note of sadness.” When
the release comes at last Pierston is thankful. Yet the artist wistfully
remembers his deserted studies and the oblivious past. And the last
sentence of the novel sounds like a half-sericus obituary, betraying
yearning for a road that has been left behind for ever. Here is an example
of a failure which Hardy would have termed as failure greater than
success.*’

Notes :

1. ‘The Science of Fiction’, Thomas Hardy's Personal Writings, ed. 4,

Oral, Macmillan, p. 135.

Quoted by F. E. Hardy, The Life Thomas Hardy, 1970,

p. 225.

Preface to Poems of the Past and the Present.

Ibid 2, p. 272.

Pinion, F. B., A. Hardy Companion, Macmillan, 1986, p. 146.

Ibid 2, p. 206.

Ibid.

Ibid 2, pp. 210-11.

1bid 2, p. 225.

10. /bid 2, pp. 228-29.

11. 1bid 2, p. 147.

12. /bid 2, p. 285.

13. Ibid.

14, /bid 2, p. 211.

15. Ibid 2, p. 177.

16. /bid 2, p. 184.

17. [1bid 2, p. 185.

18. Ibid 2, p. 186.

19. Hoffman, E., Expressionism, Methuen & Co., 1956, p. b.

20. [bid 19, p. 6.

21. Miller, J. H., Thomas Hardy ; Distance and Desire, Harverd University
Press, 1970, pp. 215-16.

22. T. Hardy, The Well-Beloved, Macmillan, 1952, p. 90.

23. /bid 22, p. 91.

24. Ibid 22, p. 7.

g

©ENOHE®



52. /bid 22, p. b1.

26. /bid.

27. Ibid 22, p. 5b.

28. Ibid 22, p. 176.

29. Ibid 22, p. 48.

30. /bid 22, p. 36.

31. Ibid 22, p. 11.

32. /bid 22, pp. 155-56.

33. [/bid 22, p. 10.

34. Ibid 22, p. 75.

35. /bid 22, p. 32.

36. /bid 2, p. 291.

37. Cook, A., The Meaning of Fiction, Detriot Wayne State University
Press, 1960, p. 241.

38, /bid 22, p. 210.

39. /bid 22, p. 52.

40. Jbid 22, p. AA.

A1. Jbid 22, p. 202.

42. Pinion, F. B., A Hardy Companion, p. 145.

A3. Ibid 2, p. 309.

44. Archer, W., Real Conversations, Heinemann, p. 1904.

45. The Novel Today, edited by M. Bradbury. »

46. "The writer ...knowing the unreality of his work shouts to keep his
courage up. There gre faults in his work which he alone detects;
...like a skilled intuitive builder he can sniff out the dry rot in the
beams. How seldom has he the courage to dismantle the whale
house and start again.”” Greene, G., A Sort of Life, Penguin Books,
1972, p. 156.

A7, Jbid 2, pp. 334-35.

12 89



Thomas Hardy as a War-Poet

Mohit K. Roy

War is not a life : it is a situation......

Better known as a novelist than as a poet Hardy is, nevertheless a war-
poet as well of great significance. Hardy is certainly not a war-poet in
the sense Owen is a war-poet, because Hardy never fought in a war.
Rupert Brooke, Julian Grenfell, Francis Ledwidge, Siegfried Sassoon,
Wilfred Owen et &/ are warrior-poets. Yet Hardy's attitude to war as
evinced in his war-poems has a striking affinity with the attitude of the
soldier-poets. In fact, it will not be an exaggeration to say that with a
remarkable prescience Hardy had anticipated the sentiments of the
soldier-poets and appropriated them in his war-poems. Hardy’s attitude
to war is all the more interesting because it is congruent with his traglc
vision that saw man as living and loving, labouring and perishing against
the background of some inscrutable and inexorable forces. Its significance
also lies in the fact that it is so different from the current sentimental
attitude to war—an attitude that we find in the poems of Tennyson and
Rupert Brooke—a kind of romantic conception of the soldier as a knight-
errant, and glorification of war as an occasion for demonstrating patriotic
feelings and self-sacrifice. Hardy does not deny that patriotism is a nobie
sentiment ; he would only widen the idea of patriotism to cover  the
entire world. Again, Hardy has also the highest regard for the endurance
and fortitude of a soldier who willingly suffers for the sake of his
‘country’. But with a profound humanitarian outlook, moving compassion
and fine perception Hardy sees a soldier not just as a soldier but as a
man and prizes the warmth of human relationship as something supremely
valuable. ' am happy to say that not a single one is Jingo or Imperial”,
Hardy remarked about his war-poems.

The war-poems of Hardy which constitute only a smajl part of his
total oeuvres can be broadly divided into two groups related as they are
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to the second Boer War (1899 -1902) and the first World War (1914—
1918). The Dynasts (1903—1908) is also concerned with war, with
Napoleon as the central figure. But there is a difference—and a vital
one—between The Dynasts and other war-poems. While Hardy actually
lived through the Boer War and the first Wor.d War, in The Dynasts he
only imaginatively recreates a historical situation of the past. But there
are many passages in this great epic-drama which foreshadow Hardy's
attitude to war reflected in the war-poems written on the occasions of
the second Boer War and the first World War.

Wilfred- Owen, the most celebrated war-post of the twentieth century,
who died on 4 November 1918 wrote about his poems in an unfinished
Preface :

This book is not concerned with Poetry.

The subject of it is War and the Pity of War

The Poetry is in the pity,

Owen's avowed position harks back to one of Hardy's poems, “The
Pity of It” composed in February 1915 and published in April 1915. In
this poem Hardy contends that the common soldiers are just puppets of
sinister war mongers comprising ‘possibly a group of oligarchs and
munition makers, Like Owen Hardy was also horrified at the senseless
" slaughter of war. The soldiers, whether German or British, have no real
enmity between them, The thematic affinity between “The Pity of It”
and Owen's ““Strange Meeting” ( “Whatever hope was yours/Was my life
also” ) is unmistakable. Hardy, in fact, goes to the extent of asserting
that the Germans and the English are “kin folk kin tongued”. The poem
ends with a terrible curse imprecated on the war-lords :

“Whosoever they be
At root and bottom of this, who flung this flame
Between kin folk and kin tongued even as are we,

‘Sinister, ugly, lurld, be their fame :
May their families grow to shun their name,
And their brood perish everlastingly”.

The raciél homogeneity between the Germans and the English is also the
theme of his poem, "England to Germany in 1914” where Hardy appesls
to the German war-lords by pointing out that the Germans and the English
are from the same racial extraction. Moreover, he also reminds them
that the English have always admired the German landscape : ‘
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We have loved your burgs, your pines’ green moan
Fair Rhine-stream, and its storied towers ;

Your shining souls of deathless dowers

Have won us as they were our own ;

The complex feeling of compassionate regret and unequivocal protest
that characterizes Hardy’s poems associated with the first World War can
be distinctly discerned in the earlier cluster of poems occasioned by the
second Boer War declared in October 1899 as a reaction to Paul Krieger's
ultimatum. It may be recalled in this connection that Paul Krieger, son of
a Boer farmer came to be recognised by 1883 as the top man in South
African Republic and he was elected President. Krieger dreamed of a
Boer Empire. But his vision was matched and counter-acted by Cecil
Rhodes, an Englishman and the son of a country clergyman who went
to South Africa, became fabulously rich and believed passionately in
the idea of British imperialism. Rhodes dreamed of British infiuence
from “Cape to Cairo”. The British Empire at war with small republics
in South Africa clearly laid bare Britain’s imperialistic designs. As the
troops began to leave for South Africa from Southampton Hardy
records his feelings in “Embarcation”, Like Marlow in Feart of Darkness
Hardy draws historical parallels and associates Southampton with three
wars of imperial conquests. He parallels the South African war with
Roman and Saxon conquests and wonders why nobody questions the
war: “None dubious of the cause, none murmuring”. Hardy could
clearly see through the mask of patriotism and feit distressed at the
misery of the commonfolk on account of the diabolical greed and
scramble for power of a few war-lords. He also regrets lhat even in a
‘civilized’ age people could "argue in the selfsame bloody mode”, Is
civilization only a superstructure, and man basically a savage ?

In keeping with his general world-view Hardy thinks of inter-
nationalism as the only possible solution to the problems that give rise
to war. In a letter to Galsworthy Hardy wrote : "‘The exchange of
international thought is the only possible solution for the world”. In
“Departure” Hardy wonders why patriotism cannot transcend its
parochialism and “include earth and seas”. In 1917 Hardy wrote that
“nothing effectual will be accomplished in the cause of Peace tili the
sentiment of Patriotism be freed from the narrow meaning attaching
to it...and be extended to the whole globe™.

In a tone of pity distilled of war Hardy points out that the common
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soldiers are mere “’puppets in a playing hand” and asks in a tone of
violent bitterness :

When shall the saner softer polities

Whereof we dream, have sway in each proud land
And patriotism, grown Godiike, scorn to stznd
Bondslave to realms, but circle earth and seas ?

The idea of internationalism is also echoed in a later poem ‘‘His Country”
where it dawns on the persona that his country is not confined to any
particular region, He muses :

“What {s there to bound
My denizenship ? It seems | heve found
Its scope to be world-wide.”

In “The Colonel’'s Soliloquy” the colonel, a professional soldier, realizes,
rather late in the day, the folly of wer. The undertone of disillusionment
that marks the poem actually emanates from Hardy's iife-long concern
and solicitude for the ordinary mortals, the commonfolk. Instead of
glorifying war he focusses on the damages done by war to the warm
human relationships and tender domestic sentiments. In “'The Going
to the Battery” it is the wife’s lament and the pathos of departure that
bring the band music and pealing of bells into an ironical relationship
with the situation, The illusory jubilation is completely undercut by real
sorrow. In “A Wife in London” Hardy highlights how the dreams of a
young couple are ruthiessly shattered by wer. In this poem which is
ironically structured, first comes the “flashed news” of the husband’s
death in war away from home in a foreign land ; and next day arrives
the letter—obviously posted long before the casualty—in which be
writes at length about his plans for the future. The letter only adds
poignaney to the agony of the girl already widowed by war at the prime
of her ‘youth. in “The Souls of the Slain” Hardy provides a realistic
perspective to the poem in which the dead soldiers realize that the glotry
of war is only an illusion, and, caught in a mood of nostalgia they wonder
what their wives would probably live by :

“And our wives ? quoth another reslynedly,
*Dwaell they on our deeds ?""

—~Deeds of home ; that live yet

Fresh as naw—deeds of fondness or fret;
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And their mothers also would not prize their military valour, but

“...muse sadly and murmur
Your doings as boys—
Of your babyhood’s innocent days.

Slgnificantly, ~‘Song of the Soldiers’ Wives and Sweethearts” captures
the mood of jubilation of the wives and the sweethearts as the soldiers
return home, but maintains a meaningful silence about their heroism

or glory.

War blights possibilities. It uproots ‘“by the night-gun’s stroke/Of
what the Yester noonshine brought to flower”, Hardy says in “In Time of
Wars and Tumults”. In “Cry of the Homeless” the people rendered
homeless after the Prussian invasion of Belgium, curse the Conqueror :

‘May thy love be slighted, blighted.

And forsaken,” be it said

By thy victims,

‘And thy children beg their bread "
But then comes the “richer malediction” :

“Nay : a richer malediction |—

Rathet let this thing befall

In time's hurling and unfurling

On the night when comes thy cait;

That compassion dew thy pillow

And bedrench thy senses all

For thy victims,

Till death dark thee with his pall.”

Modern warfare is different from earlier warfares of days of chivalry
when warriors strictly followed the code of honour. But, now, in any
war, honour is the first casualty, and as a natural consequence, innocent
civilians and children are mercilessly slaughtered. By 1914 war in the
air and under the water had developed enormously. Old weapons were
either drastically modified or replac :d by newer and more sophisticated
ones. The weapons became more and more deadly and diabolical. In
the first World War gas, artificial fog, liquid fire and tanks were brought
into operation. Modern warfare reminds Hardy of Herod's killing of
children :

Herod breathes : ‘'Sly slaughter

Shall rule I Let us by modes once celled accurst,

Qverhead. under water,

Stab first"'.
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When the armistice was signed at last on 11 November 1918 Hardy, then
78, wrote a poem, “And There was a Great Calm”“. The poem is
remarkable as an expression of Hardy's bitter hatred of war and the stark
realism in which that hatred is verbalized. The evil of war has ‘‘a brute-
like blindness™ about it and Hardy sees the period of the first World War
as “the four years’ dance/ Of Death”. The poem ends on the question
raised by the Spirit of Pity: Why the War “had to be”’. It is only a few
power-hungry war-mongers who incite the commonmen, drag the simple,
peaceful men into war, uproot them from their sweet domestic environ-
ments and slaughter innocent civilians including women and children ;
even the animals are not spared. The colossal waste of life and love is
the gift of war { ‘

Itis true that Hardy never fought in a war. But there is hardly any
aspect of war that escaped his notice and contempiation. The soldier-
poets in the battiefield only realizad the profound truth of Hardy’s
perceptive and prophetic utterances. In a way the soldler-poets
practically carried on, with courage and conviction, the war on War

so powerfully waged by Hardy even before the first World War had
broken out.



Anticipation of certain themes of Shakespeare’s later

drama in his Venus and Adonis and The Rape of Lucrece

Akram Hossain

In April, 1593, Venus and Adonis was entered in the Stationers” Register,
and a year-later, The Rape of Lucrece appeared with a signed dedicatory
epistle to the Earl of Southamton. The years 1591-4 were marked by
frequent outbreaks of bubonic plague and this, along with civic
disorders, such as agitation against the alien artisans in London, resulted
in the closure of the theatres from the summer of 1692 intermittently for

nearly two years. And there is no reason to doubt that these were the
reasons which led Shakespeare to turn to poetry.

Both poems—Venus and Adonjs and Lucrece were much admited in
Shakespeare's life-time. The former was reprinted eight times and the
latter went through eight editions : while in the same period his Romeo
and Juliet (one of his most popular plays) passed only twice through
the press. The immense popularity of these two poems assumed the
status of the foci of references in many a contemporary writing.

But in the critical recepiion accorded to Venus end Adonis and
Lucrece, there is a great lacunae. Of the dozens of references to the
seeds in the poems to burgeon in Shakespeare’s later drama, most are
made passim. However, taking clues and cues from the editors’ annota-
tions and the critics’ commentaries we would like to show how the two
poems foreshadow certain themes or look forward to the ‘spiritual
landscape’? of Shakespeare’s later drama.

Man shared his appetitive soul with lower animals—its concupiscible
impulse drove him towards objects. To Shakespeare the worst sin that
has ever appalled and chagrined him is lust which destroys the infinitude
of the spirit and the image of God in man. Concupiscence or the desire
of the flesh Is one of those externals, which must not be allowed to rule
ovar the inner spirit. The flesh is almost overpoweringly present in
Venus and Adonis. Adonis is about to go hunting when Venus begins
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without delay to woo him. She ties up his horse, pushes him down into
the grass and tucks him under her arm. She pants, sweatsand pulls
Adonis down on top of her, battens on him. But Adonis remains
insensible to all the caresses, blandishments, sophistries of the transcen-
dent beauty ; ‘She red and hot as coals of glowing fire,/He red for shame,
but frosty in desire’. To Venus’ last solicitation : ‘Be prodigal’, Adonis
gives the self-righteous answer :

| hate not love, but your device in love

Leve comforteth like sunshine after rain,

But lust’s effect is tempest after sun ;

Love’s gentle spring doth always fresh remain,
Lust’s winter comes ers summer half be done ;
Love surfeits nat, lust like a glutton dies,

Lovae is all truth, lust full of forged lies, 1

(1789. 799—-804)

Lucrece is an example of ‘lustin action’. The beauty of Lucrece that
Tarquin sees with his own eyes fires his Sex passions and spurs him on.
Lucrece implores, Tarquin by what was dear to him before he became
passion’s slave by the honour of knignthood, by friendship, holy human
law, common loyalty, sacred hospitality, and human pity. But all her
pleadings are of no avail. Tarquin gives in to his concupiscible intemp
erance, he gags his struggling victim. Lucrece kills herself.

Shakespeare further treats the theme of lust in A/l's Well That Ends
Well, Troilus and Cressida, Measure for Measure, King Lear. Bertram
(in All's Well) is randy. Helena, his virtuous wife is ‘left feeling
prostituted®. Isabella (in Measure For Measure) tastes 'rancid’ Cressida
is one of the “sluttish spoils of opportunity,/And daughters of the game”
(IV. V. 62). Regan and Goneril (in King Kear ) are open rivals for the

love of Edmund to slake their lust. We shall not pursue the matter here
for there is already a great deal of writing on it.

The invitation to marty, to procreate is a Renaissance topos. In
Venus and Adonis Venus exhorts the boy not to keep his splendid beauty
to himself but to use his power to procreate his kind. Venus pleads :

Torches are made to light, jewels to wear
Dainties to taste, frash beauty for the use,
Herbs for their smell, and sappy plants to bear,
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Things growing to themselves are growth’s abuse.
Seeds spring from seeds, and beauty breedeth beauty ;
Thou wast begot, to get it is thy duty,

By law of nature thou art bound to breed,

That thine may live when thou thyself art dead :
And so in spite of thou bbst survive,

In that thy likene s still is left alive’",

(11 163—168, 171—174)

Venus warms him not to play Narcissus who ‘died to kiss his shadow in
the brook’. (11 161—2).

This theme of self-destructive self-love or the Narcissus image has
recurred again- and agdain in Shakespeare’s [ater drama. We have an
earlier referenc> to it in Romeo and Juliet. Romeo and Benvolio
converse on the same theme concerning Rosaline~'0, she is rich
in beauty; only poor/That, when she dies, with beauty dies her
store’ (1. 11. 13-14). Rosaline ‘hath sworn that she will still live
chaste’. This alarms Romeo for ‘in that sparing’ she ‘makes huge
waste’. However the theme does not recaive any further treatment in
the play. The trajectory of Romeu’s career follows a d.fferent course.
One nctorious self-styled reprobate Parolles in A/l's well urges upon
Helena to forsake virginity : ‘Virginity by being once lost may be ten
times found ; by being ever kept, it is ever lost...virginity murders itself,
and should be buried in highways, out of ali sanctified limit, as a
desperate offendress against nature.. Besides, virginity is peevish, proud.
idle, made of self-love, which is the most inhibited sin in the canon,
Keep it not; ...Out with it"...(1.i 122-23, 132-142) This theme too in
Afl's well does not develop and Helena does not keep her vow ‘to die
a Virgin (1.i.126).

But in Twelfth Night. dramatic possibilities of Narcissism have been
explored. Viola in male attire rebukes Olivia for withholding her beauty
from the world in self-indulgent isolaiion : ‘Tis beauty truly blent, whose
red and white/Nature’s own sweet and cunning hand laid on./Lady,
you are the cruellest, she alive/If you will lead these graces to the grave,/
And leave the world no copy.” (1.V. 223-27) This gives sudden twist
and jolt to Olivia's preconceived ideas. She begins to appreciate the
nuances of love. She comes out of her cloister. Orsino too comes to
realise that his love is narcissistic, ‘love in potentia’, love at safe distance.

28




Thus the avowal of Jove and the desire to love and to be loved give rise
to a series of dramatic situations.

Narcissim in another different form manifests itself in Macbeth. On
the mora primary level of narcissim, Macbeth wants to make himself,
his domain and dominion coeval and coextensive. This sort of self-love
which destroys man can bs explained in Augustine and Freudian
terms. St. Augustine believed that inordinate self-love, the soul's to be
omnipotent, to be everything ultimately results in and is born of
amptinass, of nothingness.

9 Venus gives us enough suggestion about the role of mothers as
world-creatix. Even a good mother can ruin her son as a bad mother.
might inspire demented passions in him and she can also cause
imbalance in his sexual bahaviour. Venus upbraids Adonis :

Art thou a woman's son and canst not feel
What ‘tis to love, how want of tove tormente'h ?
O had thy mother borne so hard a mind,
She had not brought forth thee, but died unkind,
(11 201-204)

Venus is supposed to mean that it is for the lack of motherly care, love
and nurture in the proper way that Adonis has become ‘obdurate, flinty,
hard as steel’, a simulacrum of a man but ‘of no woman bred’ (1 215),
Psyehologically speaking a man's ‘first erotic relationship’ is with his
mother. Freud argues in On Narcissim that a child initially experiences
his mother and her nourishment as a virtual extension of himself. In
infancy both the mother and the child experience a sense of symbiotic
union, and that sense continues in a child’s early development, as his
possession of his mother and her love becomes an objectification of his
most idealised vision of himself, Eventually, with his father both an
obstacle and a support, a boy surrenders much of his narcissism and
learns to transfer his erotic feelings from himself and his other motner
to other women. But a man’s image of his mother is never lost, and in
his deepest and most complete sexual relationship, his eariy sense of
wnion with his.mother, “the primal condition in which object-libido and
ego-fibido cannat be distinguished”, remains the model of sexual ecstasy
and e source of his most passionate as well as most exalted feelings.®?
Fhis oedipai complax is tumned into oedipal family dynamics in
Shakespeare's later drama. Hamlet can be called a textbook case of
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‘Oedipal conflict’. The genesis of Hamlet's sexs=nausea may be traced
to his feeling of revulsion against the adulterous marriage, the ‘Overhasty
marriage’ of his mother with the murderer himself. OPhelia coaxes
him into tender feelings but Hamlet recoils with repulsion : ‘I could
accuse me of such things that it were better my mother had not borne
me’. (i11i. 123-24). This recoil from all sorts of sexuality is caused by
his cognizance of his mother's sexuality ‘which destroys Hamlet's
infantile image of hls parents as parents and his image of himself as an
innocent child. And he copes with the disgust as an Oedipal child
would, by splitting his image of Gertrude (his mother as his first sexual
love and the continuing epitome of sexuality) into an idealised and
sexual version : the fair Gertrude with a rose on her forehead in celestial
union with Hamlet's godiike father -the blistered Gertrude, preying on
‘garbage” in the rank sweat of Claudius ““enseamed” bed.* Coriolanus’s
fall seems firmly rooted in his helpless dependence upon his mother.
To this fearsomely masculine matron, Coriolanus brings his war victories
as love offerings. Volumnia inspires the mingling of war and mother-love
in her son by speaking of his military feats as vicarious substitutes for
“the embracements of his bed.” i’

Venus tries to persude Adonis by separating the purer from the
grosser part of love. Her ‘love is a spirit all compact of fire,|Not gross
to sink, but light, and will aspire. (LI 149-50) This is the old conceptual
system of nature composed of four elements—fire, air, water and earth.
In more than one of his plays Shakespeare makes a thematic use of this
old scientific notion of ‘elements’. In ascending hierarchical order, ‘the
dull elements of earth and water (Henry V, lll. VII. 22-23) move
downward and those fire and air tend to move upwards, as the dying
Cleopatea says, ‘7 am fire and air, my other elements[: give ta beser life’
(V.ii 291). ‘The world itself’, according to Heraclitus, ‘is an ever-living
fire; kindled in measure and in measure going out. The hierarchic
arrangement of elements implies a divizion into elements of motion and
stagnation, i.e. fire and air, on the one hand, and earth and water, on
the other.®

Shakespeare might have laughed at the most hackneyed use of the
‘elements’ in his Twelth Night. Festy cracks a smutty joke : 'Who you
are and what you would are out of my welkin. | might say “elements”,
but the word is overworn.” Malvolio fails to see through the joke.
He uses the overworked word : ‘You are idle, shallow things. 1 am not
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of your element.” But Shakespeare does never seem 1o repudiate the
Pythagorean doctrine of ‘elements’. Pythagoras’ doctrine of tetrad is
inextricably linked with the thematic significance of the play at a
deeper level. Shakespeare had a firm belief in Pythagoras’ doctrine
of substance and coismic unity. According ro Macrobius’ interpretation
of Pythagoras’ tetrad in the light of T/imaeus the stability in the cosmos
is possible only in perfect harmony of these four elements, for the two
are held together by two interlocking mean terms : Earth is dry and
cold, and water cold and moist; but although these two elements are
opposed, the dry to the wet, they have a common bond in their
coldness. Macrobius seemed to allegorise the elements. He finds in
them the paradigms of Necessity, Harmony and Obedience. Shakespeare
might not follow the ‘allegarised’ elemental system but he has at the
back of his mind Spenser’'s tieatment of the four olements typifyir{g
the four moral types in The Faerie Queene BK. IV. Orsino, Viola,
Sebastian and Olivia form a human tetrad linked together by the silken
cords of love that were at first at odds with one another. In their
.conflicting affinities of love, friendship and kinship, they discern the
pattern of four elements.*®

Self-knowledge or Gnothe Sauton ( ‘know thyself’ ) is rightly said
to be the prime principle behind the sonnets, the poems and the plays,
more specially the great tragedies of Shakespeare. The Renaissance,
showed a great interest in exploration of self-knowledge. The ancient’s
slogan nosce teipsum became a universal watchword. Direct allusions
to self-knowledge through phrases denoting knowing oneself, not
knowing one self “finding ons self, being one self. being true to
oneself, and losing Oneseif, not being oreself and forgetting oneself”’”
ere found galore in Sh:kespeare.

The auto-dignosis of Adonis is remarkable. Exasperated in body and
mind, Adonis pleads to stop her sophistries and blandishmeris taking
into consideration his age and his lack of self-knowledge : ‘Fair queen,
quoth he, "if any love you owe me, [Measure my strangeness with my
unripe years. [Before | know myself, seek not to know me.” (62g-25).
But Venus is hardly undeterred. Her longing is insistent and urgent.
But the lack-of sel}-knowlege for which Shakespeare's tragic heroes
often destroy themselves is not synonymous with ‘Harmartia’ which is
‘vu garly translated” in its application to Shakespeare as ‘the tragic
flaw”. But for Aristotle, the term did not have the psychological or
moral implication it has in modern use, but meant merely something Iik_e
“miscalculation”.® ‘
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Lear’s is a frenzied self-questioning ‘Who is it that can tell me who
| am'—The fool replies ‘Lear’s shadow’ (I.iv, 222-3), In the old play
the king tells a lord to ‘think me but the shadow of myself.” Here Lear
goes on to say that he must learn to think of himself as but a shadow
since his badges of rank, his mem-~ry, and his reason tell him that he is
Lear, the father of Goneril.?

Angelo’s self-image (Measure for Measure) as a clean man of virtue
and temperance is blown to pieces when he cannot resist his lust for
Isabella. The incestuous passion conquers the reason of which he was
so proud. He too no longer knows himseif : ‘What dost thou, or what
art thou, Angelo ?* (L. ii. 173).

Macbeth staggers out muttering these words ; ‘To know my dead,
‘twene best not know myself’ (l1. ii. 173) after murdering Duncan. Here
Macbeth seems in some way to associate seif-knowledge 'with a moral
way of life'. Pace to Rolf Soeliner that elsewhere the context of the
reference does not give any satisfactory explanation of its meaning,
it can be said th-t the agonising utterance of Macbeth has
far-reaching implications. The utterance purports to mean that
Macbeth can only retain confidence in his identity, remain composed, by
suppressing what he has done. He articulates threatening awareness that
his deed will fracture this coherent self-and force a new self-definition.

Troilus raises the ‘identity’ question in the first scene of the play :

Peace, you ungracious clamours !

Peace, rude sounds |

Fools on both sides. Helen must needs be fair,

When with your blood you daily paint her thus.

| cannof fight upon this argument

It is too starv'd a subject for my sword,

...0 Gods, how do you plague me !

Tell me, Apollo, for thy Daphne’s love

What Cressid is, What Pandar, and what we ?
(Ll1. 88-98)

Troilus here speaks Of the lack of self-knowledge in man. The ungracious
sounds of war repel him and emphasize the dichotomy and disharmony
in his heart. He seeKs replies from the gods who wer3 reputed to have
demanded that man must know himself. Shakespeare’s tragic heroes
destroy themselves because they do not know themselves or they do not
care to know who they are.

An overwhemling sense of disintergration into primal chaos is the
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essence of Shakespearian tragedy. In the Old Tastament, we read of
the crestion of the world by God of what the Bible calls the "void’, which
is ‘mothingness’. In Shakespeare's tragedies and in Metaphysical poetry
of the 17th century, this is often referred to as ‘Chaos,, But the sense
in which the word recurs again and again in Shakespeare is not altogether
biblical. The idea of Chaos there may also be enshrined in the new
Renaisssance relatlvism which actually shook the monolithic bastion of
the theory of ‘geocehtric and well-enclosed Ptolemic universe’. The
Copernican theory that the 8arth moves round the sun ushered in a new
age. In addition to Copernican revolution, Giordarno Bruno's view of
the universe ( inclusive of space and matter together ) as ‘extensive’
universe in contrary to the ‘intensive' infinity of substance and
the universe as ‘a living i1eflection’ of the Infinite Substance and his
concept of the plurality cf the worlds and other ‘disturbing’ develcpments
championed the vlew that corruption and murability “affected not only the
sublunar, but aiso the supralunar. universe’. Shakespeare did not ignore
the Implications of all these innovaiions and developments. -Lear’s
painiul discovery of a universe apparently hostile to his well-being and
ruled by malevolent powers suggests ‘an analogue to the Renaissance
questioning of scripturally based anthropocentricity and geocentricity’.
The ideas of Chaos is fnrther affirmed and corroborated by phenomena
that occured in 15672. In that year, a bright star followed by othcrs in
1600 and 1604 suddenly made its appearance and gradually disappeared.
The event was interpreted to demonstrate the impermanence even: of this
translunary cosmos and it showed signs of decay as ‘apocalyptic portents’
of th: apgroaching universal doom and dissolution. This is exemplified.
“0 ruined piece of nature! exclaims Gloucester in herror at the
heart-rendrng sight of his king, ‘This great world/Shall so wear out to
nought 110 (IV. vi. 135-96 )

This idea of chaos and its thematic significances in Shakespeare’s
other later dramas is anticipated earlier in his Venus and Adonis. Adonis
finally glides into the night. Venus has her premonitions that Adonis
might get Killed and at once fears the worst :

For he being dead, with him is beauty slain,

And beauty dead, black chaos coms again
(L), 1019-1920)

Otheilo speaks endearingly of his wife Desdemona :

Excellant wretch | Perdition catch my soul
But | do love thee ; and when | love thee not
Chaos is comelagain,
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Apart from the meaning of primal datkness, the lines show Othello’s
desperate bid to retain his belisf in his wife, This desperate necessity
to sustain belief is a part of the need to believe in Elizabethan world of
‘incipient doubt’, the world being ‘animistic and vitalistic, indeed
panpsychistic, magically oriented, and from our view-point, credulous.'*?

Shakespeare’s The Rape of Lucrece (15%4) like Venus and Adonis
preserves the seeds of some of his later works. Collatine, the husband,
seems to destory his wife, Lucrece. During the seize of Ardea, all the
‘principal men’ assemble at the tent of Sextus Tarquins and each one
commends the virtues of his wife. Collatine too ‘Unlock’d the treasure
of his happy state : What priceless wealth the heavens had his lent, / In
the possession of his beauteous mate ; [ Rack’'ning his fortune at such
high proud rate / That kings might be espoused to more fame, / But king
nor peer to such a peerless dame’ (L. 16-21). This commendation of
Lucrece immediately triggers in Tarquin the lustful passions for her and
‘to quench the cecal which in his liver glows’ (1. 41) he darts of the tent
‘privily’, reaches Collatium the same night and violently ravishes her.
Lucrece in her Jamentable plight stabs her after ensuring that Tarquin
will be duly punished.

The stoty reminds one of Macbeth. Macbeth too seems responsible
for the untimely death of his wife. Lady Macbeth is supposed to have
already received the news of the meeting of her husband with the
witches. In Act |, Scenes V, shs is seen reading her husband’s letter
which brings ‘great news’. The prophecy of the witches fires her with
ambition as much as it does Macbeth. She immediately makes up her
mind : her husband shall be what he is promised and what he wants
to be. She instigates her husband to murder Duncan who is coming to
Macbeths's castle as a guest. She is ambitious for her husband, and
not for herself. Itis for him that she willingly wants to unsex herself
and fill her ‘from the crown to the toe, top full / of direst crueity’ (I. v,
39-40). Lady Macbeth cannot foreeee that by under-rating the strength
of her husband She, ipso facto, over-rates her own strength. Her energies
in the Banquet Scene (111- iv) are but last fiicker of the embers that

ate already dead.

Lucrece may be termed as an ‘inverted’ Macbeth. The guest-host
relationship dealt in the poem receives a new dimension in Macbeth,
Cymbeline, The Winter's Tale. Macbeth murders Duncan, his honourable
guest in the castle. The case is reversed in Lucrece, where the host
ravishes her guest and becomes the cause of her untimely death. The
host too is not spared. The Romans did consent ‘To Tarquin’s everlasting
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banishment’ (I. 1855). The guest and the hostess narcowly escaped
death, the host experienced a kind of life-in-death or death in-life in
The Winter's Tale. The ‘Yellow lachimo’, the guest made the life of
hostess subject to-many excruciating trials and tribulations in Cymbeline.

Lucrece is again recalled in Macbeth. The setting of Lucrece’s rape
is described as follows :

Now stole upon the time the the dead of night,
Whan heavy sleep had clos'd up mortz! eyes,

No comfortable star did lend his light,

No noise but owls’ and wolves’ daath-boding cries;
Now serves the season that they may surprise

The silly lambs : pure thoughts are dead and still,
While lust and murder wakes to stain and kill.

(LI. 162-68)

A similar setting is in Macbeth for the murder of Duncan :

Now o’er the one half-world
Nature seems dead, and wicked dreams abuse
The curtained sleep, Witchcraft celebrates
Pale Hecate's offerings ; and withered murder,
Alarumed by his sentinel, the wolf,

~ Whose howl's his watch, thus with his stealthy pace,
With Tarquin’s ravishing strides, toward his design
Moves iike a ghost. (I1. i, 49-566)

The efght stanzas are devoted to Tarquin's mental see-saw why he
should not rape Lucrece. He debates within :

What win 1 if gain the ;hing 1 seek ?
A dream, a breath, a froth of fleeting joy.
Who buys a minute’s mirth to wail a week,
Or sells eternity to get a toy ?
For one sweet grape who will the vine destroy ?
(L. 211-15)

Tarquin speaks of Collatine, his friend :
But as he is my kinsman, my deer friend,
The shame and fault finds no excuse nor end.

The mind still stirs with scruple :

She took me kindly by the hand,
And gay’d for tidings in my eager-eyes
(Nl 253.54)
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Tarquin’s mental see-saw is akin to that of Macbeth prior to murder.
Macbeth gives reasons why he should not proceed with the
assassination . violence produces vioience : Duncan is his kinsman and
he his subject ; the laws of hospitaiity are sacrosonct ; Duncan’s virtues
will plead like angels, trumpet-tongued against/he deep damnation of
his taking-off”. (1. vii. 19-20)

The atmosphere of night in Lucrece recalls the night of Duncan’s
murder. Tarquin ‘stalks’ towards Lucrece’s bed chamber, at ‘dead of
night when no comfortable star did lend his light,/No Noise but owls’
and wolves death-boding cries ; Night-wand’ ring weasels shriek...They
fright him...The wind wars with his torch. Similarly, the night before
Duncan’s murder is very dark, ominous, moonless ('The moon is down,
11.i.2}). Starless (there’s husbandry in heaven ; [ Their candles are all
out. 11.i. 6-7).

But the parallels between Lucrece and Macbeth are not simply
confined to description, The parailels 1nclude characterization.
Tarquin is the first draft for Macbeth. Like Macbeth Tarquin is an
introspective man, fully conscious of what he stands to lose; the
innocence of the victim and the horror of the deed weigh heavily with
him.*?> He tries to console himself with the thought of acting by night ;
‘The eye of heaven is out, and misty right/Covers the shame that follows
sweet delight. (11 356-7)

The parallels between the two works also focus on the common theme
which is best described in a couplet in the earliest of Shakespeare's
romances Cymbeline. Trie couplet runs thus :

One sin, | know, anather doth provoke;
Murder's as near to lust as flame to smoke.
(l.i. 138-139)

Comparing Lucrece and Macbeth, M. C. Bradbrook writes: ‘The
crime which Tarquin commits, even more clearly thcugh not more truly
than Macbeth’'s, destroys the natural ties between him and the rest of
humanity. It is a sort of suicide ..Macbeth’s real victimi is himself ;

Tarquin also appears to be an early study for another night prowler-
lachimo in Cymbeline. lachimo is fired like Tarquin with an account
of his friend’s wife's purity and visits the wife's house as a guest. The
wife Imogen like Lucrece welcomes the visitor and offers him his due
hospitality. lachimo gains access to Imogen’s bedroom by hiding in a
trunk. Afer she goesto sleep, he emerges from the hiding place and
describes his action : | ’
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- The crickets sing, and man’s O'erlabored sense
Repairs itself by rest, Our Tarquin thus
Did softly press the rushes ere he wakened
The chastity he wounded,

(11.1i. . 11-14)

He does not in fact rape her but there is instead the rape of an
innocent wife's reputation. lachimo observes enough details so that he
can misrepresent her chastity to her husband. And by a phoney recital
‘of her detiled chastity, he succeeds in causing a breach between the
husband and wife that is only to be healed after much ordeal.

‘ Lucrece, seeking some correlative for her woe, studies the paintings
of scenes from the fall of Troy. The painthing of Troy and the tale of
woe suit her present mood.. Lucrece finds in Hecuba the image of her
own grief and she finds in Sinou the image of . deceitful, hypocrite
Tarquin, which so transports him that ‘she tears the senseless Sinon
with her nails'.

In the painting ‘blunt rage and rigour rolled in Ajax’ eyes. Ulysses
is sly. Hector bold. Pyrrhus is a brutal killer. Helen is a strumpet. The
lustful Paris brought the doom of Troy. Priam is blamed for not
restraining his son in time, The Trojans as a whoie ought not to have been
punished. The point of difference between Lucrace and Troilus and
Cressida is that both sides—the Trojans and the Greeks are presented
‘mote criticaly. The debate in Troy enables the poet to show that the
blame must he shared by all the Trojan leaders and the Greek heroes are
“all presented in an unfal tering light as possible.!®

Hecuba in the painting is an image of suffering, whom Shakespeare
was again to use in Hamlet, a later play, for the paradigm of awe-inspiring
- grief. Listening to the Players speech, Hamlet is particularly moved
by the plight of Hecuba after Troy’s fall and Priam’s. In the soliloguy
,that follows Hamlet says, ‘“‘For Hecuba/whats Hecuba to him
‘or he to Hecuba./That he should weep for her?” (il. ii. 551-3).
'Surely, Hecuba is nothing to the player but to Hamlet she is more
. than the 1mage of grief. She is to Hamlet his mother's substitute and
just a dramatls personae.

" Noble characters in Shakespeare’s plays are generally of high birth.
But nebility based upon moral value does not always inhere in birth,
Virtue, virtus in the ethical sense as the Roman Juvenal declares in his
" Eighth Satire, consists in the true nobility : ‘nobilitas sola est etque
unica virtus (viti, 20)1*. Hamlet is.a noble soul. His nobility is a beacon
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light, a transcendental trait which is feelingly appréhended by Ophelia :

0, what a noble mind is here Q’erthrown |

The courtier’s, soldiet’s, scholar’s, eye, tongue, sword,

Th' expectancy and rose of the fair state,

The glass of fashion and the mould of form,

Th' observ’d of all observers’ quite, quite down !
(1. i, 152—6)

The concept of nobility here in Hemlet and in other later plays of
Shakespeare is anticipated much earlier in Lucrece. Tarquin reels under
the frenzy of uncontrollable sex passions and is desperate to slake his
lust. Lucrece fervently appeals to make him realise who he is—'Thou art,
a god, a king’, ....'Princes are the glass. the school, the book’ | ‘Where
subjects eyes do learn, do read, do look’. (11. 615—6), ‘thou art, a sea
a sovereign king’', ‘The cedar stoops not to the base shrub's (1. 664).
But all these appeals to Tarquin's sanse of honour fall on deaf ears.
Lucrece is ravished. Nobility degenerates into sheer, sickening baseness.
Lucrece fulminates :

The baser is he, coming from a king,
To shame his hope with deeds degenerate
( Il. 1003—4)

The theme of degeneracy of noble man of descent and highest rung into
baseness, bestiality is tellingly exploited elsewhere. The contrast between
the noble and the base, the noble and the base-born has been emphasized
again and again and has become the focal point in later drama. The
noble Othello could eassily be duped by Jago, Lear could cast out
Cardelia and Macbeth could murder Duncan. The base-born Edmund
(in King Lear) could cast out Edgar, double-cross his father, and the
father's eyes were pulled out and he was thrown of his own castle.

Shakespeare was obsessively concerned with the theme of time
throughout his eareer. Its origin is often traced back to the three roots of
Renaissance idea of time : the medieval idea of the transitoriness of life,
the revival of classical topoi and the cult of beauty (See New Essays on
Shakespear's sonnets, edt. by Hilton Landry). In addition to this triad,
the three Leonardian images of time are also taken into account.
Geological time—the time of the earth, of ocean and mountain erosion,
Archaelogical time—for all history becomes Archaelogy in the end : the
pyramids, cities, kingdoms etc. are subject to dissolution in course of
time and human time in which grave stands next to cradle and all
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faces are: modal. (Shakespeare's Sonnets, Case-book series, . &dt.

Peter Jones).

-’ Lucrece inveighs against time as destroyer and revaaler :- -

R

Time is a significant theme of Tro/lus and Cressida. -Ulysses is
to stress only its destructive powers :

Mis-shapen time .......

Eater of youth......

Thou nursest all, and murderst all that are :
O hear me then, injurious shifting time 1

Time’s glory is to calm contending kings,

To unmask fe'sehood and bring truth to light,

To wrong the wronger till he render right,

To ruinatz proud buildings with thy hours,

And smear with d st their glitt'ring golden tow'rs ;
To fill with worm -holes stately monuments,

To feed oblivion with decay of things,

To blot old books and alter their contents.

To pluck the quills from ancient ravens wings,

To spoil antiquitus of hammer‘'d steel,

‘And turn the giddy round of fortune’s wheel.

_ vl'l”ime hath my ford, a wallet at]r{ijs back,
- Whereln he puts alms for oblivion,

A great-siz’d mo.ster of ingratitudes,
Those scraps are goods past, which are devour'd
As far as they are made, forgot as.coon as done,

( 11, iii, 149—9)

by

concerned

‘The ‘allegorical concept of time as a maturing process’ is explored in
King Lear unfolding matters, revealing truth, destroying evil. It brings
suffering and death, it also heals and redeems, for ‘Ripeness is all’ and
*the oldest hath borne most'.*°

References :

1.

2.
3.

All the quotations are from Shakepeare's Poems,
Prince (Methuen), 1982.

A. P. Rossiter, Angel with Horns, pp. 101—2, 1961.

Shakespeare's tragedies in Wiliflam Shakespeare, His Work, edt,
John F. Andrews, p. 513, 1885.

ed. by F. T.

-109



10.

1.
12.
13.

14.

15.

<110

Shakespears’s Psychology : Characterization in Shakespeare in
William Shakespeare, p. 508.

Divided Love : An Approach to Shakespeare’s Sonnets, Jadavpur
University Essays and Studies V. 1986, p. 16.

| am indebted to Alastair, Fowler Twelfth Night and Epiphany in
Renaissance Essays, Edt. by Sukanta Choudhuri, O. U. P. for the
ideas here, 1995.

Rolf Soeliner : Shakespeare’'s Patterns of Self-knowledgs, Ohio
State Univ. Press, p. 281.

Op. cit.

King Lear, edt. R. E. C. Houghton, O. U. P, Calcutta, p. 176.

See W. R. Elton's Shakespeare and the thought of his age In
Cambridge Companion To Shakespearse Studies, edt. Stanley Waells,
for the ideas treated here. p. 31.

Op. cit. p. 24.

Hutchinson, p. 55.

Kenneth Muir's The Fusing of Themes in Troilus and Cressida Case
Book Series, pp. 82—33.

Ses ‘Hamlet and the Concept of Nob'lity in J. U, Essays and Studies
V, 1968, p. 23. '
Ruby Chatterjsa, ‘Ut Pictura Possis’ King Lear and the Art of
Barogue, J. U. Essays and Studies V, Calcutta, 1985, p. 109.



Poetry of the Nineties

Sankar P, Singha

The Nineties have long been thought a decisive decade yet .they have-
been obscured by a series of partial interpretations. A.variety of reasans
have invested the memory of that remarkable decade with.an undeserved:
stigma of ineffective wickedness, dallying dilletantism and decaying
exhaustion. The most-significant of these was the idea of “tragic
generation’ as evolved by W. B. Yeats in his Autobiographies. Taking:
the cué from Yeats, Ezra pound writes his perface to Lionel Johnson's
Roetry in a tone of patronage, a tone of superior knowledge that slightly:
mocks at “‘the softness of the nineties’™.! T.S. Eliot, writing in the sama
velt, suggests that “sick or somy” is the “‘common property”* -of the
Ninéties and rejects their achievement with: a subtly balancing judgemerit.
It was necessary for the modernists to call in question the ‘intiinsic worth
of the Nineties in order to . emphasize their originality. Renato -Poggiodi
has very aptly commented that by treating aestheticism and decadence
#s the last exotic pendants of & hopelessly frumpish Victorianism
medernists made modernism newer”.® But the search for identity that
followed the initial impact of the ‘modern’ twentieth century literatute;
led:many a: critic te focus their attention on the period of transition that
saw the.transformation of Victorian literature. into. modern literature: - -+ -

<. There are two basic misconceptions about the Ninsties : the degade
is thought to be either the period of decline or of rebirth of the poetie
sensibility.” If itis wrong to associate the decade with senility and death,
it i also ‘equslly oversimplistic to describe it as the forerunner of the
moders age. Melmut E. Gerber in his article 02 the Nindgties* for the
English Institute in #9569 has cogently argued in favour of describing the
decado as a period of transition and experimentation. Actually, the tast
decade of the previous century was an extraordinarily varied ‘period, fub
ot all “sorts of movements and countermovements, Deeadence,
sestheticism, naturalism, impressionism, Symbolism, neo-romanticism,

"ﬂoaomisdi, late Victorianism.and a host of other ‘isms’ are recognised %o
hiv

a1



have their origin in this period. This diversity constitutes the difficulty
of writing anything on the poetry of the Nineties. But the borders
between these classifications are unclear and the premises often overlap.
This interweaving of threads is one of the chief distinguishing features
of the period.

Broadly speaking, there existed two parallel traditions of postry in the

later part of the nineteenth century. One may be described as the :
decadent aesthetic-symbolist tradition while the other should be termed
the counter-decadent: activist tradition. The ideals of both groups have
been beautifully laid down by J. M. Munro : ““The decadents followed
Tennyson's advice in “"The Lotos-Eaters” and lived “in the hollow Lotos-
land” and reclined ‘“‘on the hills like gods rogether, careless of
mankind” “while the counter-decadents preferred the brisker code
advocated by the same poet's “Ulysses” who found it “dull......
to pause, to make an end,/To rust unburnished, not to shine in use,/As
though to breathe were life".® To the former group belong poets like
Ernest Dowson, Lionel Johnson, Arthur Symons, Oscar Wilde, Francis
Thompson and others while it is customary to assign such names as
W. E. Henley, Rudyard Kipling and Henry Newbolt to the latter group.
But it would be a mistake to assume that they constituted two mutually.
exclusive groups. W. B. Yeats, for example, appears to have feit no
inconsistency in being associated with both camps simultaneously.
Again, in his “‘the Decadent Movement in literature”®, an article which
appeared in farper's New Monthly Magazine in 1893, Symons actually
referred to Henley as a decadent, a poet to be mentioned in the same
breath as Verlaine. Thus the two terms, though to be adopted for the
sake of convenience, give only a general indication of boundaries.

The term Nineties is generally used with reference to the aesthetic-
decadent—symbolist—formalist tradition of the period. The basic idea
underlying this tradition was that of the autonomy of art and its
supremacy over all other goods. Art or beauty could be the objsct of
exclusive and priestly devotion because it was the highest thing. This
may roughly be described as the aesthetic premise of poetry and the
decadents only emphasised this aesthetic premise more aggressively. -by
consciously cultivating morally dubious sensations and subject matters.
The decadents’ attitude towards their subject-matter was perhaps more
important than their choice of subject matter. They might dwell on the
colours of a corpse, affirming that the greens were fine as meadow grass,  —ee—e==a.

o
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They presented without criticism the ugly, morbid, perverse, pathological,
self-destructive and the like and they found in them a deeper reality and
a strange new beauty as is suggested by Baudelaire’s Les Fleurs du Mal.
Now, we are within the hailing distance of the symbolist premise of
poetry because symbolism aims at evoking or even touching, through
the employment of various symbols, a reality beneath or beyond the
routines or ordinary concerns of life—something more essentially real
than business, politics, war or death. Thus the idea of the autonomy of
art was something central to the Nineties and this is where the divergent
developments of the period could have united. Even the inveterately
opposed tendency of naturalism was moving in the same direction in
placing the demands of art above ali other considerations especially
outside and above moral exigensies. It was therefore, a period of complex
merging and one good tendency in the recent years is to encourage a
‘lateral’ study of the period.

The principle of autonomy is a very complex idea having numerous
implications and leading to various developments in the Nineties. Poetry
came to be believed to have no other end than itself : Poetry could be
poetry in the highest sense only when it was free of any other ideal
commitment, whether to moral good, religious belief, truth to life or
nature or social betterment. Believing that art needed no justification for
its existence other than the fact that it was art, there was no incentive for
the artist to produce works which evoked anything other than a pleasing
aesthetic response. Under the influence of James Mcneill Whistier
( 1834—1903), an attempt was made to ignore even the anecdotal
interest of poetry. Whistler regretted in his The Gentle Art of Making
Enemies that "“the vast majority of English folk will not consider a picture
as a picture, apart from any story which it may be supposed to tell”.”
Some of the poets of the Nineties attempted to achieve the same goal of
divorcing poetry from anecdotalism. Oscar Wilde's “Les Silhouettes” is
a good example.

The sea is flecked with bars of grey,
The dull dead wind is out of tune,
And like a withered leaf of the moon
Is blown across the stormy bay,

Etched clear upon the pallid sand

The black boat lies ; a sailor boy
Clambers aboard in carsless joy

With laughing face and gleaming hand.
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And overhead the curlews cry,

Where through the dusky upland grass
The young brown-throated reapers pass,
Like silhouettes against the sky,

In this poem there is evidently no intention of conveying any grand
emotion or improving mcssage. Wilde here just reproduces the visual
impression of a country-side scene without any comment. He does not
assign any meaning to the impression or relate it to others for to do
so would be to build up a coherent anecdotal sequence. The scens Is
presented as if by notations and the poem remains concentrated on tha
complex momentary sensations and feelings. This of course, is in
accordance with the impressionistic technique. Wilde's ‘Impression
du Matin'’ may be taken as another example :

The Thames nsciurne of blue and gold

Changed to a Harmony in gray ;

A barge with achre-coloured hay
Dropt from the wharf : and chill and cold

The Yellow fog came creeping down

The bridges, till the houses” walls

Seemed changed to shadows and St. Paul's
Loomed like a bubble over the town.

Then suddenly arcse the clang
Of waking life ; the streets were stirred
With country waggons ; and a bird
Flew to the glistening roofs and sang

But one pale woman all alons,

The daylight kissing her wan hair
Loitered benesth the gas lamp's flare,
With lips of flame and heart of stone.

Apart from the fact that here Wilde aims at reproducing the imptession
of an urban scene there is practically no difference between these two
poems. The finest illustration of this kind of poetry is perhaps provided
by Arthur Symons’s “Going to Hammersmith.” Written in 1891, this two-
stanza poem was afterwards retitled ‘‘In the Train".

The train through the night of the town,
Through a blackness broken in twain
By the sudden finger of streets :
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Lights, red, yellow and brown,
From curtain and window-pane,
The flashing eyes of the streets,

Night and the rush of the train,

A cloud of smoke through the town,
Scaring the life of the streets,

And the leap of the heart again,
Out into the night, and down

The dazzling vista of streets :

There 8 nothing coventionally poetic here. The subject-mateer is taken
from everyday urban experience and the poem is deliberately slight.
There is no narrative progression. Symons excludes finite verbs as these
would impose a temporal sequence upon the poem. The technique
soveala a novel attempt at the simultanecus communication of simui-
teneous mental events. Symons knits the poem together by repeating
thyme words in such a way that it continually turns back upon itself.
The detalls of the journey are described not primarily for their own sakes
but as a means of communicating to the readers’ mind the young poet's
fesling of excitement and adventure. The feelings themselves are not
described at all. Instead the picture calls up the mood. Symons is
sttempting, in short, to evoke his own multi-faceted and emotionally
chargad mental experience as a single instantaneous experience in the
mind of the reader. This is virtually nothing other than what Pound
described as presenting’’ to the soul of the reader an intellectual and
amotlonal complex in the soul of the poet, in an instant of time".5 In
fact, both Symons’s poetic practice and theory anticipate several basic
tettets of the early twentieth century poetics.

Lot us come back to our original proposition of the autonomy of art.
Somé of the poets in emphasising this autonomy consciously dealt with
morally questionable sensations and subject-matters in poetry. One of
the charscteristic features of the age was, in Derek Stanford’s phrase,
‘‘a wbiquitous extension of the sense of sex”.® This was so in the
personal lives of the poets as well as in the subject-matter of their pasetry.
Ernest Dowson was the representative figure who, as Pound says,
"found harlots cheaper than hotels’’1°

Arthur Symons in his "Stella Maris’” commemorates—

»The chan¢e romances of tha street
The Juliet of a night,,.”"11
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Sexual aberrations also form the staple of Lionel Johnson’s celebrated
poem ""The Dark Angel”. The reader here gets the femme fatale with

suggestions of cruelty and irresistible fascination. The poet’s dark angel
never allows him any—

“Delight untortured by desire’’12
and through her the poet seems to feel—

“...all the things of beauty burn
With flames of evil ecstasy...” 13

This search for curious sensations, this burning with flames of ecstasy is
another remarkable feature of decadence. The idea, of course; comes
straight from Pater’s famous ‘“‘Conclusion”’ to the HRenaissance. The
portrait of the fatal woman has always existed in literature but during the
late nineteenth century, as Prof. Mario Praz in his The Romantic Agorny
had made abundantly clear, English poets took her as their very own.
Probably it was Keats who provided the archetype in his “La Belle Dame
Sans Merci’“—for the whole group. ‘‘The figure” says clyde De L. Ryals,
“Is the decadent equivalent c¢f the Byronic hero”.!* He also suggests
that if we compare the fatal Woman with the Byronic Hero we may be
able to see the essential difference between romanticism and decadence.

Allied with this idea of unwholesome was the cult of artifiéiality. in
his essay entitled “A word on Behalf of Patchouli” Symons vigorously

argues in the Baudelairean tradition on behalf of the artificial as opposed
to the natural : a

~|s there any ‘reason in nature” why we should write exclusively about the

natural blush, if the delicately acquired blush of rougevhas any attraction
for us 7’10 '

Consequently, the poets tended to dwell on the distinctly man-made—
the ceremonies and coiffures of the civilized fashion, and art itself :
paintings, Chinese jars, cameos, the Javanese dance, the carved lapis
lazuli and the bird of hammered gold. Symons’s ‘Maquiliage” illustrates
this artiflciality in a remarkable way : -
The charm of rouge on fragile cheeks,

Pearl-powder, and about the eyes,

The dark and lustrous eastern dyes ;

A voice of violet that speaks

116



Of perfumed hours of day, and doubtful night .
Of alcolves curtained close against the light..

No less telling is Wilde's description of his beloved in his ““In the Golden
Room”. He describes her in a manner as if she were artificial :

Her ivory hands on the ivory keys
“Strayed in a fitful fantasy,

Like the silver gleam when the popler trees

Rustle their pale leaves listlessly,

On the drifting foam of the restless sea

When the waves show their teeth in the flying breeze.

This cult of artificiality presupposes the concept of radical oppaosition
between art and nature. This idea of antithesis between nature and
artifice also plays into Yeats's ‘‘Sailing to Byzantium” and "‘Byzantium”,
two of the greatest lyrics of the century. Indeed, these poems seem
inconceivable without this aesthetic premise of the antagonism between
art and nature.

As a corollary to this cult of artificiality came a conscious attempt
towards writing an urban poetry, the poetry of the cities. Lionel Johnson
in his ’London Town’’ declares :

Let others chaunt a country praise,
Fair river walks and meadow ways :
Dearer to me my sounding days

In London town :

To me the tumult of the street

Is no less music, than the Sweet
Surge of the wind among the wheat,
By dale or down...etc.

In his article on Paul Verlaine in 1892 Symons put forward Verlaing's
expression of ‘“the tumultuous impressions of the modern man of
-cities’’'® as an important element of his modernism. In the same year
he praises W. E. Henley’s 7he Song of the Sword for his "capacity for
- dealing with London”.2"? In 1891, reviewing George Moore's Impressions
- and Opinions, he commended especially Moore's study of Degas, “the
- painter who has created a new art, ultra-modern, fin-de-siécle, the art of
. the balliet, the bath-room, the washing tub, the race-course, the shop-
. windows.”*® And he himself wrote a number of accomplished poems
* congerning the ballet and the dancer. As a young man he frequented
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the dance halls of Parls and London and wrote many poems on the
subject. Involvement with an actress or a dancer or a highly made-up
woman became a favourite symbol of the attempt to escape the bonds
of the real world, especially since it is also related to the striving for
freedom of subject matter. A few of such poems by Symons are quite
remarkable displaying a mastery of rythm and form and intensifying the
moments “‘sensations into a kind of epiphany. Let us take, for example,
Javanese Dancers'’ :

Twitched strings, the clang of metal, beaten drums,
Dull, Shrill, continuous, disquieting ;

And now the stealhy dancer comes

Undulantly with cat-like steps that cling ;

Smiling between her painted lips a smile,
Motionless, unintelligible she twines

Her fingers into mazy lines,

The scarves across her fingers twine the white,

One, two, three, four glide forth, and, to and fro,
Delicately and imperceptibly

Now swaying gently in a row,

Now interthreading slow and rhythmically,

Still, with fixed eyes, monotonously still,
Mysteriously, with smiles inanimate,

With lingering feet that undulate

With sinuous fingers, spectral hands that thrill

In measure while the gnats of music whirr,
The little amber-coloured dancers move,
Like painted idols seen to stir

By the idolaters in @ magic grove.

The poet is clearly fascinated with the movements of the dancer and
tries to capture in his verse something of the sinuous, interweaving
thythm of her dance. The human figure in the poem takes on the
stiffness and artifice of the works of art as she is compared to
“painted idols”’ with “fixed eyes” and "'smiles inanimate”. The dance
is performed in a slow, studied rhythm to the exotic sounds of
“twitched strings, the clang of metal, beaten drums”. The poem
is, in fact, a master-piece of stylization, ritual, artifice, exoticism
and dubious eroticism. But this is not the whole thing about
the poem. The dance, in its very perfection, evokes a suggestions of
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something supra-mundane. Not that the dancer is conscious of her role
as a symbolist artist. She performs the act for pure joy; and the
spectator too, can take a joy in the performance. But in the very act of
watching the performance, the spectator becomes conscious of some-
thing other than the more sensuous appeal. One cannot say tfat the
dance mears this or that, for the dance does not state or desciibe
anything. But through the perfection of her movements the dancer
creates a symbol through which the transitoriness of individual lite is
linked to that of the world, the rhythm of the individual spectator’s life
unified with the rhythm of the whole Universe. Symons himself
expostulated the idea in an embryonic form in his essay ‘“The World as
Ballet” First published in The Dome and later incorporated into
studies in Seven Arts. So the poem, to quote Edward Baugh,
“moveg from an impressionistic to a symbalic conception of the
dancer,”'? In fact, in decadence itself was latent a longing for the
unwordly which moved in natural stages to the ant!-wordly, the.anti-
naturgl, the artificial and the unnatural. The decadent writer is caught
baetween twa pulls: on the one hand, he is drawn by the world, its
necessities and the attractive impressions while on the other hand he
yearns tawards the eternal, the ideal and the unwordly. This constitutes,
in Mr. R. K. R. Thornton's phrase” the decadent dilemma” 2° Ernest
Dowson’s ““Non Sum Qualis Eram Bonae Sub Regno Cynarae” is the
most important example where the ‘‘bought red mouth” is made tasteless
by the siren call of cynara :

Last night, ah, yesternight, betwixt her lips and mine
There fell thy shadow, Cynara | thy breath was shed
Upon my soul between the kisses and the wine,
And | was desolate and sick of an old passion,

Yea, | was desolate and bowed my head :

I have been faithful to thee, Cynara ! in my fashion,

All night upon mine heart | feit her warm heartbeat,
Night-long within mine arms in love and sleep she lay ;
Surely the kisses of her bought rad mouth were sweet
But | was desolate and sick of an old passion,

When | awoke and found the dawn was gray ;

| have been faithful to thee, Cynara 1 in my fashion.

I have forgot much, Cynara | gone with the wind,
Flung roses, roses riotously with the throng,
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Dancing, to put thy pale, lost lilies out of mind

But | was desolate and sick of an old pasi>n,

Yea, all the time, because the dance was long ;

| have been faithful to thee, Cynara ! in my fashion.

| cried for madder music and for stronger wine,

But when the feast is finishad and the lamps expirs,
Then falls thy shadow, Cynara | the night is thine ;
And | am desolate and sick of an old passion,

Yea, hungry for the lips of my desire.

| have been faithful to thee, Cynara ! in my fashion.

Written in a bar, the poem is the most complete expression of the
fin-de-Sitcle in England because of its obvious intention to defy the
middle-class morality, its plush and gaslit classicism, its elaborate and-
musical artifice, its nostalgia of the libertine for lost innocence, its
desperation and hopelessness. But the central theme of the poem is the
contrast : the poet's irresistible fascination for the pleasures of the
senses and his faithfulness to the unattainable in one form or another.
This contrast was central not only to Dowson, but to Symons, Lionel
Johnson and., to some extent, to Yeats as well. The concluding Stanza

of Lional Johnson's “By the Statue of King Charles at Charing Cross”
shows this antithesis quite clearly :

Yet, when the city sleeps ;
When all the cries are still ;
The stars and heavenly deeps
Work out a perfect will.

The same antithesis is evident in Yeats's longing for the "‘Far off, most
secret, and inviolate Rose” in his “The Secret Rose”. This longing for
the ideal in its turn brought about » Sense of despair and world weariness

The opening stanza of Lionel Johnson's ““Mystic and Cavalier” offers a
beautiful illustration :

“Go from me : | am one of those, who fall,

What | hath no cold wind swept your heart at all,
In my sad company ? Before the end

Go from me, dear my friend,"”

But, of the Nineties it was perhaps Dowson who had this life-weariness
as his birthright. To many of his contemporaries this ennui was merely
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a pose or a deliberately cultivated temporary condition out of which a
poem might emergs. For instance, Arthur Symons toyed with the theme
in his poem ‘‘Satiety”’. But, Dowson’s “Vitae Summa Brevis Spem Nos
Vetal Incohare Longam*’ vibrates with a genuine tone of hopelessness :

They are not long, the weeping and the laughter,
Love and desire and hate ¢ '

I think they have no portion in us after

Woe pass the gate.

They are not long, the days of wine and roses ;
Out of a misty dream

Our path emerges for a while, then closes
Within a dream.

The title of the poem is drawn from Horace’s odes Book I, IV, 1. 15.
This in itself suggests that Dowson was a “literary poet” whose work
discloses at every turn faint echoes of his wide reading. Not only Dowson,
almost all the poets of the Nineties delighted in assimilating other’s
creations and relating them into their own unforgettable achievements.
The title of this poem may freely be rendered as “’Life’s brief span forbids
long enduring hope®.2* The translation is Mark Longaker's. Longaker
also comments that Poe’s poem” A Dream within A Dream* with its
lines—

“All that we see or seem
Js but a dream within a dream’’

with which Dowson was no doubt familiar, is an interesting parallel.
The effect of Dowson’s poem depends more on its versification, The
sense of world weariness is conveyed by cataloguing love and laughter
in the same tone as weeping and hate. The diction has almost a Biblical
or classical simplicity and directness that betrays a conscious and
scrupulous design. :

Here we touch the final offshoot of the principle of autonomy.
Since poetry was believed to have no other end than itself the
poets concentrated their whole effort in achieving a self-conscious
style : What Pater in his essay on "“Style” characterises as ‘“the one
word for the one thing, the one thought amid the multitude of words™.2?
Along with this they developed a belief in the superiority of art and the
artist. By 1886 Austin Dobson translated into faultless quatrains
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Gautier's “Ars Victrix”. The poem is a classic exposition of bath these
attitudes. | am quoting only four relevant stanzas :

0 poet, then, forbear

The loosely sandalled verse,
Choose rather thou to wear
The buskin-strait and terse ;

teave to the trio’s hand

The limp and shapeless style.

See that thy form demand

The Jabour of the file (Sts. 11 & 1T

All passes. Art alone
Enduring Stays to us

The Bust outlasts the throne,
The coin, Tiberius ;

Even the gads must go,

Only the lofty Rhyme

Not countless years O’erthrow,

Not long array of time. (Sts. VIII & IX}

Arthur Symons in his “Art Poetique” declares :

+Music first and foremost of all I"

and exhorts his contemporaries to

»Take Eloquence, and wring the neck of him I’

Yeats in his “A Coat” expresses much the same desire of shunning
rhetoric and discursiveness from poetry. The element of hard work in
style was emphasized and it was an antidote to the romantic theory of
inspiration. Yeats dramatised it in stark contrast in his famous poem

*Adam’s Curse’’.

~Better go down upen your marrow bones
And scrub a kitchen pavement, or break stones
Like an old pauper, in all kinds of weather,

For to articulate sweet sounds together

Is to work harder than all these.’”

So the poets of the Nineties placed efforts towards style as a sacred
duty. And this was an issue on which the different movements of the
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time could coalesce. Even poets like Robert Bridges who does not
belong to any camp, has affirmed his own approach to poetry in these
words : :

"What led me to poastry was tha inexhaustible
Satisfaction of form, the magic of speech...’’28

In fact, the greatest achievement of the Nineties constitutes in reminding
the literary artists that poety is an art to be practised no less carefully
than the arts of music and painting. Even T. g. Eliot had to admit this :

“The theory of art for art’s sake is still valid in so far as it can be taken
as an exhortation to the artist to stick to his job,”” 24
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