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SOME FORMS OF THE SEQUENCE NOVEL IN BRITISH FICTION

CHAPTER I 

THE GENRE EXPLORED

Within  t h e  p a s t  t h i r t y  y e a r s ,  numerous c r i t i c s  have devoted  much 

a t t e n t i o n  t o  th e  v a r i e t y  of  genres  in prose  f i c t i o n .  Among o t h e r s ,  

Northrop  Frye  d i scu ssed  fo u r  forms o f  prose  f i c t i o n  in Anatomy of  

C r i t i c i s m ;* W il l iam Van O'Connor ga thered  a v a r i e t y  o f  c r i t i c a l  

e s sa y s  in Forms o f  Modern F i c t i o n ; ^  Rober t  S c h o le s  and Rober t  Kellogg 

t r a c e d  t h e  t r a d i t i o n s  and t e c h n i c a l  e s s e n t i a l s  o f  prose  f i c t i o n  in 

The Nature  o f  N a r r a t i v e ;^  t h e s e  and numerous o t h e r  c r i t i c s ^  have 

a t tem pted  t o  p rovide  c r i t i c a l  d i s t i n c t i o n s  a p p l i c a b l e  t o  p ro se  f i c t i o n .

Yet r e l a t i v e l y  l i t t l e  a t t e n t i o n  has been p a id  t o  one o f  t h e  major  

genres  of t h e  t w e n t i e t h  c en tu ry — t h e  sequence n o v e l .  Joseph  Warren 

Beach, who coined the  t e rm ,  t e n t a t i v e l y  i d e n t i f i e d  i t  in The T w en t ie th  

Century  Nove l .^  E l i z a b e t h  M. Kerr d e a l t  w i th  i t  in he r  M a s t e r ' s  

t h e s i s ,  d o c to r a l  d i s s e r t a t i o n ,  and A B ib l iog raphy  of  the  Sequence Novel, 

and James W. Lee,  pu rsu ing  h e r  l i n e  o f  i n v e s t i g a t i o n ,  ex tended Miss 

K e r r ' s  s t u d i e s  somewhat f u r t h e r . ^  But beyond t h e s e  few works ,  c r i t i c s  

have pa id  s c a n t  heed t o  t h e  sequence novel as  a gen re .

One reason f o r  t h i s  lack o f  a t t e n t i o n  perhaps  l i e s  in t h e
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c o n fu s in g  p l e t h o r a  of te rms a v a i l a b l e  t o  c r i t i c s .  Thus,  t r i l o g y , 

" t h r e e - d e c k e r , "  t e t r a l o g y , c y c l e , c h r o n i c l e ,  "roman f l e u v e , "  s e i n e s ,  

and saga a r e  a l l  used t o  d e s ig n a t e  nove ls  in sequence .  However, none 

of t h e se  terms implies  more than q u a n t i t y  o r  ch rono logy .  For  i n s t a n c e ,  

t h e s e  t h r e e  q u o ta t i o n s  i l l u s t r a t e  th e  inadequacy of  t h e  word t r i l o g y  

as a c r i t i c a l  te rm:

(1) F o r  the  p u b l i c a t i o n  of t h i s  f i n a l  and o r i g i n a l l y  
intended form of  h i s  famous t r i l o g y , Mr, Waugh, be fo re  
h i s  d e a th ,  e l im in a te d  a l l  r e p e t i t i o n s  and c o r r e c t e d  
d i s c r e p a n c i e s  and abrupt t r a n s i t i o n s  from one book t o  
t h e  n e x t . ?

(2) To browse th rough  any book o f  t h e  Ring t r i l o g y  i s  t o  
ge t  hooked once more in to  t h e  whole legend.®

(3) The e n t i r e  t r i l o g y  i s  an event  o f  g r e a t  moment. F o r  
i t  h e ra ld s  t h e  a r r i v a l  no t  j u s t  o f  a b r i l l i a n t  new 
d ra m a t i s t  bu t of one who may very  well  come t o  
r e v o l u t i o n i z e  t h e  American t h e a t e r . *

In each of t h e s e  q u o t a t i o n s ,  t h e  word t r i l o g y  i s  used as  though i t  were

a c r i t i c a l  d i s t i n c t i o n .  In t r u t h ,  i t  d i s t i n g u i s h e s  no th ing  beyond q u a n t i t y .

I t  does not i n d i c a t e  t h a t  Waugh's Sword of  Honor i s  t h r e e  s e p a r a t e  nove ls

u n i t e d  by theme and c h a r a c t e r ,  whereas T o l k i e n ' s  The Lord of  the  Rings

i s  one con t inuous  n a r r a t i v e  s p l i t  in to  t h r e e  p a r t s  by t h e  d e c i s io n  of

t h e  p u b l i s h e r .  Nor does th e  term t r i l o g y  i n d i c a t e  th e  g ener ic  d i f f e r e n c e s

between the  p rose  f i c t i o n s  of  Waugh and T o lk ien  and t h e  p o e t i c  dramas

of  Lowe 11.

Much th e  same con fus ion  and inadequacy e x i s t  in t h e  o th e r  d e s i g 

n a t i o n s  o f t e n  employed. As f a r  as  th e  te rm  i t s e l f  i n d i c a t e s ,  t h e r e  a r e  

no d i f f e r e n c e s  between th e  T i c t j e n s  t e t r a l o g y  o f  Ford  Madox Ford^® and 

t h e  Bolingbroke t e t r a l o g y  o f  Wil l iam Shakespeare .^^  Nor does the  te rm  

c h r o n i c l e  show th e  d i f f e r e n c e s  in genre ,  o r  even in q u a n t i t y ,  between



3

William Thackery*s poem "The C hron ic le  of  th e  Orum"^^ and the  t h i r t e e n  

novels  in Henry Wil l iamson*s  A Chronic le  of  Ancient  S u n l i g h t . S i m i l a r 

ly ,  t h e  t e rm  saga does not adequa te ly  d i f f e r e n t i a t e  between The Laxdoela  

Saga . a n  I ce lan d ic  poem, and The F o r s y t e  Saga, a B r i t i s h  p rose  f i c t i o n J ^  

The h o p e le s s  inadequacy o f  t h e s e  terms t o  convey use fu l  c r i t i c a l  

d i s t i n c t i o n s  i s  in d ic a te d  by t h e  f a c t  t h a t  The F o r s y t e  Saga i s  a " t r i l o g y "  

which Joseph  Conrad c a l l e d  a " cy c le "^*  and which Galsworthy c o n s id e re d  

p a r t  of  a " c h r o n i c l e .

In b r i e f ,  t h e n ,  t h e  terms u s u a l l y  employed t o  d e s ig n a t e  nove ls  

in sequence f a i l  to  convey any d i s t i n c t ,  u s e f u l  meaning. Consequen t ly ,  

because no meaningful t e rm ino logy  i s  w ide ly  accep ted  and perhaps  because  

t h e  m u l t i p l i c i t y  of te rms im pl ie s  a m u l t i p l i c i t y  of  forms, c r i t i c s  have 

pa id  l i t t l e  heed to  t h e  sequence novel as  a genre .

Yet th e  sequence novel does p o s se s s  s e v e ra l  c h a r a c t e r i s t i c s  which 

i d e n t i f y  i t  as  a d i s t i n c t  genre  o f  p rose  f i c t i o n .  F i r s t ,  a sequence 

novel c o n s i s t s  of t h r e e  o r  more s e p a r a t e l y  pub l i shed  n o v e l s .  Second,  a 

sequence novel i s  u n i t e d  by e lements  o f  s e t t i n g ,  p l o t ,  and c h a r a c t e r .

T h i rd ,  a sequence novel e x p lo re s  a s i n g l e  m ajor  theme.

A v a r i e t y  o f  r e a so n s  may account  f o r  th e  s e p a r a t e  p u b l i c a t i o n  of  

t h e  i n d iv id u a l  p a r t s .  An a u th o r  may p u b l i s h  one book and only l a t e r  

decide  t o  con t inue  w i th  a sequence .  Galsworthy , f o r  i n s t a n c e ,  completed 

The Man of  P ro p e r ty  in 1906, but d id  not conce ive  o f  t h e  idea f o r  The 

F o r sy te  Saga u n t i l  1918;1® t h e r e a f t e r  he p u b l i sh ed  In Chancery (1920) and 

To Let (1921) .  In a d d i t i o n ,  an a u th o r  may p u b l i s h  s e p a r a t e  volumes 

because t h e  scope of  h i s  major theme i s  to o  v a s t  t o  be con ta in ed  in  only  

one volume. Thus, Zo la*s  Rougon-Macquart sequence ,  t h e  s o c i a l  h i s t o r y
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of  an e n t i r e  French fam i ly ,  runs  t o  twenty volumes; C. P.  Snow*s 

S t r a n g e r s  and B ro th e r s  sequence,  which d e a l s  w i th  problems of power and 

m o r a l i t y  in t h e  contemporary worlds  o f  b u s in e s s ,  e d u c a t io n ,  and s c i e n c e ,  

now c o n ta in s  n in e  volumes* On t h e  o th e r  hand, an a u th o r  may f ind  t h a t  

s e p a r a t e  p u b l i c a t i o n  b e t t e r  implements h i s  theme. Fo r  example, Compton 

Mackenzie 's  sequence.  The Four  Winds of Love, c o n s i s t s  of s ix  s e p a r a t e  

n o v e l s , T9 each o f  which examines a p a r t i c u l a r  k ind  of  love r e l a t i o n s h i p .

But perhaps  one of  t h e  most compel ling  reasons  f o r  s e p a r a t e  p u b l i c a t i o n  

i s  f i n a n c i a l .  Most sequence nove ls  r e q u i r e  a t  l e a s t  t h r e e  years  t o  

w r i t e .  In a l l  p r o b a b i l i t y ,  however,  an au tho r  whose l iv e l ih o o d  depends 

upon h i s  w r i t i n g  could  not a f f o r d  t o  a l low t h r e e  o r  more years  t o  pass  

w i th o u t  p u b l i s h in g  a nove l .  For example,  a l though  Arnold Bennett  

conce ived  of t h e  Clayhanqer sequence as  a u n i t , 2°  he found i t  n e ce s sa ry  

t o  p u b l i s h  th e  t h r e e  volumes s e p a r a t e l y ,  Clayhanqer  in 1910, H i lda  

Lessways in 1911, and These Twain in 1915. I n t e r s p e r s e d  among t h e s e  

t h r e e ,  he wro te  and p u b l i sh ed  t h r e e  novels  which he knew would be p r o f i t 

a b l e :  The Card (1911) ,  The Regent (1913) and The P r i c e  of  Love (1914) .

However, f o r  whatever  reasons  an a u th o r  may p u b l i s h  h i s  volumes s e p a r a t e l y ,  

each novel s t a n d s  as  an a r t i s t i c  e n t i t y  in i t s e l f ,  b u t ,  when c o n s id e re d  

t o g e t h e r ,  t h e  s e p a r a t e  volumes c o n s t i t u t e  a g r e a t e r  whole— the  sequence 

n o v e l .

Of c o u r s e ,  not a l l  nove ls  pub l ished  in s e v e r a l  volumes a r e  

sequence n o v e l s .  Most p u b l i s h e r s  in the  n i n e t e e n t h  cen tu ry  found i t  

conven ien t  and p r o f i t a b l e  t o  i s su e  novels  in t h r e e  o r  more s e p a r a t e  volumes. 

As Amy Cruse r e p o r t s  th e  p r a c t i c e ,  "Novels were a lmost  in v a r i a b ly  pub l i shed  

in t h r e e  volumes a t  ten  s h i l l i n g s  and s ixpence  a v o l u m e . Obvious ly ,
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p u b l i s h e r s ,  b o o k - s e l l e r s ,  and lending  l i b r a r i e s  found t h i s  p r a c t i c e  t h r e e  

t im es  mo'e  p r o f i t a b l e  than  hand l ing  th e  same novel in a s i n g l e  volume. 

Consequen t ly ,  t h e  m a jo r i t y  o f  nove ls  in th e  n i n e t e e n t h  c en tu ry  were f i r s t  

p u b l i s h e d ,  as books,  in m u l t i p l e  volumes; as  examples,  works as widely  

d i v e r s i  f i e d  as Thackery*s Henry Esmond, W iIk ie  Col I ins* The Moonstone, 

and Rhoda Broughton*s Cometh Up as  a Flower  were is sued  in t h r e e  volumes,  

and George E l i o t * s  Middlemarch even appeared  in e i g h t .^2  A f t e r  a t t a c k s  

upon t h e  p r a c t i c e  by George Moore and Edmund Gosse and a f t e r  th e  su cce ss  

of t h e  inexpens ive  one-volume e d i t i o n s  o f  W. H. Smith,  m ul t ip le -vo lum e  

p u b l i c a t i o n  aba ted  in t h e  e a r l y  1880*$. F o r  a t im e ,  as  Miss Cruse s a y s ,  

"New volumes by pop u la r  a u th o r s  co n t in u e d  t o  be p u b l i sh ed  in t h r e e -  

volume fo rm ."25 But,  a s  S tevenson p o i n t s  o u t ,  **By 1892, t h e  * th r e e -  

decker*  was e x t i n c t . "2^

Mult ip le -volume p u b l i c a t i o n  o f  a s i n g l e  work s t i l l  o c c a s io n a l l y  

o c c u r s ,  however.  A modern example i s  J .  R. R. T o lk ien*s  The Lord o f  t h e  

R in g s . 25 Recounting th e  adven tu res  of  Frodo Baggins and h i s  f r i e n d s  as  

they  t r y  t o  d e s t r o y  t h e  Maste r  Ring and save  t h e i r  world from domination 

by Sau ron ,  th e  n a r r a t i v e  i s  long ( runn ing  to  1,191 pages ,  inc lu d in g  maps 

and a p p e n d ic e s ) ;  moreover,  t h e  p l o t  f a l l s  in to  t h r e e  n a t u r a l  d i v i s i o n s :  

t h e  fo rm at ion  and then  break-up  of  t h e  Fe l low sh ip  of  t h e  Ring,  t h e  v a r io u s  

a d v en tu r e s  of t h e  sundered F e l lo w s h ip ,  and th e  d e s t r u c t i o n  o f  Sauron and 

th e  R ing .  Consequent ly ,  t h e  whole novel was pub l i shed  in t h r e e  s e p a r a t e  

volumes: The Fe l low sh ip  of  t h e  Ring in Ju n e ,  1954; The Two Towers in

December,  1954; and The Return  of  t h e  King in October ,  1955. N e v e r t h e l e s s ,  

d e s p i t e  t h e i r  s e p a r a t e  p u b l i c a t i o n ,  th e  in d iv id u a l  volumes a r e  not 

s e p a r a t e  n o v e l s .  For i n s t a n c e ,  Gandalf*s  reappearance  in The Two Towers
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lo ses  i t s  s i g n i f i c a n c e  and d ram a t ic  e f f e c t  u n l e s s  one has read  of h i s  

p lunge i n t o  th e  f i e r y  abyss  in  The Fe l low sh ip  o f  th e  R ing . S i m i l a r l y ,  

t h e  whole d e s p e r a t e  need t o  d e s t r o y  th e  Master  Ring m o t iv a te s  a l l  of 

th e  a c t i o n  in t h e  l a s t  two volumes; co n seq u en t ly ,  t h e s e  volumes are  

incomprehensib le  w i thout  one ’s  having read th e  c h a p t e r  e n t i t l e d  *The 

Council  of  El r o n d , ” in The F e l lo w sh ip  of the  Ring ,  wherein t h i s  m o t iva t ion  

i s  e s t a b l i s h e d .  Thus, t h e  i n d iv id u a l  volumes themselves  do no t  s tand  

as  independent nove ls  and t h e r e f o r e  cannot be read and enjoyed as 

s e p a r a t e  works,  a s ,  f o r  i n s t a n c e .  The Man of  P r o p e r ty  o r  Clayhanqer  may 

be.

In b r i e f ,  in c o n t r a s t  t o  a s i n g l e  novel mere ly  p u b l i sh ed  in t h r e e  

or  more volumes,  a sequence novel i t s e l f  c o n t a i n s  t h r e e  o r  more n o v e ls ,  

each of which is  a s e p a r a t e  a r t i s t i c  e n t i t y ,  but which a l so  form an 

a r t i s t i c  whole.

The second g e n e r i c  c h a r a c t e r i s t i c  o f  t h e  sequence novel i s  the  

means by which t h e  s e p a r a t e  volumes do indeed c o n s t i t u t e  a whole .  Most 

sequence n ove ls  a r e  r e l a t e d  from volume t o  volume through t h e  c o n t i n u i t y  

of  t h e  t h r e e  t r a d i t i o n a l  e lem ents  of  f i c t i o n — s e t t i n g ,  p l o t ,  and charac 

t e r .  Of t h e s e  t h r e e ,  s e t t i n g  i s  th e  l e a s t  c o h e s iv e ,  f o r  th e  a c t i o n  in 

a sequence may move from geograph ic  po in t  t o  p o i n t .  However, an au tho r  

may choose t o  l o c a t e  th e  a c t i o n  o f  h i s  e n t i r e  sequence in only  one a r e a .

He may focus  upon a l a rg e  m u l t i t u d e  of i n h a b i t a n t s ,  in o rd e r  t o  reveal 

t h e  temper o f  l i f e  in t h e  s e l e c t e d  lo c a l e ;  o r  he may focus  upon a s i n g l e  

c h a r a c t e r  o r  smal l  group,  in o r d e r  t o  reveal  s i g n i f i c a n t  r e l a t i o n s h i p s  

between in d i v i d u a l s  and t h e i r  environment.  Thus,  T r o l lo p e  develops  a 

s ix -n o v e l  sequence in h i s  imaginary  s h i r e  of  B a r s e t ,  and Lawrence D urre l l
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c o n c e n t r a t e s  t h e  a c t i o n  of The A lexandr ia  Q u a r t e t  in t h a t  Egyptian  c i t y .

However, the  use of a c o n s i s t e n t  s e t t i n g  i s  not in i t s e l f  enough 

t o  c o n s t i t u t e  a sequence nove l .  Thomas Hardy, f o r  i n s t a n c e ,  s e t  a number 

of  h i s  nove ls  in h i s  imaginary re g io n  of Wessex; ye t  o t h e r  than  s e t t i n g ,  

l i t t l e  r e l a t i o n s h i p  e x i s t s  among t h e  s e p a r a t e  n o v e l s .  S i m i l a r l y ,  Bennett  

wrote  e leven  novels  s e t  in the  B r i t i s h  i n d u s t r i a l  a r e a  which he c a l l e d  

t h e  Five  Towns; o f  t h e s e ,  however, only the  t h r e e  in t h e  Clayhanqer 

sequence a r e  r e l a t e d  t o  each o t h e r .  Consequent ly ,  even though p u b l i sh e d  

s e p a r a t e l y  and s e t  in each a u t h o r ' s  s e l e c t e d  l o c a l e ,  n e i t h e r  Hardy 's  

Wessex nove ls  nor  B e n n e t t ' s  e leven  F iv e  Towns nove ls  c o n s t i t u t e  a t r u e  

sequence nove l .

P lo t  i s  a more impor tant cohes ive  e lement  than  s e t t i n g . A l t h o u g h  

each s e p a r a t e  volume w i l l  have i t s  own p l o t  s t r u c t u r e ,  t h e  sequence as  a 

whole w i l l  be t i e d  t o g e t h e r  by an i n c l u s i v e  s t r u c t u r e .  Because a l l  

n a r r a t i o n  p ro g r e s se s  through t im e ,  t h e  i n c l u s i v e  s t r u c t u r e  of  many 

sequence  nove ls  w i l l  be c h r o n o l o g i c a l l y  s e q u e n t i a l ,  w i th  each s e p a r a t e  

volume p r e s e n t in g  a p o r t i o n  o f  th e  t o t a l  t ime  and s t o r y  con ta in ed  in t h e  

whole work. For in s t a n c e .  F o r d ' s  P a r a d e ' s  End d e p i c t s  t h e  end of  an epoch 

in B r i t i s h  s o c i e t y  through th e  e x p e r ien ces  of  C h r i s to p h e r  T i e t j e n s  in 

t r e n c h  w ar fa re  and m a r i t a l  m i s f o r t u n e s .  The whole sequence covers  a span 

of  approx imate ly  e i g h t  y e a r s .  S p e c i f i c a l l y ,  Some Do N o t . . .  covers  f i v e  

y e a r s ,  from some o f  C h r i s t o p h e r ' s  e x p e r ien ces  p re c ed in g  t h e  war t o  h i s  

second t o u r  on the  French f r o n t  in t h e  t h i r d  y e a r  o f  t h e  war,  from 1912 

t o  1917. No More Parades  d e t a i l s  a few days du r ing  C h r i s t o p h e r ' s  second 

t o u r  of d u ty ,  in 1917. A Man Could Stand Up n a r r a t e s  C h r i s t o p h e r ' s  e x p e r i 

ences  a few months be fo re  t h e  end o f  th e  war and t h e  e v en ts  of A rm is t i c e
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Day, in 1918. The Las t  P o s t  p r e s e n t s  the  even ts  of one day in 1919, 

approx im ate ly  a year  a f t e r  t h e  end o f  t h e  war .  Thus,  d e s p i t e  Ford*s use  

of  mnemonic r e g r e s s i o n s ,  loop ings ,  and o t h e r  d i s t o r t i o n s  of  chronology 

w i th in  each volume, th e  sequence as  a whole proceeds  c h r o n o l o g i c a l l y .

The even ts  of  each volume p rov ide  a foun d a t io n  upon which t h e  subsequent  

novel b u i l d s .  Thus, th e  sequence ga in s  a c o n t i n u i t y  th rough  p l o t .

However, some sequence  n o v e l s ,  p a r t i c u l a r l y  t h o s e  which employ 

m u l t i p l e  f i r s t - p e r s o n  o r  mixed p o i n t s  of  view, a r e  no t  p r e s e n t e d  in a 

c h ro n o lo g ic a l  p r o g r e s s i o n .  N e v e r t h e l e s s ,  t h e  p l o t s  o f  t h e  in d iv idua l  

novels  a r e  u s u a l l y  l inked  by a c a u s e - e f f e c t  p a t t e r n .  For  example,  even 

Lawrence D u r r e l l * s  complexly  c o n s t r u c t e d  and sometimes b a f f l i n g  A lexandr ia  

q u a r t e t  r e v e a l s  such p a t t e r n s — though sometimes in r e v e r s e .  For example.  

J u s t i n e . t h e  f i r s t  volume, poses  numerous puzz le s  such  as  th e  na tu re  

of  J u s t i n e ' s  love fo r  Oar ley and t h e  reason  f o r  C a p o d i s t r i a ' s  d ea th .  

However, B a l t h a z a r , t h e  second volume, not only c o v e r s  s u b s t a n t i a l l y  

the  same time span and e v e n t s  as  J u s t i n e , but a l s o  s u p p l i e s  i n s ig h t  i n to  

t h e  cause s  of th e se  e v e n t s .  Thus,  wha tever  th e  mode of  n a r r a t i o n — 

whether s t r i c t l y  c h ro n o lo g ic a l  o r  no t— v a r io u s  l in k s  between t h e  p l o t s  

of the  s e p a r a t e  novels  t i e  th e  e n t i r e  sequence t o g e t h e r  t o  form an 

i n c lu s iv e  s t r u c t u r e .

The in c lu s iv e  n a r r a t i v e  o f  a sequence novel n e c e s s a r i l y  m a n i f e s t s  

an important c h a r a c t e r i s t i c  of  p l o t :  i t  r e co rd s  a comple ted p rocess  of

change. That  i s ,  from an o r i g i n a l  s t a s i s  p re sen te d  in t h e  f i r s t  volume, 

th e  e n t i r e  sequence t r a c e s  a t h e m a t i c a l l y  s i g n i f i c a n t  change  in s i t u a t i o n ,  

in a c h a r a c t e r ' s  moral n a t u r e ,  in an i n d i v i d u a l ' s  t h o u g h t ,  in a f a m i l i a l  

or  s o c i a l  m i l i e u ,  or pe rhaps  in a combination  of t h e s e  e lem en ts .  For
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i n s t a n c e ,  Ford*s P a r a d e ' s  End shows not only th e  changes  in C h r i s t o p h e r ' s  

s i t u a t i o n  and though t ,  but a l s o  th o s e  in B r i t i s h  s o c i e t y .  S i m i l a r l y ,  

B u r r e l l ' s  A lexandr ia  Q u a r te t  t r a c e s  ^-change  in t h e  moral c h a r a c t e r  and 

thought o f  B a r l e y ,  through h i s  growing u n de rs tand ing  of  events  and h i s  

deepening a r t i s t i c  s e n s i b i l i t i e s .  Thus,  even though d iv ided  in to  

s e p a r a t e  volumes,  the  i n c l u s i v e  n a r r a t i v e  of a sequence novel as a whole 

c h a r a c t e r i s t i c a l l y  shows some t h e m a t i c a l l y  s i g n i f i c a n t ,  completed change .

C h a r a c te r  is  as  s t r o n g l y  a cohes ive  element a s  p l o t .  I f  p lo t  

can p rov ide  c o n t i n u i t y  in a sequence nove l ,  i t  l o g i c a l l y  follows t h a t  t h e  

a c t o r s  in th e  p l o t  who appea r  c o n s i s t e n t l y  in th e  s e p a r a t e  volumes a l so  

p rov ide  l i n k s .  Thus, in P a r a d e ' s  End, C h r i s to p h e r ,  S y l v i a ,  and V a le n t in e  

Wannop p lay  major  r o l e s  in a l l  f o u r  volumes; s i m i l a r l y ,  Mark T i e t j e n s ,  

General Campion, and Macmaster a l s o  appear  c o n s i s t e n t l y .  These c h a r a c t e r s  

th e re b y  p ro v id e  c o n t i n u i t y  in t h e  f i c t i o n a l  "w or ld"  of  t h e  e n t i r e  sequence .  

However, many sequences  p o s se s s  c o n t i n u i t y  because  they  focus upon th e  

l i f e  of  a s i n g l e  i n d i v i d u a l .  Such a novel i s  T .  H. W h i t e ' s  The Once and 

F u tu re  Ki ng, a  r e t e l l i n g  o f  th e  A r th u r ian  legend: The Sword in the  S tone  

r e c o u n ts  A r t h u r ' s  youth ,  h i s  t u t e l a g e  by M er l in ,  and h i s  ascens ion  t o  t h e  

t h r o n e ;  The Queen of  A i r  and Barkness  r e l a t e s  th e  young k i n g ' s  s t r u g g l e s  

t o  r u l e  and h i s  t r o u b l e s  w i th  t h e  Clan of Orkney; The Ill-Made Knight 

n a r r a t e s  A r t h u r ' s  problems w i th  Lancelo t  and Guinevere ;  The Candle in 

t h e  Wind t e l l s  o f  the  b reak-up  o f  t h e  Round Table  and t h e  death  o f  A r th u r ;  

y e t  t h e  fo u r  volumes,  by fo c u s s in g  upon th e  l i f e  of  King A r th u r ,  have th e  

e f f e c t i v e  c o n t i n u i t y  o f  a s i n g l e  n o v e l .  S i m i l a r l y ,  A C hron ic le  o f  Ancient 

Sun I i g h t , a t h i r t e e n -v o lu m e  biIdungsroman, ga ins  c o n t i n u i t y  by n a r r a t i n g  

th e  b i r t h ,  youth ,  and m a tu ra t io n  o f  P h i l l i p  Maddison, t h e  c e n t r a l  f i g u r e .
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Each volume i s  a s e p a r a t e  n ove l ,  but a l l  focus upon th e  l i f e  of one person  

and th e re b y  achieve  c o n t i n u i t y .

Some sequence n o v e l s ,  however,  do not focus  upon a s i n g l e  i n d iv id 

u a l .  Novels  of t h i s  t y p e ,  p a r t i c u l a r l y  th o se  which employ m u l t i p l e  f i r s t -  

pe rson  n a r r a t o r s ,  o f t e n  s h i f t  t h e  focus  of a t t e n t i o n  from one c h a r a c t e r  

t o  a n o t h e r  as the  sequence moves from one volume t o  t h e  fo l lo w in g .  Thus,  

one c h a r a c t e r  may have th e  p r i n c i p a l  r o l e  in the  f i r s t  volume but p lay  

a s u b o r d i n a t e  r o l e  in subsequent  volumes.  Such i s  t h e  c a s e  o f  Joyce  

Cary*s " P o l i t i c a l  T r i l o g y " : ^ ^  in P r i s o n e r  o f  Grace.  Nina VfoodviI le r e c o u n t s  

h e r  m a r r i a g e s  t o  C h es te r  Nimmo and Jim L a t t e r ;  in Except t h e  Lord, Nimmo 

t e l l s  o f  h i s  youth ,  h i s  f am i ly ,  and h i s  e a r l y  f a i l u r e s ;  in Not Honour 

More Jim n a r r a t e s  h i s  p a r t  in th e  General  S t r i k e  and t h e  f a i l u r e  of  h i s  

m a r r i a g e  t o  Nina,  in each n o v e l ,  a l l  t h r e e  c h a r a c t e r s  appea r ,  but from 

v a r i o u s  view p o in t s  and w i th  v a r io u s  emphases: in t h e  second volume,

Nimmo makes only p a s s in g  r e f e r e n c e  t o  Nina and J im;  in t h e  f i r s t  and 

l a s t  volumes,  a l l  t h r e e  have im por tant p a r t s ,  but a r e  seen from d i f f e r e n t  

p e r s p e c t i v e s .  Thus, t h e  sequence a s  a whole ga ins  c o h es iv e n es s  th rough  

c o n t i n u i t y  of c h a r a c t e r .

However, not a l l  works in which th e  same c h a r a c t e r  o r  group of 

c h a r a c t e r s  appears  in s e p a r a t e  volumes a re  sequence n o v e l s .  Numerous 

s e r i e s  e x i s t  which,  in volume a f t e r  volume, recount t h e  adven tu res  o f  an 

i n d iv id u a l  o r  group o f  peop le .  Edgar Rice Burrough*s T a rzan ,  Edgar 

S t r a t em e y e r* s  Rover Boys and Tom S w i f t ,  and Rex S t o u t ’ s  Nero Wolfe a r e  

a l l  p r i n c i p a l  c h a r a c t e r s  in long s e r i e s ;  even Ian F leming’ s James Bond 

i s  t h e  tough hero o f  an enormously popula r  c u r r e n t  s e r i e s .  Yet t h e s e  

works a r e  not sequence n o v e l s :  t h e y  a re  e p i so d ic  in n a t u r e ,  moving from
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adven tu re  t o  adven tu re ,  and beyond th e  c e n t r a l  c h a r a c t e r ,  they  have l i t t l e  

o r  no r e l a t i o n s h i p  l ink ing  th e  volumes.  In a sequence nove l ,  t h e  a c t i o n  

of  l a t e r  volumes l o g i c a l l y  fo l low s  from t h a t  in t h e  p reced ing  volumes.

Thus, King A r t h u r ' s  t r o u b l e s  and dea th  in The Candle in t h e  Wind stem 

from c o n f l i c t s  w i th  t h e  Orkney Clan,  e s t a b l i s h e d  in The Queen o f  A i r  and 

Darkness , and from th e  romance of  Lancelo t  and Guinevere ,  d e p ic t e d  in 

The Il l -Made Knight : t h e r e f o r e ,  t h e  f i n a l  volume i s  t h e  cu lm ina t ion  of 

a l l  t h a t  has gone b e fo re .  But a s e r i e s  u s u a l l y  has no s e q u e n t i a l  deve l

opment and makes no a t tem p t  t o  b u i ld  an i n c l u s i v e  s t r u c t u r e .

Nor does t h e  re -a p p ea ra n c e  o f  a la rge  group of people  in s e p c / j t e  

works n e c e s s a r i l y  c o n s t i t u t e  a sequence nove l .  Some au th o rs  have c r e a t e d  

a f i c t i o n a l  "world"  of p l a c e s  and people  and have used t h e  same c h a r a c t e r s ,  

w i th  va ry in g  degrees  of  im por tance ,  in numerous s e p a r a t e  works .  Perhaps 

th e  supreme example i s  W i l l iam  F a u l k n e r ' s  Yoknapatawpha County.  Faulkner  

c r e a t e d  a reg ion  whose i n h a b i t a n t s  r e p e a te d ly  ap p ea r  in s i x t e e n  volumes 

of  nove ls  and s h o r t  s t o r i e s .  Quent in  Compson, f o r  i n s t a n c e ,  i s  both a 

n a r r a t o r  in Absalom! Absalom! and a p r i n c i p a l  c h a r a c t e r  in The Sound and 

t h e  F u ry ; members of th e  McCaslin family  appear  in Go Down. Moses. The 

Unvanquished, and I n t r u d e r  in t h e  D us t : members o f  t h e  Snopes family  a l s o  

appea r  f r e q u e n t l y ,  such a s ,  Ab in "Barn Burn ing"  and The Hamlet. Byron in 

S a r t o r i s  and The Town. C la rence  in Sanctuary  and The Mansion. Yet in no 

sense  cou ld  a l l  o f  t h e se  Yoknapatawpha County works be c o n s id e red  a 

sequence n o v e l .  Only in t h r e e  works—The Hamlet (1940) ,  The Town (1957) ,  

and The Mansion (1957)— d id  F au lk n e r  c r e a t e  a sequence no v e l :  t h e s e  t h r e e  

novels  focus  upon th e  Snopes and t h e i r  r i s e  t o  power and w e a l th .  Thus, 

a l though  th e  repea ted  appearance  of c h a r a c t e r s  in F a u l k n e r ' s  Yoknapatawpha
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County works g iv e s  a sense  o f  s o l i d i t y  and r e a l i s m  t o  h i s  f i c t i o n a l  

«world,** th e  works as  a whole lack t h e  c o n t i n u i t y  o f  c h a r a c t e r  and the  

i n c l u s i v e  s t r u c t u r e  t h a t  c h a r a c t e r i z e  a t r u e  sequence n o v e l .

Bes ides  t h e  u n i ty  ga ined  th rough  c o n t i n u i t y  o f  s e t t i n g ,  p l o t ,  

and c h a r a c t e r ,  a sequence novel p o s se s s e s  a t h i r d  major g e n e r i c  t r a i t ;  

i t  develops  a s i n g l e  dominant theme. Though each volume w i th in  the  

sequence may have i t s  s e p a r a t e  theme and though minor themes may appear ,  

a l l  of t h e  volumes,  when c o n s id e re d  t o g e t h e r ,  must m a n i f e s t  a g r e a t e r  

u l t i m a t e  theme.

In l i t e r a t u r e ,  theme i s  t h e  c e n t r a l  o r  dominating idea  o f  a work, 

i t  i s  an a b s t r a c t  concept ion  embodied in t h e  p a r t i c u l a r s  o f  s e t t i n g ,  

a c t i o n ,  and c h a r a c t e r .  I t  i s  t h e  a r t i s t ' s  b e l i e f  o r  h i s  co n cep t ion  of 

**a genera l  law of  life**^^ made c o n c r e t e  in h i s  a r t .  R ichard  M. Eastman, 

f o r  example,  i n d i c a t e s  the  r e l a t i o n s h i p  between idea  and a r t  in t h i s  way;

A n o v e l i s t  . . .  i s  not a p re a ch e r  nor a s y s t e m a t ic  
p h i lo s o p h e r .  He cannot develop  h i s  l i f e  wisdom p r i m a r i l y  
through d i r e c t  e x h o r t a t i o n  o r  reasoned e s s a y s .  His  f i r s t  
bu s in es s  i s  t o  show t h e  l i v e s  o f  imaginary p e o p le ,  th rough  
which h i s  wisdom must ap p ea r  d r a m a t i c a l l y ,  in t h e  v i t a l  
terms by which h i s  c h a r a c t e r s  d i s c o v e r  o r  lose  t h e i r  own 
w o r th .32

In h e r  o r i g i n a l  s tudy  o f  th e  genre ,  E l i z a b e t h  M. Kerr i d e n t i f i e s  

t h r e e  major s u b j e c t s  with which sequence nove ls  u s u a l l y  d e a l :  a l i f e  history,  

such as  P ro u s t* s  Remembrance o f  Things P a s t ; a fam i ly  h i s t o r y ,  such as  Zola's 

Rougon-Macquart sequence; o r  a s o c i a l  panorama, such as  T r o l l o p e ' s  B a r s e t -  

s h i r e  n o v e l s .  However, as  a common c h a r a c t e r i s t i c  in v a r io u s  s e q u e n t i a l  

t r e a tm e n t s  of  t h e s e  t h r e e  s u b j e c t s .  Miss Kerr f i n d s  t h a t  theme s e rv e s  as  

one of th e  u n i f y i n g  e lem en ts .  For  in s t a n c e ,  in r e f e r e n c e  t o  B a l z a c ' s  

La Comédie Humaine, she remarks .
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Deal ing  w i th  an enormous mass of ex tremely  d i v e r s i f i e d  m a t e r i a l ,  
he 2 5 a l z a £ 7  had th e  wisdom to  choose a s t ro n g  c e n t r a l  theme, 
and, with""this  c o n s t a n t l y  uppermost in mind, t o  c r e a t e  the  s e p a r 
a t e  works l i k e  l in k s  in a g re a t  c h a in .  . • • H is  aim was t o  make 
one out of  many, and many out o f  o n e .^ J

However, a sequence novel i s  not merely a number o f  volumes which 

concern  t h e  same s u b je c t  or  develop th e  same theme. A number o f  works 

may focus  upon t h e  same s u b j e c t  or  deal  w i th  r e l a t e d  themes but lack o t h e r  

u n i f y i n g  e lem en ts .  They a re  what Louis  Bromfie ld ,  in t h e  "Foreword** of 

P o s s e s s i o n , c a l l s  p a n e l - n o v e l s :

P o s se s s io n  i s  in no sense  a sequel t o  The Green Bay T r e e .
The second novel does not c a r r y  t h e  f o r tu n e s  o f  t h e  c h a r a c t e r s  
which appeared in t h e  f i r s t ;  i t  r e v e a l s  speak ing  ch ro n o lo g i 
c a l l y ,  l i t t l e  beyond th e  f i n a l  pages  of the  e a r l i e r  book. . . .
The two a r e  what might be c a l l e d  panel nove ls  in a s c r een  which,  
when com ple te ,  w i l l  c o n s i s t  o f  a t  l e a s t  a h a l f - d o z e n  p a n e l s ,  a l l  
i n t e r r e l a t e d  and each g iv in g  a c e r t a i n  phase  o f  t h e  u n ga in ly ,  
swarming, g l i t t e r i n g  s p e c t a c l e  o f  American I i f e . ^ 4

Bromfield wro te  only f o u r  in s te a d  of  s i x  novels  in h i s  "screen**; in t h e

"Foreword" t o  t h e  f i n a l  nove l ,  he s a y s ,

A Good Woman i s  t h e  l a s t  of  a s e r i e s  o f  f o u r  nove ls  
d e a l i n g  from v a r io u s  ang les  w i th  a s t r o n g l y  marked phase of  
American l i f e .  The book was p lanned ,  w i thou t  be ing  in any sense  
a s e q u e l ,  as  p a r t  o f  a p i c t u r e .  . .  . Taken t o g e t h e r  t h e  four  
might be con s id e red  as  a s i n g l e  novel w i th  t h e  a l l - en co m p ass in g  
t i t l e  of Escape.35

Thus,  t h e  pane l -nove l  i s  a s e r i e s  o f  nove ls  p r i m a r i l y  t i e d  t o g e t h e r  only 

by theme.

Galsworthy*s work b e s t  i l l u s t r a t e s  the  d i f f e r e n c e s  between a panel

novel and a t r u e  sequence nove l ,  f o r  Galsworthy w ro te  b o th .  His panel

s e r i e s  i s  a s a t i r i c  survey  o f  a s t r a tu m  o f  Eng l ish  s o c i e t y .  Galsworthy

speaks  o f  h i s  panel in a l e t t e r  he wro te  in 1911:

The lead ing  s p i r i t u a l  l i m i t a t i o n  r e s p e c t i v e l y  o f  t h e  fo u r  s e c t i o n s  
o f  u p p e r - c l a s s  s o c i e t y  has been t h e  s a t i r i c  idea  . . .  behind The 
Man of P r o p e r t y , The Country House, F r a t e r n i t y , and The P a t r i c i a n .
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I s t a r t e d  th e  job w i th  The Is land  P h a r i s e e s ,  where i t * s  in a 
measure  o u t l i n e d ,  and have now got th rough!^*

Serv ing  as  t h e  seminal work of  th e  s e r i e s .  The I s land  P h a r i s e e s  (1904)

exposes t h e  s e l f - r i g h t e o u s  hypocr isy  o f  th e  Eng l ish  u p p e r - c l a s s .  The

Man of P r o p e r ty  (1906) a t t a c k s  the  v i c i o u s  m a te r i a l i sm  o f  wealthy

businessmen; The Country House (1907) r i d i c u l e s  th e  pompous s e l f -

importance of t h e  s q u i r e a r c h y ;  F r a t e r n i t y  (1908) mocks t h e  i d e a l i s t i c

in ep tn ess  of t h e  i n t e l l e c t u a l s  of London; The P a t r i c i a n  (1911) d i s s e c t s

the  c l a s s  consc iousness  o f  t h e  a r i s t o c r a c y .  Thus,  th e  f i v e  nove ls  focus

upon a broad s u b je c t  ( " u p p e r - c l a s s  s o c i e t y " )  and pursue v a r i o u s  f a c e t s

of a s i n g l e  theme ( " s p i r i t u a l  l i m i t a t i o n " ) .  But they a r e  in no o th e r

way r e l a t e d :  no elements  of  p l o t  o r  s p e c i f i c  s e t t i n g  l i n k  them, and no

c h a r a c t e r s  reappea r  in t h e  s e p a r a t e  n o v e l s .  The only u n i t y  they  possess

is  t h a t  o f  s i m i l a r  themes.  Thus,  they  c o n s t i t u t e  a p a n e l ,  no t  a sequence

n o v e l .

By c o n t r a s t .  The F o r s y t e  Saga i s  c l e a r l y  a sequence n o v e l .  Twelve 

years  a f t e r  p u b l i s h in g  The Man of  P r o p e r t y , Galsworthy dec ided  to  co n t in u e  

the  s t o r y  o f  the  F o r sy te  fam i ly .  Consequent ly ,  in two subsequent  n o v e l s ,  

Galsworthy fo l lows  t h e  same p r i n c i p a l  c h a r a c t e r s ,  Soames, I r e n e ,  and 

young J o ly o n ;  uses  t h e  same p r i n c i p a l  s e t t i n g ,  th e  house on Robin H i l l ;  

and deve lops  th e  c o n f l i c t s  genera ted  by Soames* and I r e n e ' s  d i s a s t r o u s  

marr iage  in The Man of  P r o p e r t y . More im por tan t ,  he e x p lo re s  t h e  same 

theme, t h e  " s p i r i t u a l  l i m i t a t i o n "  imposed by an o b se s s iv e  " s e n s e  of p ro p e r 

t y . "  In t h e s e  ways, a sequence nove l ,  such as  The F o r s y t e  Saga , po s se s se s  

a u n i ty  d e r iv e d  from t h e  development o f  an u l t im a te  theme.

The sequence novel as  a genre o f  p rose  f i c t i o n  i s ,  t h e r e f o r e .



15

d i s t i n g u i s h e d  by t h r e e  p r i n c i p a l  c h a r a c t e r i s t i c s :  i t  c o n s i s t s  of c l o s e l y

r e l a t e d  but s e p a r a t e l y  p ub l i shed  n o v e l s ;  i t  ga ins  u n i t y  through l in k s  

of s e t t i n g ,  p l o t ,  and c h a r a c t e r ;  yet  most im p o r tan t ly ,  i t  exp lo res  and 

u l t i m a t e l y  a f f i r m s  a s i n g l e  major  theme.

A problem common t o  a l l  sequence n o v e l i s t s  i s  t h a t  of  m a in ta in in g  

t h i s  in h e re n t  c o n t i n u i t y  between t h e  s e p a r a t e  volumes.  Because s e p a r a t e  

p u b l i c a t i o n  means t h a t  a yea r  o r  more may lapse  between t h e  r e a d e r ' s  

o b t a in in g  each volume, each must t h e r e f o r e  s tan d  a lo n e  as  an in d iv id u a l  

read ing  e x p e r i e n c e ,  ye t  must a l s o  c o n t r i b u t e  t o  t h e  whole o f  t h e  sequence.  

Evelyn Waugh acknowledges t h i s  problem in th e  "Preface** t o  h i s  Sword of  

Honor:

The t h r e e  books, of  which t h i s  i s  a r e c e n s io n ,  appeared 
th roughou t  a decade w i th  t h e  l e s s  than  candid  a s s u r a n c e  
( d i c t a t e d  by commercial i n t e r e s t )  t h a t  each was t o  be regarded  
as  a s e p a r a t e ,  independent work.  I t  was u n reasonab le  t o  expect 
t h e  r e a d e r  t o  keep in mind t h e  v a r i o u s  c h a r a c t e r s ;  s t i l l  more t o  
fo l low  a c o n t in u o u s ,  con t in u ed  p l o t . 3?

Waugh's s o l u t i o n  was t o  e x c i s e  " r e p e t i t i o n  and d e s c r e p a n c i e s , "  remove

" t e d i o u s "  p a s sa g es ,  and fu se  t h e  t h r e e  volumes in to  a long, s ing le -vo lum e

work. T h i s  s o l u t i o n ,  however,  i s  not p r a c t i c a b l e  f o r  most sequences ,

because of t h e i r  length  and com p lex i ty .  The problem f o r  most a u th o r s ,

th e n ,  i s  t o  inc lude  in each succeed ing  volume a f t e r  t h e  f i r s t  as  much

of t h e  p re c ed in g  volumes as  i s  n e ce s s a r y  t o  make i t  i n t e l l i g i b l e  t o  a

r e a d e r .  In commenting on sequence c o n t i n u i t y .  Miss Kerr  has remarked.

The problem of  making each volume o f  a sequence comple te  and 
independent in c o n ten t  i s  a p r a c t i c a l  one of  reminding  o r  
informing th e  r e a d e r  o f  t h e  p a s t  l i f e  of  t h e  main c h a r a c t e r .
Some system of  o v e r lap p in g  o r  l i n k i n g  i s  n e c e s s a r y ,  p e c u l i a r  
t o  sequence form and c o n s t i t u t i n g  what may be c a l l e d  sequence 
te c h n iq u e  as  d i s t i n g u i s h e d  from tech n iq u e  a p p l i c a b l e  t o  o rd in 
ary  novels.^®
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Such sequence c o n t i n u i t y  may be m ain ta ined  by e i t h e r  ex te rna l  

or  i n t e r n a l  l i n k s .  E x te rna l  l inks  a r e  not i n t e g r a l  p a r t s  of th e  n a r r a 

t i v e  but ex t raneous  reminders  d i r e c t l y  from t h e  a u th o r .  F o r  example, 

p r e f a c e s  t o  th e  s e p a r a t e  volumes,  such as t h o s e  in th e  Car fax  e d i t i o n  

of C a r y ' s  two sequences ,  may reveal  t h e  r e l a t i o n s  between t h e  volumes 

and p ro v id e  the  a u th o r  an o p p o r tu n i ty  t o  d i s c u s s  h i s  theme and t e c h n i q u e s ;  

such p r e f a c e s ,  however,  do not u s u a l l y  p rov ide  t h e  r e a d e r  w i th  knowledge 

of p re v io u s  a c t i o n s .  In a d d i t i o n ,  fo o tn o t e s  t o  the  t e x t  may r e f e r  th e  

r e a d e r  t o  p e r t i n e n t  passages  in p reced ing  volumes, o r  a b r i e f  summary, 

reminding  th e  r ead e r  o f  what has t h u s  f a r  occur red  in t h e  sequence may 

a l s o  sometimes p rov ide  t h e  necessa ry  l in k ag e .  In g e n e r a l ,  however, 

e x t e r n a l  l inks  a r e  no t  much employed by modern n o v e l i s t s .

Much more f r e q u e n t l y  employed a r e  i n t e r n a l  l i n k s ,  elements  w i th in  

the  n a r r a t i v e  i t s e l f .  Some l inks  a r e  merely  su g g e s t io n s  o r  a l l u s i o n s ,  

w i th o u t  exp o s i to ry  v a l u e ,  t h a t  r e c a l l  t h e  p rev io u s  volumes t o  the  r e a d e r .  

Thus,  an a u th o r  may begin  each volume w i th  p a r a l l e l  d e s c r i p t i o n s  of t h e  

same o r  a s i m i l a r  s c e n e ,  o r  he may d e s c r ib e  t h e  same scene  w i th  which 

th e  p reced in g  volume concluded .  Somewhat more d i r e c t l y ,  an a u th o r  may 

c o n t in u e  a subsequent volume wi thou t  s i g n i f i c a n t  break from the  p reced in g  

one.  For  i n s t a n c e ,  f o u r  pages from t h e  conc lus ion  of  The Memoirs o f  A 

Fox-Hunting Man, S a s so o n ' s  George S he rs ton  s a y s .

Spr ing  a r r i v e d  l a t e  t h a t  y e a r .

As fo r  me, I had more o r  l e s s  made up my mind t o  d i e ;  t h e  
idea  made t h i n g s  e a s i e r .  In t h e  c i rcum stances  t h e r e  d i d n ' t  
seem t o  be any th in g  e l s e  t o  be done .39

Then, in th e  f i r s t  l i n e s  of  th e  subsequent volume. Memoirs o f  an I n f a n t r y

O f f i c e r ,  he r e p e a t s  t h e s e  p assages :
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I have s a i d  t h a t  s p r i n g  a r r i v e d  l a t e  in 1916, and t h a t  
up in t h e  t r e n c h e s  o p p o s i t e  Mametz i t  seemed as  though w i n t e r  
would l a s t  f o r e v e r .  I a l s o  s t a t e d  t h a t  a s  fo r  me, I had more 
o r  l e s s  made up my mind t o  d i e  because in t h e  c i r cu m stan ces  
t h e r e  d i d n ' t  seem a n y th in g  e l s e  t o  be done.  Wei I ,  we came 
back t o  Morlancour t  a f t e r  E a s t e r .  . .

Such a c o n t i n u a t i o n  i s  f a c i l i t a t e d  by t h e  c o n s i s t e n t  p o in t  o f  view

throughout  t h e  sequence.  However, even i f  t h e  a u th o r  s h i f t s  n a r r a t o r s ,

he may a l l u d e  t o  t h e  p reced in g  volume. For example.  To Be A P i I g r im ,

th e  second volume of C a r y ' s  " A r t i s t  T r i l o g y , "  beg ins  t h u s l y :

L a s t  month I s u f f e r e d  a g r e a t  m is fo r t u n e  in t h e  lo s s  o f  
my housekeeper ,  Mrs. J im son .  She was s e n t  t o  p r i s o n  f o r  
pawning some old t r i n k e t s  which I had long f o r g o t t e n .  My 
r e l a t i v e s  d iscove red  t h e  f a c t  and c a l l e d  in t h e  p o l i c e  b e fo re  
I could  i n t e r v e n e .  They knew t h a t  I f u l l y  in ten d ed ,  as  I 
s t i l l  i n t e n d ,  t o  marry S a ra  J i m s o n . 4 1

Such a b eg inn ing  both p ro v id e s  an i n t r i g u i n g  i n t r o d u c t i o n  f o r  To Be A

P i I g r im  and a l s o  reminds t h e  r e a d e r  of t h e  c h a r a c t e r s  and e v e n t s  in

H e r s e l f  S u r p r i s e d .

Other  k inds  of i n t e r n a l  l in k s  have a more d i r e c t l y  e x p o s i t o ry  

v a l u e :  t h e i r  purpose  i s  no t  mere ly  t o  remind t h e  r e a d e r  of  a n t e r i o r  even ts  

but a l s o  t o  p rov ide  adequa te  in fo rm at ion  about them. One method i s  d i r e c t  

a u t h o r i a l  e x p o s i t i o n ,  such a s  t h a t  in the  second c h a p t e r  of  T r o l l o p e ' s  

B a r c h e s t e r  Towers o r  t h e  f i r s t  f o u r  pages of  G a lsw or thy 's  In Chancery.  Another 

dev ice  i s  t h e  use  of documents such as l e t t e r s  o r  d i a r i e s ;  such a device  

sometimes may both p re s e n t  n e ce s sa ry  e x p o s i t i o n  about p a s t  volumes and 

m o t iv a te  a c t i o n  in th e  p r e s e n t  one, as does young Jo I y o n ' s  l e t t e r  of  Jon 

in G a l sw o r th y 's  To L e t . S t i l l  a n o th e r  method o f  p r e s e n t i n g  e x p o s i to ry  

l in k s  i s  th ro u g h  a m o t iv a ted  d ia lo g u e  s i m i l a r  t o  t h e  t e c h n iq u e  in drama; 

c h a r a c t e r s  t a l k  among them se lves  and thus  rev ea l  n e ce s sa ry  in form at ion  

t o  t h e  r e a d e r .  Again,  such d ia lo g u e  may p ro v id e  both m o t iv a t io n  fo r
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p r e s e n t  events  as  well  as e x p o s i t i o n  of  p a s t  a c t i o n .  Yet perhaps  t h e

most common techn ique  i s  t h a t  whereby e x p o s i t i o n  i s  f i l t e r e d  th rough th e

consc io u sn ess  of  th e  c h a r a c t e r s :  t h e  a u th o r  p r e s e n t s  t h e  c h a r a c t e r ’ s

thou g h t  p rocesses  and, hence ,  in Beach’s t e rm s ,  "The scene  of a c t i o n

f \ £ J  t r a n s f e r r e d  t o  th e  c h a r a c t e r ’ s m ind ."^^  Thus,  t h e  c h a r a c t e r ’ s

memory becomes th e  v e h i c l e  fo r  t h e  n eces sa ry  e x p o s i to ry  f a c t s .  For

i n s t a n c e .  Ford Madox F o r d ’ s Some Do N o t . . .  ends w i th  an angry p a r t i n g

43between C h r i s to p h e r  and S y lv i a  T i e t j e n s .  The subsequent volume. No 

More P a ra d e s , opens w i th  C h r i s t o p h e r  in the  t r e n c h e s .  I n t e r s p e r s e d  among 

h i s  m i l i t a r y  a c t i v i t i e s  and c o n v e r s a t io n s  a re  memories of  S y lv i a  and 

t h e i r  p a r t i n g :

S y lv i a  T i e t j e n s  had been e x c r u c i a t i n g l y  u n f a i t h f u l ,  in th e  
most p a in fu l  manner. He cou ld  not be c e r t a i n  t h a t  t h e  c h i l d  
he adored was h i s  o w n . . . .  Tha t  was not unusual w i th  e x t r a 
o r d i n a r i l y  b e a u t i f u l — and c r u e l ! — women. But sh e  had been 
h a u g h t i l y  c i r c u m sp e c t .

N e v e r t h e l e s s ,  t h r e e  months ago, they  had p a r t e d . . . .  Or he 
thought  they  had p a r t e d .  Almost complete  b lankness  had 
descended upon h i s  home l i f e .

He had imagined h im s e l f  p a r t e d  from h i s  w i f e .  He had not 
heard  from h i s  w i fe  s in c e  he r  fo u r - in - th e - m o r n in g  d e p a r tu r e  
from t h e i r  f l a t ,  months and e t e r n i t i e s  ago, w i th  t h e  dawn 
j u s t  showing up t h e  ch imney-pots  o f  t h e  Georgian r o o f - t r e e s  
o p p o s i t e .  In t h e  complete  s t i l l n e s s  of  dawn he had heard 
h e r  vo ice  say very  c l e a r l y  "P add ing ton"  t o  t h e  c h a u f f e u r ,  
and then  a l l  t h e  spar rows in t h e  inn waking up in  c h o r u s . . . .
Suddenly and a p p a l l i n g l y  i t  came i n to  h i s  head t h a t  i t  might
no t  have been h i s  w i f e ’s vo ice  t h a t  had s a i d  " P a d d in g to n , "  
but her maid’s . . . . ^

Thus,  C h r i s t o p h e r ’s  memories p ro v id e  t h e  r e a d e r  o f  No More Parades  w i th

an e x p o s i t i o n  o f  S y l v i a ’ s  c h a r a c t e r ,  t h e  bases o f  c o n f l i c t  between th e

c o u p le ,  and t h e  n eces sa ry  knowledge of  some of  t h e  a n t e r i o r  e v e n t s .  Th is

method of  i n t e r n a l  l inkage  has s e v e r a l  advantages  over  o t h e r  methods:

t h e  c h a r a c t e r ’ s memories can more s u c c e s s f u l l y  convey t h e  emotions associated
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w ith  p a s t  e v e n t s ;  the  memories augment t h e  sense  of c o n t i n u i t y  by making 

t h e  p a s t  a more i n te g ra l  p a r t  o f  the  p r e s e n t ;  and memories,  w h i le  se rv ing  

as e x p o s i t i o n ,  can a l so  p rov ide  cogent m o t iv a t io n  fo r  c u r r e n t  a c t i o n .

The g re a t  v e r s a t i l i t y  of t h i s  method, t h e n ,  undoubtedly  a cco u n ts  f o r  i t s  

being the  most commonly used of  a l l  t e ch n iq u es  fo r  e x p o s i t o ry  l i n k i n g .

Some sequence n o v e l i s t s  a l s o  use a n t i c i p a t o r y  d ev ice s  des igned 

t o  lead th e  r e a d e r  from one volume to  t h e  subsequent cne .  A few au thors  

use  e x p l i c i t  e x te r n a l  s t a t em e n t s  about succeed ing  volumes; B e n n e t t ,  fo r  

i n s t a n c e ,  appends t h i s  note  t o  th e  l a s t  page o f  H i lda  Lessways; "The 

l a t e r  h i s t o r y  o f  Hilda  Lessways and Edwin Clayhanger  w i l l  form t h e  theme 

of a n o th e r  n o v e l . L a w r e n c e  Durre l l  u ses  a s i m i l a r  but more s u b t l e  

form of  l i n k s  in th e  A lexandr ia  Q u a r t e t ; a t  t h e  end o f  each volume 

(except Mounto l ive) ,  he appends "C onsequent ia l  Data" o r  "Workpoin ts" ;  

t h e s e  a re  b r i e f  s cen ic  o r  c h a r a c t e r  s k e tc h e s  which not on ly  r e c a l l  the  

a c t i o n  j u s t  p a s t ,  l i k e  t h e  pi  ink o f  drops  a f t e r  a v i o l e n t  r a i n s t o r m ,  

but a l s o  p re sag e  th e  c o n ten t  of  the  subsequent  volume. For example,  in 

th e  "C onsequen t ia l  Data"  a t  t h e  end of  J u s t i n e , D ur re l l  p l a c e s  t h i s  

p assage :

Landscape - tones :  s t e e p  s k y l i n e s ,  low c loud ,  p e a r l  ground 
w ith  shadows in o y s t e r  and v i o l e t .  A c c id ie .  On t h e  lake 
gun-metal  and lemon. Summer: sand l i l a c  sky .  Autumn: swol len  
b r u i s e  g r e y s .  W in te r :  f r e e z in g  w h i te  sand ,  c l e a r  s k i e s ,  
m a g n i f i c e n t  s t a r s c a p e s . 4 6

Then, in t h e  f i r s t  Mnes of  t h e  subsequent  volume, B a l t h a z a r , he r e p e a t s

th e s e  images:

L andscape - tones :  brown t o  bronze ,  s t e e p  s k y l i n e ,  low 
c lo u d ,  p e a r l  ground w i th  shadowed o y s t e r  and v i o l e t  r e f l e c 
t i o n s .  The l io n - d u s t  o f  d e s e r t :  p r o p h e t s '  tombs tu rn e d  t o  z in c  
and coppe r  a t  sunse t  on th e  an c ien t  l a k e .  I t s  huge s a n d -  
f a u l t s  l i k e  watermarks from th e  a i r ;  green and c i t r o n  g iv in g
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to  gunmetal ,  t o  a s i n g l e  plum-dark s o i l ,  m o i s t ,  p a l p i t a n t :  
s t icky-w inged  nymph. . . .  M areo t i s  under a sky of hot 
I i l a c .

summer; buff  sand ,  hot marb le  sk y . 
autumn: swol len  b r u i s e - q r e y s . 
w i n t e r ;  f r e e z i n g  snow, cool sand .

c l e a r  sky p a n e l s ,  g l i t t e r i n g  w i th  m ica . 
washed d e l t a  g r e e n s . 
m ag n if icen t  s t a r s c a p e s . * '

S i m i l a r l y ,  a paragraph  in t h e  *V orkpo in ts"  a t  t h e  end jT B a l t h a z a r  f o r e 

shadows some of  t h e  a c t i o n  o f  M ounto l ive :

Narouz always he ld  in t h e  back o f  h i s  c o n sc io u s n e s s  t h e  
memory o f  t h e  moonl i t  room; h i s  f a t h e r  s i t t i n g  in t h e  
w h ee lch a i r  a t  t h e  m i r r o r ,  r e p e a t i n g  t h e  one p h ra se  over  
and over  aga in  as  he p o in ted  t h e  p i s t o l  a t  t h e  lo o k in g -  
g l a s s .* *

The parag raph  a n t i c i p a t e s  an im por tant scene  which runs  f o r  f o u r  pages

and inc lu d es  t h e s e  l i n e s ;

. . .  he saw t h e  i n v a l i d  c o n f r o n t in g  h im s e l f  in a m oon l i t  
image, s lowly  r a i s i n g  t h e  p i s t o l  t o  p o in t  i t ,  no t  a t  h i s  
tem ple ,  but a t  t h e  m i r r o r ,  a s  he r e p e a te d  in a h o a rse  c ro ak in g  
v o i c e ,  *%nd now i f  she  shou ld  f a l l  in  love ,  you know what 
you must do.***^

More commonly, however, a u th o r s  use an i n t e r n a l  a n t i c i p a t o r y  

d e v ic e ,  i n c lu d in g  in t h e  n a r r a t i v e  remarks such a s  " a t  t h a t  t im e "  o r  "he 

was l a t e r  t o  l e a r n . "  For i n s t a n c e ,  n ea r  t h e  c o n c lu s io n  o f  W i l l i a m s o n ' s  

The Phoenix G en era t io n ,  t h i s  s en te n c e  a p p e a r s :  " I n  t h e  da rk  days t h a t

lay ahead he was t o  remember t h a t  l a s t  p e ace - t im e  p a r t y  a t  Cap ta in  

Runnymeade's.  . • P u re ly  an a n t i c i p a t o r y  d e v ic e ,  t h e  s en ten ce

foreshadows th e  su b s tan ce  o f  t h e  fo l lo w in g  volume, P h i l l i p  Maddison*s 

b i t t e r  expe r iences  du r in g  World War I I .  However, t h e  a n t i c i p a t o r y  dev ice  

may be simply an ab rup t  t e r m in a t io n  such as t h a t  Sassoon uses  a t  t h e  end 

of  Memoirs of an I n f a n t r y  O f f i c e r ; "Next morning I went t o  Edinburgh.  . .  .
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And with  my a r r i v a l  a t  S l a t e f o r d  War H o sp i t a l  t h i s  volume can co n v en ien t ly

be c o n c l u d e d . O r  t h e  device  may be a conclus ion  a t  a pregnant moment. 

Thus, The Phoenix Genera t ion  ends as  t h e  Germans invade Poland and P h i l l i p  

Maddison r e t u r n s  to  h i s  Engl ish  farm t o  p repa re  f o r  a i r - r a i d s  and invasian. 

The r e a d e r ,  t h e r e f o r e ,  can l o g i c a l l y  a n t i c i p a t e  t h e  n a r r a t i v e  burden of 

th e  subsequent volume, A S o l i t a r y  War. P h i l l i p * s  involvement in World 

War I I .

Need less  to  s a y ,  many n o v e l i s t s  use v a r io u s  combina t ions  of t h e s e  

ex p o s i to ry  and a n t i c i p a t o r y  l i n k s ,  both  in t e r n a l  and e x t e r n a l ,  t o  augment 

th e  inhe ren t  c o n t i n u i t y  of  s e t t i n g ,  p l o t ,  c h a r a c t e r ,  and theme in t h e i r  

sequences .

Whatever l in k in g  dev ices  an a u t h o r  may use ,  o r ,  indeed , whether 

he uses  many or  none, h i s  sequence w i l l  be one of t h e  two general  ty p es  

found w i th in  t h e  g e n e r ic  p a le  o f  t h e  sequence  novel— e i t h e r  open-end o r  

c lo s e d - e n d .  The p r i n c i p a l  and obvious d i f f e r e n c e  between t h e s e  two 

types  i s  t h e  n a tu re  o f  t h e i r  s t r u c t u r e  o r  form. One may t e n t a t i v e l y  

s t i p u l a t e  two d e f i n i t i o n s .  F i r s t ,  an open-end s t r u c t u r e  i s  one in which 

th e  sequence novel as  a whole does no t  complete  a movement from beginning 

to  middle  t o  end; i t  moves as though toward  no d e s t i n a t i o n  in p a r t i c u l a r ;  

i t  comple tes  no p rocess  of  change. Though th e  s e p a r a t e  volumes themselves  

may and, indeed,  should  co n ta in  a w e l l - d e f i n e d  s t r u c t u r e ,  t h e  whole 

sequence lacks  th e  formal comple teness  t h a t  a r e s o l u t i o n  of  p l o t  and an 

u l t i m a t e  r e v e l a t i o n  o f  theme p ro v id e .  Thus ,  th e  s t r u c t u r e  i s  "open”  in 

th e  sense  t h a t  a c o n t in u a t io n  of  t h e  s t o r y  i s  p o s s i b l e ,  t h a t  a culmin

a t i o n  o f  t h e  theme i s  n e ce s sa ry ,  o r  t h a t  a p rocess  o f  change needs 

com ple t ion .
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In c o n t r a s t ,  a c lo sed -en d  sequence novel p r o g r e s s e s  l o g i c a l l y  

(though not n e c e s s a r i l y  c h r o n o l o g i c a l l y )  from beginning  to  middle  t o  end; 

i t  marches as  though toward a p re -d e te rm in ed  go a l ;  i t  embodies a completed 

p ro ces s  of change.  I t s  u n i ty  i s  t h a t  which Schlege l  ( though speak ing  of 

drama) d e s c r i b e s ;  i t  "Wi11 c o n s i s t  in th e  d i r e c t i o n  towards  a s i n g l e  

end; and t o  i t s  comple teness  belongs a l l  t h a t  l i e s  between t h e  f i r s t  d e t e r 

m ina t ion  and th e  execu t ion  o f  t h e  d eed ."^ ^  Thus,  though t h e  i n d iv id u a l  

volumes c o n ta i n  t h e i r  own s t r u c t u r e s ,  each d e v i s io n  a l s o  c o n s t i t u t e s  p a r t  

of t h e  p ro g r e s s  of  t h e  i n c l u s i v e  s t r u c t u r e  toward r e s o l u t i o n  o f  p l o t  o r  

u l t i m a t e  r e v e l a t i o n  of theme. Thus, t h e  s t r u c t u r e  i s  " c l o s e d "  in t h e  

sense  t h a t  c o n t i n u a t i o n  i s  e i t h e r  im p o ss ib le ,  a r t i s t i c a l l y  i n a d v i s a b l e ,  

o r  t h e m a t i c a l l y  u nnecessa ry .^^

Severa l  q u a l i f i c a t i o n s ,  however,  must c l a r i f y  t h e s e  t e rm s .  F i r s t ,  

some sequence novels  a re  w r i t t e n  w i th  no p re -d e te rm in e d  s t r u c t u r e  in  th e  

a u tho r*s  mind. T r o l lo p e ,  f o r  i n s t a n c e ,  wro te  The Warden, t h e  f i r s t  of 

the  B a r s e t s h i r e  sequence,  under t h e  impetus o f  anger  a t  c o r r u p t i o n  in the  

church  and s e n s a t i o n a l i s m  in jo u rn a l i s m ;  he s a y s ,

I had been s t r u c k  by two o p p o s i t e  e v i I s , — or  what seemed t o  me 
t o  be e v i l s , — and with  an absence  of  a l l  a r t - ju d g m en t  in such 
m a t t e r s ,  I thought  t h a t  I might be a b l e  t o  expose them, o r  
r a t h e r  t o  d e s c r ib e  them, both in one and t h e  same t a l e . ^ *

But ,  a s  Lionel Stevenson r e p o r t s .

The c h a r a c t e r s  t h a t  he had inven ted ,  and th e  c a th e d ra l  town t h a t  
he had v i s u a l i z e d  in such d e t a i l ,  r e fu s e d  t o  fade from h i s  mind, 
and so he wrote  a longer n o v e l ,  B a r c h e s t e r  Towers,  w i th  t h e  same
s e t t i n g . 55

Thus,  w i th  so l i t t l e  p lan  in mind t h a t  h i s  b r o t h e r  s u p p l i e d  t h e  p l o t  

f o r  Doctor Thorne , th e  t h i r d  in the  s e q u e n c e , 56 T r o l l o p e  moved from novel 

t o  n o v e l .  A c t u a l l y ,  he i l l u s t r a t e s  h i s  own lack o f  p re - c o n c e p t io n  of
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t h e  sequence when he r e l a t e s  how he decided t o  " k i l l  o f f "  Mrs.  Proudie

in The Last  C h ro n ic le  of  B a r s e t î

I t  was w i th  many m isg iv ings  t h a t  I k i l l e d  o f f  my old  f r i e n d  
Mrs. P r o u d ie .  I could  n o t ,  I t h i n k ,  have done i t ,  but f o r  a 
r e s o l u t i o n  taken  and d e c la r e d  under c i r cu m stan ces  of g r e a t  
momentary p r e s s u r e .

I t  was th u s  t h a t  i t  came a b o u t .  I was s i t t i n g  one morning 
a t  work upon t h e  novel a t  t h e  end of  t h e  long drawing-room of  
t h e  Athenaeum Club. . .  . A s  I was t h e r e ,  two clergymen,  each 
with a magazine in h i s  hand, s e a t e d  th em se lv e s ,  one on one s i d e  
of the  f i r e  and one on th e  o t h e r ,  c l o s e  t o  me. They soon began 
to  abuse  what they  were r e a d i n g ,  and each was read ing  some p a r t  
of some novel  o f  mine.  The gravamen o f  t h e i r  compla in t  lay  in 
the  f a c t  t h a t  I r e in t r o d u c e d  t h e  same c h a r a c t e r s  so o f t e n !  " H e r e , "  
sa id  one ,  " i s  t h a t  archdeacon whom we have had in every novel  he 
has ever  w r i t t e n . "  "And h e r e , "  s a i d  t h e  o t h e r ,  " i s  t h e  o ld  duke 
whom he has  t a l k e d  about t i l l  everybody i s  t i r e d  o f  him. I f  I 
could not invent new c h a r a c t e r s ,  I would not w r i t e  novels  a t  a l l .
Then one o f  them f e l l  foul  of  Mrs. P ro u d ie .  I t  was im poss ib le  
f o r  me no t  t o  h ea r  t h e i r  words ,  and a lmost im poss ib le  t o  h e a r  
them and be q u i e t .  I got up,  and s t a n d i n g  between them, I acknow
ledged mysel f  t o  be the  c u l p r i t .  "As t o  Mrs. P r o u d i e , "  I s a i d ,
"I w i l l  go home and k i l l  h e r  b e fo re  th e  week i s  o v e r . "  And so 
I d id .5 7

With such spontaneous  p l o t - p l a n n i n g ,  a sequence cou ld  h a rd ly  p o s se s s  a 

p re -conce ived  i n c l u s i v e  s t r u c t u r e .  E v e n tu a l ly ,  w i th  no goal in mind, 

T r o l lo p e  a p p a r e n t l y  l o s t  i n t e r e s t  in  h i s  B a r s e t s h i r e  sequence,  f o r  he 

a b ru p t ly  t e r m in a t e d  i t  in The L a s t  C hro n ic le  o f  Barse t  and moved on to  

work he found more i n t e r e s t i n g ,  h i s  " P a r l i a m e n ta r y "  s e q u e n c e . S e q u e n c e s  

such as T r o l l o p e ’ s  ga in  un i ty  more through c o n t i n u i t y  of s e t t i n g ,  charac 

t e r ,  and th e m a t i c  focus  than th rough  " d i r e c t i o n  toward a s i n g l e  e n d . "  

Consequently ,  s i n c e  any r e s o l u t i o n  or  u l t i m a t e  r e v e l a t i o n  o f  theme is  

m is s ing ,  o r  a t  b e s t  i n e f f e c t i v e l y  a c c i d e n t a l ,  such sequences  a r e  u s u a l l y  

l e f t  "open" in s t r u c t u r e .

As a second c l a r i f i c a t i o n ,  some sequences  posse ss  only  t h e  s t r u c 

t u r e  which l i f e  i t s e l f  g iv e s .  These sequences  a r e  i n v a r i a b l y  long and



24

a u t o b i o g r a p h i c a l .  Yet t o  the  e x ten t  t h a t  l i f e  i s  s t r u c t u r e d  in a b i r t h -  

m a t u r a t i o n - d e a th  sequence,  t h e y ,  t o o ,  p o s se s s  a s t r u c t u r e .  Such a sequence 

i s  W i l l i a m s o n 's  A C hron ic le  of  Ancient S u n l i g h t . C lo se ly  au to b io g ra p h i 

c a l ,  the  th i r t e e n -v o lu m e  sequence has th u s  f a r  c a r r i e d  i t s  c e n t r a l  f i g u r e ,

P h i l l i p  Maddison, from h i s  b i r t h ,  e a r l y  sch o o l in g  and f i r s t  romances,

59ado lescence  and l a t e r  romances,  e x p e r ien c e s  in World War I ,  r e a d j u s t 

ments t o  c i v i l i a n  l i f e ,  j o b s ,  engagements,  m ar r iage ,  t h e  d e a th  of h i s  

f i r s t  w i f e ,  h i s  r e m ar r iag e ,  f a i l u r e  as  a fa rmer ,  and growing success  as  

a w r i t e r .  In t h e  t h i r t e e n t h  volume, A S o l i t a r y  War (1966) ,  P h i l l i p  

endures  the  b i t t e r  h a rd sh ip s  of  World War 11. Such sequences  do sometimes 

ga in  a s p u r io u s  s t r u c t u r e  from h i s t o r i c a l  e v e n t s .  Thus,  t h e  f i c t i o n a l  

P h i l l i p  Maddison s e rv es  du r in g  The Great War, j u s t  as  t h e  r e a l  Henry 

Will iamson d i d .  But t h a t  such a s t r u c t u r e  i s  indeed s p u r i o u s  i s  r ev ea led  

th rough  Wi11iamson's hand l ing  of  t h e s e  e v e n t s  in th e  sequence .  For i n s t a n c e ,  

as J .  Middleton Murry r e p o r t s  i t :

/ how Dear i s  L i f e , f o u r th  in th e  s e r i e s j j /  covers  t h e  b r i e f  
months between P h i l l i p ' s  leav ing  school in the  autumn of  1913 
and h i s  f i r s t  s h a t t e r i n g  e x p e r ien ces  as  a raw member o f  t h e  
London H ighlanders  round about Ypres in th e  w in t e r  o f  1914.
I t  i s  a l l  o f  th e  h ig h e s t  q u a l i t y ;  but perhaps  i t  s u f f e r s  a l i t t l e ,  
i f  c o n s id e red  as a s e p a r a t e  nove l ,  because th e  n a r r a t i v e  up to  
t h e  o u tb reak  of t h e  war would more n a t u r a l l y  have formed p a r t  
of Young Phil Bp Maddison. But t ^ t  i s  t h e  f a u l t  o f  t h e  ex ig en c ie s  
o f  p u b l i s h i n g ,  not t h e  a u t h o r ' s .

Sequences such as  W i l l i a m s o n ' s  a p p a r e n t ly  posse ss  only t h a t  s t r u c t u r e

which l i f e  g iv e s  and move only in t h e  d i r e c t i o n  in which l i f e  moves—

toward d e a th .  Consequent ly ,  in t h a t  th e y  to o  o f ten  only  r eco rd  t h e  l i f e -

exper ience  r a t h e r  than e x t r a c t  s i g n i f i c a n c e  from i t ,  such sequences

u s u a l l y  lack an i n c lu s iv e  s t r u c t u r e  o f  p l o t  o r  theme. Thus ,  they of

n e c e s s i t y  tend t o  be " o p e n . "
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A t h i r d  c l a r i f i c a t i o n  i s  t h a t  some e x t a n t  sequences  a r e  fragments 

of  p r o j e c t e d  s t r u c t u r e s .  In some i n s t a n c e s ,  t h e  au tho r  may d i e  before  

f i n i s h i n g  h i s  sequence .  Wyndham Lewis,  fo r  i n s t a n c e ,  p lanned a fo u r -  

novel sequence t o  be t i t l e d  The Human Age: he pub l i shed  The ChiIdermass 

in 1928, but suspended t h e  p r o j e c t  u n t i l  1955, when he p u b l i s h e d  two 

more volumes.  Monstre Gai and Malign F i e s t a .  However, in 1957, before  

he could  comple te  The T r i a l  o f  Man, t h e  f o u r t h  in t h e  sequence ,  he d i e d .  

Another such i n s t a n c e ,  but o f  g r e a t e r  magni tude ,  i s  B alzac*s  The Human 

Comedy. B a l z a c ' s  concep t ion  of  The Human Comedy was "one o f  t h e  a u t h o r ' s  

b o ld e s t  i n t e n t i o n s ,  t h a t  o f  g iv in g  l i f e  and movement t o  a whole f i c t i t i o u s  

w or ld .  . .  To t h i s  end, Balzac wro te  n in e ty - tw o  n o v e ls  and s t o r i e s ,

which he a r ra n g ed  under t h r e e  main d i v i s i o n s  ("Etudes  de M oeurs ,"  "Etudes 

p h i l o s o p h i q u e s , "  and "Etudes  a n a l y t i q u e s " )  and s ix  s u b - d i v i s i o n s  ("Scènes 

de la v i e  p r i v é e , "  "Scenes de la  v i e  de p r o v i n c e , "  "Scènes de la v ie  

p a r i s i e n n e , "  "Scènes  de la  v i e  p o l i t i q u e , "  "Scènes  de la  m i l i t a i r e , "  and 

"Scènes de la  v i e  de c a m p a g n e " ) A s  t h e  t i t l e s  o f  t h e  d i v i s i o n s  and 

s u b - d i v i s i o n s  i n d i c a t e .  The Human Comedy i s  l inked t o g e t h e r  by theme, 

s e t t i n g ,  and c h a r a c t e r . B u t ,  as A r thu r  C a n f i e l d  s t a ^ s .

From t h e  f i r s t  Balzac thought  of h i s  works as  p a r t s  o f  a 
whole r a t h e r  than  as independent and s e l f - s u f f i c i e n t  u n i t s .
More th a n  once he defended h im se l f  a g a i n s t  h i s  c r i t i c s  by 
t e l l i n g  them t h a t  th e y  must w a i t  t i l l  t h e y  had seen  some o t h e r  
p a r t s  no t  y e t ^ u i l t  be fo re  judg ing  o f  t h e  e d i f i c e  he was 
c o n s t r u c t i n g .

Baizac  indeed b u i l t  a mighty e d i f i c e ,  but b e fo re  he cou ld  lay  th e  l a s t  

s t o n e ,  he ,  t o o ,  d i e d .  Consequent ly ,  t h e  s t r u c t u r e  of  The Human Comedy 

remains u n f i n i s h e d ,  in o t h e r  c ase s  o f  f r agm en ts ,  however,  an a u th o r  may 

s imply  grow t i r e d  o f  h i s  sequence o r  become engrossed in something e l s e .
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and abandon i t .  While  w r i t i n g  H i ld a  Lessways. Arnold B enne t t ,  fo r  

example,  began a s e r i e s  which Lionel I Stevenson c a l l s  " t h e  comic a n t i 

t h e s i s "  t o  C ja^hanger .^^  In The Card (1911),  Denry Machin,  by l y in g ,  

c h e a t i n g ,  and p r a c t i s i n g  "gen tee l  b l a c k m a i l , "  becomes th e  youngest  mayor 

of  h i s  town; in The Regent (1913),  Denry co n t inues  h i s  outrageous  c a r e e r  

in London and becomes a weal thy t h e a t r i c a l  p roduce r .  Both because 

B enne t t  was amused by t h e  audac ious  Denry and because th e  s e r i e s  was 

p r o f i t a b l e ,  he p lanned s t i l l  a t h i r d  volume, in which he a p p a r en t ly  

in tended  f o r  Denry t o  connive h i s  way in to  th e  House o f  Commons. However, 

b e fo re  Bennett  even began t h i s  volume. World War I e r u p te d ,  and he tu rn e d  

h i s  a t t e n t i o n  t o  r e l i e f  commit tees,  p a t r i o t i c  pamphle ts ,  and comple tion  

of  h i s  s e r i o u s  work,  t h e  Clayhanger sequence .**  A f t e r  t h e  war,  he never  

r e tu r n e d  t o  t h e  Denry Machin sequence .  Hence, i t  remains  u n f in i sh e d  and 

" o p e n . "  in o t h e r  c a s e s ,  an a u th o r  may not have yet completed h i s  sequence,  

even though he i s  working toward a " c l o s e d "  end. F o r  example, Anthony 

Powell  in tends  h i s  Music o f  Time sequence t o  c o n ta in  twe lve  n o v e ls ,  

grouped in to  fo u r  segments  o r  ^movements" o f  t h r e e  nove ls  each .*^  He 

t h e r e f o r e  has a p re -c o n ce iv e d  p lan  and i s  obvious ly  working toward a 

r e s o l u t i o n  and an u l t i m a t e  r e v e l a t i o n  of  theme. However, he has th u s  

f a r  completed only e i g h t  o f  th e  a n t i c i p a t e d  twelve n o v e l s .  In each of 

t h e s e  i n s t a n c e s ,  what a c t u a l l y  e x i s t s  f o r  t h e  r e a d e r  today i s  an incom

p l e t e  sequence .  Whether o r  not t h e  a u th o r  followed a p re -conce ived  p lan  

i s  now i r r e l e v a n t ;  he has not f i n i s h e d .  What a c t u a l l y  e x i s t s  i s  an open 

s t r u c t u r e .

A f o u r th  c l a r i f i c a t i o n  i s  t h a t  whi le  some sequences  c o n ta in  a 

" c l o s e d "  s t r u c t u r e ,  th e y  a re  so i n o r d i n a t e l y  long t h a t  p ro g re s s  toward
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a cu lm in a t io n  of  p l o t  and an u l t i m a t e  r e v e l a t i o n  of theme i s  d i f f i c u l t

t o  r e c o g n ize .  Though A r i s t o t l e  was speak ing  of  drama, h i s  remarks on

t h e  length  of  a work a r e  p e r t i n e n t  t o  t h e  sequence no v e l :

An an im a l ,  or indeed any th ing  which has p a r t s ,  m us t ,  t o  
be b e a u t i f u l ,  not only have t h e s e  p a r t s  in t h e  r i g h t  o r d e r  but
must a l s o  be of  a d e f i n i t e  s i z e .  Beauty i s  a m a t t e r  o f  s i z e
and i r d e r .  An e x t r a o r d i n a r i l y  smal l  animal would no t  be b e a u t i 
f u l ,  nor  an e x t r a o r d i n a r i l y  la rg e  one.  Our view o f  t h e  f i r s t  
i s  confused  because i t  occupies  only  an a l l  but im p e rc e p t ib le  
t im e ,  w h i le  we cannot view t h e  second a l l  a t  once,  so  t h a t  t h e  
u n i ty  of t h e  whole would escape  us i f ,  f o r  example,  i t  were a 
thousand m i l e s  long. I t  fo l low s  t h a t ,  a s  bodies  and an imals  
must have a s i z e  t h a t  can e a s i l y  be p e rc e iv e d  as a whole ,  so
p l o t s  must have a length  which can e a s i l y  be remembered. 

E.  M. F o r s t e r  a l s o  touches  upon t h e  same p e r t i n e n t  p o i n t ;

The i n t e l l i g e n t  n o v e l - r e a d e r ,  u n l i k e  t h e  i n q u i s i t i v e  one 
who j u s t  runs  h i s  eye over a new f a c t ,  m e n ta l ly  p ic k s  i t  up.
He s ee s  i t  from two p o i n t s  o f  view: i s o l a t e d ,  and r e l a t e d  t o  
t h e  o t h e r  f a c t s  t h a t  he has read on p re v io u s  pages .  P robab ly  
he does no t  unde rs tand  i t ,  but he does not expect t o  do so  ye t  
aw h i le .  The f a c t s  in a h ig h ly  o rg an ized  novel . . .  a r e  o f t e n  
of t h e  n a t u r e  of c r o s s - c o r r e s p o n d e n c e s  and t h e  idea l  s p e c t a t o r  
cannot expec t t o  view them p r o p e r ly  u n t i l  he i s  s i t t i n g  upon a 
h i l l  a t  t h e  end.

But upon what Mt.  Everes t  must one s i t  in  o rd e r  t o  view t h e  " c r o s s 

co r re sp o n d en ces"  in t h e  s o l i d  mass of  in terwoven s t r e a m - o f - c o n s c io u s n e s s  

t h o u g h t s ,  senso ry  im press ions ,  and memories in th e  tw e lve  volumes of  

Dorothy R i c h a r d s o n ' s  P i Ig r im age?^^ F o r s t e r ' s  f u r t h e r  remarks  he lp  ex p la in  

t h i s  d i f f i c u l t y :

Memory and i n t e l l i g e n c e  a r e  c l o s e l y  connec ted ,  f o r  u n l e s s  we 
remember we cannot u n d e r s t an d .  . . .  The p lo t -m aker  e x p e c t s  us t o  
remember, we expect  him t o  leave  no loose  ends.  . . .  And over  i t  
^ h e  novej7» i t  u n f o ld s ,  w i l l  hover  t h e  memory o f  t h e  r e a d e r  
( t h a t  d u l l  glow of  t h e  mind of  which i n t e l l i g e n c e  i s  t h e  b r i g h t  
advancing edge] and w i l l  c o n s t a n t l y  r e a r r a n g e  and r e c o n s i d e r ,  
s ee in g  new c l u e s ,  new c h a in s  o f  cause  and e f f e c t ,  and t h e  f i n a l  
s ense  . .  . w i l l  not be of  c l u e s  o r  c h a i n s ,  but o f  something 
a e s t h e t i c a l l y  compact, something which might have been shown by 
th e  n o v e l i s t  s t r a i g h t  away, only i f  he had shown i t  s t r a i g h t  
away i t  would never  have become b e a u t i f u l . ? ?
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In o th e r  words,  p ro p o r t io n  i s  a s i g n i f i c a n t  c o n s i d e r a t i o n  in t h e  s t r u c t u r e

of a sequence nove l .  I f  t h e  "cha ins  o f  cause  and e f f e c t "  in a novel of

average  leng th  impose burdens upon a re a d e r* s  memory, what enormous loads

must th e  r e a d e r  of a long sequence novel c a r r y ?  But,  " u n l e s s  we remember

we cannot u n d e r s t a n d . "  I r o n i c a l l y ,  one of t h e  most s e v e re  s t r a i n s  upon

a r e a d e r ' s  memory i s  a work based upon mnemonic phenomena, P r o u s t ' s

72Remembrance of Things P a s t . Divided i n t o  seven major p a r t s  but o r i g i n 

a l l y  p u b l i sh e d  in s i x t e e n  volumes over a p e r io d  of  f o u r t e e n  y e a r s .  

Remembrance of  Things P as t  i s  an ex tremely  cony Iex n a r r a t i v e  d e a l i n g  w i th  

t a n g le d  f a m i l i a l  r e l a t i o n s h i p s ,  s o c i a l  s i t u a t i o n s ,  love l i a i s o n s ,  and 

v a r io u s  o t h e r  expe r iences  of  t h e  n a r r a t o r ,  Marce l .  Moreover,  P r o u s t ' s  

n a r r a t i v e  t e c h n iq u e s  of "unconsc ious"  a s s o c i a t i o n s ,  musica l  m o t i f s ,  and 

t ime s h i f t s  make th e  work even more complex. N e v e r t h e l e s s ,  th e  e n t i r e  

sequence p o s se s s e s  a " c l o s e d "  s t r u c t u r e :  t h e  f i n a l  p a r t .  The P as t  Recap

t u r e d . b r in g s  t h e  n a r r a t i v e  t o  a r e s o l u t i o n ,  r e v e a l s  th e  u l t i m a t e  theme,

and r e t u r n s  in c y c l i c a l  manner t o  th e  themes in t roduced  in t h e  "O ver tu re"

73in t h e  f i r s t  volume. Yet th e  very leng th  and complexi ty  o f  t h e  work 

seem in im ica l  t o  coheren t  s t r u c t u r e .  S i m i l a r l y ,  t h e  tw enty  volumes of 

Z o l a ' s  Rouqon-Macquart sequence impose c o n s id e r a b l e  s t r a i n  upon a r e a d e r ' s  

a b i l i t y  t o  p e r c e iv e  any p a t t e r n  p re s en t  in t h e  whole work,  but a p re 

conceived p a t t e r n  does e x i s t .  The enormous scope o f  th e  sequence i s  

i n d i c a t e d  by i t s  s u b t i t l e :  " H i s t o i r e  N a t u r e l l e  e t  S o c i a l e  d'Une Fam i l le

Sous le  Second Empire ."  F .  W. J .  Hemmings d e s c r ib e s  Z o l a ' s  i n t e n t i o n s  

t h u s i y :

The in nova t ion  in tended in Les Rouqon-Macquart was t o  show the  
s u c c e s s iv e  f low er ing  of  t h r e e ,  fo u r ,  even f i v e  i n t e r l i n k e d  
g e n e r a t i o n s ,  t o  c o n s t r u c t  v e r t i c a l l y  down a g e n ea lo g ic a l  l i n e .
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not  simply h o r i z o n t a l l y  over  a s o c i a l  s u p e r f i c i e s *  As he 
promised h i s  p u b l i s h e r ,  L a c ro ix ,  in t h e  general  p lan  he 
subm it ted  in 1869, he would not only " s t u d y ' t h e  whole of  t h e  
Second D npire ,  from th e  coup d * e t a t  down to  t h e  p r e s e n t  day,** 
but he would a l s o  " s tudy  in a family  th e  q u e s t i o n s  o f  common 
blood and environment.**

For t w e n ty - fo u r  y ea r s  and through twenty  s e p a r a t e  n o v e l s ,  Zola  pursued

h i s  p l a n .  He r e f e r r e d  t o  Doctor  P a s c a l , th e  l a s t  volume, a s  t h e  book

which would g ive  t h e  whole sequence th e  e f f e c t  o f  " th e  s e r p e n t  in a c c i l

with  i t s  t a i l  in i t s  m o u t h . H i s  achievement i s  t o  a degree  in d i c a t e d

by t h i s  remark by Armand Lanoux:

Quant â t * a r c h i t e c t u r e ,  e l l e  e s t  romaine.  Non seulement 
e l l e  e s t  superbe  dans Germinal, mais c * es t  dans t o u t  I 'ensem ble  
q u ' e l l e  s e  m a n i f e s t e  encore en d é p i t  des i n é v i t a b l e s  i n é g a l i t é s  
e t  des d é g â t s  du temps, dans ces  Rouqon où le  d e r n i e r  tome 
repond en écho au p rem ie r ,  ap rè s  l e  long rythme des  temps 
f o r t s  e t  des  temps f a i b l e s  qu ' im pose  la su cc e s s io n  a l t e r n é e  
des é p i s o d e s . 76

But,  " u n l e s s  we remember we cannot u n d e r s t a n d . "  Even though t h e  sequence 

c o n s i s t s  o f  s e p a r a t e  volumes and i s  th u s  designed to  be read in p a r t s ,  

when th e  s t r u c t u r e  i s  c o n s id e red  as a whole,  t h e  n e a r ly  5 ,000  pages  of  

the  Rouqon-Macquart sequence demand phenomenal f e a t s  o f  memory; one w i l l  

not p e rc e iv e  t h e  " t a i l "  in th e  "mouth" u n le ss  one c l e a r l y  remembers t h e  

’’mouth ."  Thus, a l though  a sequence may be " c l o s e d , "  i t s  leng th  sometimes 

p re v e n ts  apprehens ion  of  i t s  s t r u c t u r e :  th e  " u n i t y  of th e  whole** escapes  

us .  in t h i s  s e n s e ,  th e  longer a sequence ,  t h e  more "open"  i t  seems.

A f i n a l  c l a r i f i c a t i o n  must a l s o  be made: viewed w i thou t  rega rd  

t o  theme o r  a u t h o r ' s  i n t e n t i o n ,  almost any l i t e r a r y  wo^k i s  cap ab le  o f  

c o n t i n u a t i o n .  Henry James makes t h i s  p o in t  in t h e  " P r e f a c e "  t o  R o d e r i c k  

Hudson:

R e a l l y ,  u n i v e r s a l l y ,  r e l a t i o n s  s top  nowhere,  and the  
e x q u i s i t e  problem of t h e  a r t i s t  i s  e t e r n a l l y  but t o  draw, by
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a geometry of h i s  own, the  c i r c l e  w i th in  which th e y  s h a l l
h a p p i ly  appear  t o  do s o . ' '

And, as  Robert  M. Adams s ay s .

Even Hamlet, which has k i l l e d  o f f  e ig h t  major c h a r a c t e r s  
b e fo re  the  f i n a l  c u r t a i n  f a l l s ,  co u ld  be pro longed by anyone 
p e r v e r s e  enough t o  c a re  about young F o r t i n b r a s *  accomplish
ments as a monarch or  H am le t ' s  f a t e  in t h e  o th e r  w or ld .

In t h e  same p e rv e r se  s p i r i t ,  a c lo s e d  sequence novel cou ld  be con t inued

beyond i t s  p rope r  bounds.  Fo r  i n s t a n c e ,  had he so w ished ,  Joyce  Cary

cou ld  have extended h i s  " P o l i t i c a l  T r i l o g y "  w i th  a f o u r t h  novel t o l d  by 

Georgina Nlnvno, a f i f t h  by Tom Nimmo, a s i x t h  by S a l l y  (Lady Bootham), 

a s ev e n th  by Aunt L a t t e r ,  an e ig h th  by whoever happened t o  be l e f t ,  and 

so on .  But Cary p r o p e r l y  " c l o s e d "  h i s  sequence.  Galsworthy,  however, 

chose  t o  con t inue  h i s .  Although The F o r s y t e  Saga i s  c lo s e d  and complete  

in i t s e l f , G a l s w o r t h y  con t inued  t o  record  t h e  l i v e s  o f  Soames, F l e u r ,  

Jon ,  and Michael Mont in t h r e e  subsequent n o v e ls .  The White Monkey (1924) ,  

The S i I v e r  Spoon (1926) and Swan Song (1928),  ga thered  under t h e  in c lu 

s i v e  t i t l e  of A Modern Comedy. And t h e n ,  s t i l l  not c o n t e n t ,  he f u r t h e r  

n a r r a t e d  th e  s t o r i e s  of  c h a r a c t e r s  who had appeared in A Modern Comedy 

in t h r e e  more volumes.  Maid in W ai t ing  (1931) ,  F low er ing  Wi Ide rness  

(1932) and Over t h e  R ive r  (1933),  under t h e  i n c l u s i v e  t i t l e  o f  End of 

t h e  C h a p te r . A pparen t ly  Galsworthy y i e ld e d  t o  t h e  " p e r v e r s e "  tem p ta t io n  

t o  fo l l o w  th e  l i v e s  o f  h i s  c h a r a c t e r s  beyond t h e i r  e x i s t e n c e  in the  f i r s t  

c lo s e d  s t r u c t u r e .  Thus ,  even though a sequence i s  l o g i c a l l y  and th e m a t i 

c a l l y  comple te ,  th e  a u th o r  can ,  i f  he w ishes ,  pursue  t h e  " r e l a t i o n s  / t h a ^  

s to p  nowhere ."

One must t h e r e f o r e  re cogn ize  t h e s e  modula t ions  o f  t h e  ideal  

sequence form: some sequences  fo l lo w  no p re -co n ce iv ed  plan of  s t r u c t u r e ;
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some have only  th e  n a tu r a l  s t r u c t u r e  t h a t  l i f e  i t s e l f  g i v e s ;  some a re  

th e  incomple te  fragments  o f  an in tended  s t r u c t u r e ;  some a r e  in  t r u t h  

c losed  but appea r  t o  be open because of t h e i r  g re a t  l e n g th ;  and any se

quence can be c a p r i c i o u s l y  co n t in u e d .  D e sp i t e  t h e s e  m o d u la t io n s ,  one 

can n e v e r t h e l e s s  d i s c e r n  two genera l  t y p e s  o f  sequence n o v e l s— those  

with  an open and th o s e  with  a c lo s e d  s t r u c t u r e .

However, in a c o n s i d e r a t i o n  of s t r u c t u r e  in p ro se  f i c t i o n ,  two

f a c t s  a r e  im por tan t ;  theme c o n t r o l s  form, and c o n ten t  r e v e a l s  theme.

From th e  a r t i s t ' s  p e r s p e c t i v e ,  theme d e te rm ines  th e  c h o ice  o f  s u b j e c t ,

governs t h e  manner of  p r e s e n t in g  th e  m a t e r i a l s  ( s e l l i n g ,  i n c i d e n t ,  p l o t ,

c h a r a c t e r ,  symbol),  and most im por tan t ,  shapes  t h e  form o f  t h e  work.

From t h e  r e a d e r ' s  p e r s p e c t i v e ,  a n o v e l ' s  s u b j e c t ,  m a t e r i a l ,  and t h e i r

formal arrangement lead t o  an im ag ina t ive  apprehension  o f  t h e  theme.

Harold Weston s t a t e s  the  m a t t e r  i n c i s i v e l y :  Them e ,  e x e r c i s i n g  a

r e s t r i c t i v e  in f lu en c e  on th e  ch o ice  of  . .  .  i n c i d e n t s ,  moulds them in to

a c e r t a i n  form, which w i l l  convey t o  t h e  r e a d e r ' s  im ag ina t ion  a message

which t h e  theme cannot convey d i rec t ly . "® ®  As though t o  c l a r i f y  t h i s

s t a t e m e n t ,  Scrncrd  Malamud s ay s .

I f  theme, i n a r t i s t i c a l l y  hand led ,  ha rdens  t o  e x o - s k e l e t o n ,  or  
drops  l i k e  p r i n t e r ' s  ink from the  c e n t e r  o f  t h e  f i c t i o n — i f ,  
in o t h e r  words,  i t  has become "message"—then  t h e  f a i l u r e  i s  
of t h e  a r t .  . . .  I t  becomes when t h e  form i s  r i g h t ,  a p a r t  of 
t h e  f a b r i c  of  t h e  f i c t i o n ,  as though th rough  a p ro c e ss  of  
c r y s t a l l i z a t i o n  in t im e .  . .  ."®^

Even though both c r i t i c s  have only  t h e  usual s in g le -v o lu m e  novel 

in mind, t h e i r  remarks apply  even more p e r t i n e n t l y  t o  t h e  sequence nove l ,  

f o r  i t  i s  l a r g e l y  t h e  p r e s s u r e  o f  the  theme which de te rm in es  whether  a 

sequence w i l l  be open or  c lo s e d ,  whether  t h e  " f a b r i c  of  t h e  f i c t i o n "  w i l l
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be a loose ly  woven r ibbon o r  a t i g h t l y  k n i t  bow. That i s ,  t h e  scope and 

complexi ty  o f  t h e  theme w i l l  l a r g e l y  de termine  t h e  cho ice  o f  s u b j e c t  and 

t h e  n a tu re  o f  t h e  s t r u c t u r e  of  t h e  work.

Miss Kerr has s t a t e d  t h a t  sequence nove ls  deal w i th  one of t h r e e  

genera l  s u b j e c t s :  th e  l i f e  o f  an i n d i v i d u a l ,  fam i ly  l i f e ,  o r  s o c i a l  

phenomena. But,  indeed, w i th  what e l s e  can a novel d e a l ?  These  a re  th e  

t r a d i t i o n a l  yarns  fo r  the  n o v e l i s t ’s loom: F i e l d i n g  t r a c e s  t h e  e x p e r i 

ences of an ind iv id u a l  in Tom J o n e s ; S m o l le t t  f o c u s e s  upon t h e  family  

of Matthew Bramble in The E x p ed i t ion  of  Humphrey C l i n k e r ; Thackery 

p a i n t s  a s o c i a l  panorama in Vanity  F a i r . In o t h e r  wards,  t h e  general  

s u b j e c t s  of t h e  sequence novel a r e  in t r u t h  t h e  genera l  s u b j e c t s  of a l l  

n o v e l s .

But s u b j e c t , o f  c o u r s e ,  i s  not synonymous w i th  theme. One might 

say  t h a t  C rane’ s The Red Badge o f  Courage. Hemingway’s A Farew el I  t o  Arms. 

Manning’ s Her P r i v a t e s  We, and H e l l e r ’ s Catch-22 have e s s e n t i a l l y  t h e  

same s u b j e c t :  a young man’s i n i t i a t i o n  in to  l i f e  th rough  t h e  f i r e s  of  war.  

But no one cou ld  say t n a t  t h e  themes o f  t h e s e  fo u r  novels  a r e  e s s e n t i a l l y  

t h e  same. I t  i s  th e  p re s su re  o f  t h e  theme t h a t  de te rm ines  how t h e  novel

i s t  t r e a t s  h i s  s u b j e c t .

How th e  n o v e l i s t  t r e a t s  h i s  s u b j e c t  i s  a lmost i n f i n i t e l y  v a r i a b l e .  

To a degree ,  however, th e  n o v e l i s t  i s  l im i t ed  by t h e  t a s t e s  and te ch n iq u es  

of h i s  day.  S m o l le t t  employed a w e l l - e s t a b l i s h e d  n a r r a t i v e  t e ch n iq u e  in 

h i s  e p i s t o l a r y  nove l .  The Exp ed i t io n  o f  Humphrey C l i n k e r ; T r o l l o p e ,  us ing 

block c h a r a c t e r i z a t i o n ,  panoramic n a r r a t i o n ,  and a u t h o r i a l  comments, wrote 

t h e  most po p u la r  novels  o f  h i s  e r a .  Yet to d ay ,  except as  a q u a in t  a rchaism, 

no modern n o v e l i s t  i s  apt t o  employ t h e  e p i s t o l a r y  t e ch n iq u e  as  h i s  primary
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n a r r a t i v e  method, no r  i s  any n o v e l i s t  who hopes f o r  c r i t i c a l  o r  popu la r

success  l i k e l y  t o  w r i t e  a novel i m i t a t i n g  T r o l l o p e .  To a degree ,  the

n o v e l i s t  i s  a l s o  l im i t e d  by th e  mode w i th in  which he c o n sc io u s ly  or

unconsc ious ly  w r i t e s :  t h e  ^ rom an t ic"  n o v e l i s t  t r e a t s  h i s  m a te r i a l  in a

d i f f e r e n t  manner than  does th e  " n a t u r a l i s t i c "  n o v e l i s t ,  whose t r e a t m e n t ,

of c o u r s e ,  d i f f e r s  from t h a t  of  t h e  " i m p r e s s i o n i s t i c "  n o v e l i s t .  Indeed,

i t  is  l a r g e l y  th e  d i f f e r e n c e s  in how he p r e s e n t s  h i s  m a t e r i a l  t h a t

c a t e g o r i z e s  a n o v e l i s t  as  " r o m a n t i c , "  " n a t u r a l i s t i c , "  " i m p r e s s i o n i s t i c , "

o r  w ha teve r .  Fo r  i n s t a n c e ,  in a r a t h e r  PoIonian  commentary, Galsworthy

t r i e s  t o  p l a c e  h im se l f  in r e l a t i o n  t o  some of h i s  p e e r s ;

The book ^ h e  P a t r i c i a n ?  d i s c l o s e s  me f i n a l l y  as an im p r e s s io n i s t  
working w i th  a r e a l i s t i c  or  n a t u r a l i s t i c  t e c h n i q u e .  Whereas 
Wells  i s  a r e a l i s t  working w i th  an i m p r e s s i o n i s t i c  t e c h n iq u e ,
Bennett  a r e a l i s t  w i th  a r e a l i s t i c  t e c h n i q u e ,  Conrad an impression
i s t  w i th  a s e m i - i m p r e s s i o n i s t i c ,  s e m i - n a t u r a l i s t i c  t e c h n iq u e ,  and 
F o r s t e r  an i m p r e s s i o n i s t  w i th  a r e a l i s t i c a l l y  i m p r e s s i o n i s t i c
techn ique.®^

The very  f a c t  t h a t  such c a t e g o r i e s  co u ld  e x i s t  emphasizes t h e  g rea t  

v a r i e t y  of ways t h a t  a n o v e l i s t  may t r e a t  h i s  s u b j e c t ,  y e t  s t i l l  in 

accordance  w i th  h i s  theme.

However, when p rose  f i c t i o n  i s  viewed as  a whole,  some elements  

appear  as  c o n s t a n t s ,  no m a t t e r  what t h e  theme: f i c t i o n  always d e a l s  w i th

people  and t h e i r  a c t i o n s  of  a p a r t i c u l a r  p la ce  and t im e .  Thus,  th e  

c o n s t a n t s  a r e  c h a r a c t e r ,  i n c i d e n t ,  p l o t ,  and s e t t i n g .  But w i th in  t h e s e ,  

under p r e s s u r e  of  t h e  a u t h o r ' s  theme, g r e a t  v a r i a t i o n s  o f  t r e a tm e n t  a r e  

p o s s i b l e .  The s e t t i n g  may be g e n e r a l i z e d ,  t h e  merest  background a g a i n s t  

which a c t i o n  may o ccu r ,  as  in th e  n o v e l s  of  Ivy Compton B u rn e t t ;  i t  may 

be p a r t i c u l a r i z e d  in e x a c t ,  c o n c r e t e  d e t a i l s ,  as  in Z o la  o r  S i n c l a i r  Lewis; 

o r  i t  may be p a r t i c u l a r i z e d  and embued w i th  symbolic v a l u e ,  as is  Egdon



34

Heath in  Hardv*s The Return  of  th e  N a t i v e . S i m i l a r l y ,  i n c i d e n t  w i th in  

t h e  novel may be p h y s i c a l ,  from t h e  bone-c rush ing  h e r o i c s  o f  James Bond 

t o  the  s i g n i f i c a n t  g lance  of I sabe l  A rcher ;  i t  may a l s o  be m e n ta l ,  whether  

a memory of  t h e  p a s t ,  thought of  t h e  p r e s e n t ,  o r  s p e c u l a t i o n  about the  

f u t u r e ;  o r  i t  may be e i t h e r  n a r r a t e d  o r  d ram at ized ,  t h a t  i s ,  t o l d  or 

shown.83 P l o t — th e  arrangement of  i n c i d e n t s  i n to  s i g n i f i c a n t  s t ru c tu re ® ^

— may be mechanical  o r  o rg a n ic ;  i t  may c o n ta in  s u b - p l o t s ;  o r  i t  may be 

open o r  c l o s e d .  In a d d i t i o n ,  c h a r a c t e r  may be e x p l i c i t l y  s t a t e d  or  

g r a d u a l ly  r e v e a le d ;  i t  may be p r e s e n t e d  th rough  e x te r n a l  d e t a i l s  of f e a t u r e ,  

d r e s s ,  and a c t i o n ;  o r  i t  may be r e v e a l e d  through i n t e r i o r  thought  

p r o c e s s e s .  Thus, a l l  o f  th e  e lem ents  o f  f i c t i o n  a r e  s u b j e c t  t o  t e c h n i 

ca l  v a r i a t i o n s ;  th e  n o v e l i s t  molds t h e s e  e lements  t o  c r e a t e  t h e  form of 

h i s  novel  and t o  convey h i s  theme by h i s  cho ice  o f  v a r i o u s  t e c h n iq u e s .

Of t h e s e  t e c h n i q u e s ,  two o f  t h e  most important a r e  t h e  n o v e l i s t ' s  

hand l in g  o f  t ime and p o in t  of  v iew ; t im e  i s  t h e  t r a i n  o f  chronology fay 

which t h e  i n c id e n t s  o f  t h e  s t o r y  p roceed ;  p o in t  o f  view i s  t h e  " a n g le "  

of n a r r a t i o n  the  n o v e l i s t  employs.  Both t e ch n iq u es  a r e  impor tan t  in any 

c o n s i d e r a t i o n  of  f i c t i o n ;  however,  they  a r e  o f  e s p e c i a l  importance  in a 

c o n s i d e r a t i o n  of t h e  sequence n o v e l .

The next c h a p te r  w i l l  b r i e f l y  c o n s id e r  t h e  n a t u r e  and r o l e s  of 

t ime and p o i n t  of  view as t e ch n iq u es  o f  f i c t i o n  and w i l l  i n d i c a t e  how th e y  

s e r v e  a s  d i f f e r e n t i a  in t h e  s t r u c t u r e  o f  sequence n o v e l s .
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Doubleday, Doran and Company, 1937),  pp.  372-373. T h i s  s ing le -vo lum e  
e d i t i o n  c o n t a i n s  a l l  t h r e e  o f  t h e  volumes in S a s so o n ' s  sequence .  However, 
each s e p a r a t e  volume m a in ta in s  i t s  own p a g in a t io n .  Consequent ly ,  in 
subsequent c i t a t i o n s ,  I w i l l  c i t e  t h e  s e p a r a t e  volume t i t l e  and page 
number.

^ M em o ir s  of an In f a n t r y  O f f i c e r ,  p.  9.  I t a l i c s  a r e  S a s s o o n ' s .

^ V i r s t  Tr i  logy (New York: Harper  and B ro th e r s ,  1958),  p .  1.
This  s in g le -v o lu m e  e d i t i o n  c o n ta i n s  a l l  t h r e e  n o v e l s ;  however,  each i s  
s e p a r a t e l y  p a g in a t e d .

^Zgeach, c i t . .  p .  183.

^ ^ o r  an important dem ons t ra t ion  of  how Ford s a c r i f i c e d  a conclud
ing " b ig  scene"  in the  i n t e r e s t s  o f  t h e  a r c h i t e c t u r e  o f  t h e  whole sequence,  
see  Frank Macshane, "A Conscious Craf tsman: Ford Madox F o r d ' s  Manuscript  
R e v i s i o n . "  Boston U n iv e r s i ty  S tu d i e s  in E n g l i sh . V (Winte r,  1961) ,  178- 
184.

44 p a r a d e ' s  End, pp.  299, 315 .  Unspaced e l l i p s e s  a r e  F o r d ' s .

^^H i lda  Lessways (New York: E. P.  Dutton and Company, 1911),
p .  533.

4® j u s t i n e  (New York: E. P .  Dutton and Company, 1957),  p .  247.

4? B a l th a z a r  (New York: E. P.  Dutton and^Company, 1958),  p .  13.
I t a l i c s  a re  D u r r e l l ' s .

"*̂ l b i d . .  p.  249.
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^^Mountot ive (New York: E. P .  Dutton and Company, 1959),  p .  38 ,

50 rh e  Phoenix G e n e ra t io n , p .  352.

^^Memoirs o f  an I n f a n t r y  O f f i c e r ,  p .  322,

^^August W. S c h le g e l ,  L e c t u r e s  on Dramatic  Art  and L i t e r a t u r e , 
t r a n s .  John Black (London; George B e l l  and Sons,  1883),  p .  240,

^^The te rm s  open and c l o s e d  a r e  pe rhaps  rende red  ambiguous by uses  
t o  which o t h e r  c r i t i c s  have pu t  them,  R ober t  M. Adams employs both terms 
in h i s  S t r a i n s  o f  D iscord :  S t u d i e s  in L i t e r a r y  Openness ( I t h a c a :  C o rne l l  
U n i v e r s i t y  P r e s s ,  1958),  To him, " t h e  open form i s  l i t e r a r y  form . . , 
which inc ludes  a m a jo r  unreso lved  c o n f l i c t  w i th  t h e  i n t e n t  o f  d i s p l a y i n g  
i t s  u n re s o lv ed n e s s "  (p .  13) ,  T hus ,  Donne's " T h i r d  S a t i r e :  On R e l i g i o n "  
p o s se s s e s  a u n i t e d  and rounded s t r u c t u r e  but  does not answer t h e  
q u e s t i o n s  r a i s e d ,  because such q u e s t i o n s  on r e l i g i o n  a r e  unanswerable .
Fo r  Adams, a " c l o s e d "  form n e a t l y  r e s o l v e s  a l l  c o n f l i c t s  and answers  a l l  
q u e s t i o n s .  In " N a r r a t i v e  Time and t h e  Open-Ended Nove l"  ( C r i t i c i s m ,  VIII 
2̂ u tum n,  196f7» 3 62 -376) ,  Bever ly  Gross a c c e p t s  Adams* d e f i n i t i o n  but 
ho lds  t h a t  " t h e  shape  o f  t h e  novel i s  i t s  h a n d l in g  of  t im e " ;  t o  Miss 
G ross ,  an "open"  novel i s  " a  c u r r e n t  o f  t im e  r e v e a l i n g  and e x p re s s in g  
i t s e l f  th rough  a c t i o n , "  Thus ,  a novel which does no t  reach  an " a l l -  
embracing s t a s i s , "  such as  J o y c e ' s  P o r t r a i t  o f  t h e  A r t i s t  a s  a Young Han. 
she  c o n s id e r s  t o  be " o p e n , "  Somewhat more e s o t e r i c  i s  t h e  use t o  which 
Alan Friedman p u t s  t h e  terms in h i s  The Turn o f  t h e  Novel (New York:
Oxford U n i v e r s i t y  P r e s s ,  1966).  Friedman a n a ly z e s  p ro s e  f i c t i o n  in l i g h t  
o f  t h e  s t r u c t u r e  o f  exper ience  seen  w i th in  a c h a r a c t e r ' s  c o n sc ie n c e ,  a 
movement from innocense  t o  e x p e r i e n c e  o r  s o p h i s t i c a t i o n .  I f  t h e  moral 
o r  e t h i c a l  t h r e a t s  t o  t h e  co n sc ie n ce  a r e  a l l a y e d ,  t h e  form i s  " c o n t a i n e d " ;  
f o r  i n s t a n c e ,  t h e  l i b i d i n o u s  impulses  of  a young man plunged i n to  w or ld ly  
e x p e r i e n c e ,  such a s  Tom Jones ,  a r e  c o n ta i n e d  i f  t h e  novel ends in t h e  
young man's  m a r r i a g e ,  Friedman s a y s ,  "By a c lo se d  novel ,  .  ,  I mean a 
novel in which t h a t  u nde r ly ing  e t h i c a l  form, t h e  s t r e am  o f  con sc ien ce  

i s  f i n a l l y  c o n ta i n e d .  By an open n o v e l ,  I mean a novel in  which 
t h e  s t ream  of  co n sc ience  i s  f i n a l l y  not c o n t a i n e d "  (p .  16 ) .  Though my 
usage of  t h e  te rm s  perhaps  comes c l o s e r  t o  Adams' ,  I mean e s s e n t i a l l y  
t h a t  a c lo s e d  sequence  novel comple tes  t h e  i n c l u s i v e  p a t t e r n  toward which 
t h e  n o v e l i s t  a p p a r e n t l y  was work ing ,  but an open-end sequence novel does 
n o t ,

^^Anthony T r o l l o p e ,  An Autobiography (B erke ley :  U n i v e r s i t y  of  
C a l i f o r n i a  P r e s s ,  1947) ,  p ,  78 .

^^The E n g l i s h  Novel, p .  321 ,

^ ^An Autob iography , p ,  97,

5 7 | b i d , .  pp.  230-231,
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^^Stevenson s u g g e s t s  t h a t  T r o l l o p e ’ s abandonment o f  th e  B arse t 
s h i r e  nove ls  a l s o  s i g n a l l e d  h i s  s h i f t  from a " p l a c id  a tm osphere"  t o  a 
" cy n ic a l  mood" seen in t h e  "savage ind ic tm en t  of human n a t u r e "  in The 
Way We L ive  Now (The E n g l i sh  Novel, pp.  3 6 0 , 3 7 ^

^ S r i i l i a m s o n  devo tes  f i v e  volumes t o  th e se  f i v e  y e a r s  in P h i l l i p  
Maddison’s l i f e ;  How Dear i s  L i f e , t h e  summer of 1914 and t h e  f i r s t  
b a t t l e  of  Ypres;  A Fox Under Mv C loak . 1915 and th e  b a t t l e  of  Loos;
The Golden V i r g i n . 1916 and th e  b a t t l e  o f  t h e  Somme; Love and th e  Love
l e s s , 1917 and t h e  b a t t l e  of  P asschendae le ;  A T es t  t o  D e s t r u c t i o n , 1918 
and t h e  A r m is t i c e .  By c o n t r a s t ,  volume tw e lve .  The Phoenix  G enera t ion , 
cover s  a whole decade,  beg inn ing  in May, 1929, and ending  in September,  
1939.

^ K a t h e r i n e  M ansf ie ld  and O ther  L i t e r a r y  S t u d i e s  (London: 
C o n s ta b le ,  1959),  p.  157.

G^Arthur G. C a n f i e l d ,  The Reappear ing  C h a r a c te r s  in Balzac ’ s 
"Cornedie Humaine" (Chapel H i l l :  U n i v e r s i t y  o f  North C a r o l i n a  P r e s s ,  1961),  
p .  1.

^ ^ o r  an ex h au s t iv e  a n a l y s i s  o f  B a lzac ’ s d i v i s i o n s ,  see  Brucia 
L. Dedinsky, "Development o f  t h e  Scheme o f  t h e  ’t o m e d i e  Humaine": D i s t r i 
bu t ion  o f  t h e  S t o r i e s , "  in The E vo lu t ion  o f  Balzac’s  *^Comedie Humaine", 
ed .  by E. P r e s to n  Dargan and Bernard Weinberg (Chicago; U n iv e r s i t y  of 
Chicago P r e s s ,  1942), pp .  22-187.

GSpor an i n t e r e s t i n g  a n a l y s i s  o f  how Balzac employed t h i s  l a s t  
l in k in g  e lem en t ,  see C a n f i e l d ,  o£. c i t .

• ^ I b i d . .  p.  1.

^^The Eng l ish  Novel,  p .  449.

6&For an account of  t h e  a u to b io g ra p h ic a l  s i g n i f i c a n c e  of  t h e se  
works and o f  t h e i r  c r e a t i o n ,  see  Dudley Barker ,  W r i t e r  by Trade  (London: 
George A l len  and Unwin, 1966).

^^James J .  Z i g e r e l l ,  "Anthony P o w e l l ’s Music o f  Time: C hron ic le  o f  
a D e c l in in g  E s t a b l i s h m e n t . "  Twent ie th  Century L i t e r a t u r e ,  XII (October,
1966),  138-146.

^ O n  Poetry  and S t y l e ,  t r a n s .  G. M. A. Grube (The L i b ra r y  of 
L i b e r a l  A r t s ;  I n d i a n a p o l i s :  Bobbs-Merri11 Company, 1958) ,  p .  16.

^ ^Aspects  of  t h e  Novel,  p .  8 7 .

T^Miss R ich a rd so n ’ s  twelve  volumes a re  c o l l e c t e d  in P i Iq r im aq e .
4  v o l s .  (New York: A l f r e d  A. Knopf, 1938).  Fo r  a u s e f u l  d i s c u s s io n  of  
t h e  theme and s t r u c t u r e  o f  t h e  sequence ,  see  Caesar  R. B lake ,  Dorothy 
R ichardson (Ann Arbor;  U n i v e r s i t y  o f  Michigan P r e s s ,  1960) .
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^^A spec ts  of  th e  Novel, p .  88.

^Remembrance of  Things P a s t , t r a n s .  C h a r le s  S c o t t - M o n c r i e f f ,
2 v o l s .  (New York; Random House, 1932).  F o r  u s e f u l  a n a ly se s  o f  P r o u s t ' s  
work, s ee  Germaine Bree ,  Marcel P rous t  and D e l iv e ran ce  from Time (London: 
Chat to  and Windus,  1956);  Wayne C. Booth,  The R h e t o r i c  of  F i c t i o n  (Chicago: 
U n iv e r s i ty  o f  Chicago P r e s s ,  1961),  pp.  290-292 e t  pass im ; Margare t  Church, 
Time and R e a l i t y :  S tu d i e s  in Contemporary F i c t i o n  (Chapel H i l l :  U n iv e r s i t y  
of  North C a r o l i n a  P r e s s ,  1962);  and C. W. M. Johnson ,  "Tone in A la 
Recherche du Temps P e rd u . "  in Forms o f  Modern F i c t i o n ,  pp.  201-210.

T^Beverly Gross,  c i t . ,  m a in ta in s  t h a t  P r o u s t ' s  sequence i s  
s t r u c t u r a l l y  "open"  because i t  does not reach  a " tempora l  s t a s i s . "
However, in Remembrance o f  Things  P a s t ,  t h e  e n t i r e  n a r r a t i v e  leads  t o  
M arce l ' s  e x p e r ien ces  w i th  t h e  paving s t o n e s ,  t h e  napkin ,  and t h e  
madeleine  and t o  t h e i r  r e v e l a t i o n  t o  him o f  t h e  s i g n i f i c a n c e  o f  Time.
Thus, t h e  p l o t  does ach ieve  a r e s o l u t i o n ,  t h e  theme i s  u l t i m a t e l y  ex p re ssed ,  
and t h e  sequence  i s  t h e r e b y ,  in my sense  o f  t h e  t e rm ,  " c l o s e d . "

^^Emi le  Zola (Oxford: Oxford U n iv e r s i t y  P r e s s ,  1953) ,  p .  3 8 .

^ R u o t e d  in Hemmings, o£.  c i t . ,  p .  235.

^^**Preface" t o  Les Rouqon-Macquart,  3 v o l s .  ( " B ib l io th è q u e  de la 
P l e i a d e " ;  P a r i s :  G a l l im ard ,  I9 6 0 ) ,  I ,  pp.  I v - l v i .

^R r t  of  the  Novel , ed.  R. P.  Blackmur (New York: C h a r le s  S c r ib 
n e r ' s  Sons ,  1962),  p .  5 .

7® S t ra in s  of D isco rd ,  p .  15.

f^However,  f o r  an i n t e r e s t i n g ,  though e r ro n e o u s ,  view t h a t  Swan 
Song should  be added t o  make a four-volume " s a g a , "  see  Rober t  Hamil ton ,
*The  F o r s y t e  S a g a ,"  Q u a r t e r l y  Review,CCCIV (W inte r ,  1966),  431-441.

®R o r m  in L i t e r a t u r e ,  p .  205.

"Theme, C on ten t ,  and t h e  'New N o v e l ' , "  New York Times Book 
Review, March 26 , 1967, S e c t io n  7 ,  p .  2 .

® R u o te d  in M ar ro t ,  c i t . ,  p .  308,
Q3

F o r  important comments on a l l  o f  t h e s e  e lements  o f  f i c t i o n ,  
see  Henry Jam es '  p r e f a c e s  in The Art  of  t h e  Novel ; f o r  i n f l u e n t i a l  remarks 
on t h e  " d ra m a t i z e d "  i n c i d e n t ,  see  Percy Lubbock, The C r a f t  o f  F i c t i o n , 
pp.  188-219.

® ^ o r  p e r t i n e n t  comments on t h i s  p o i n t ,  s ee  Crane,  "The Concept 
of  P lo t  and t h e  P lo t  of  Tom J o n e s " : Kellogg and S c h o le s ,  The N ature  of  
N a r r a t i v e :  and Weston, Form in L i t e r a t u r e .
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®^Both Sch leg e l  ( op. c i t . .  p .  340) and C o le r id g e  make e s s e n t i a l l y  
the  siiine d i s t i n c t i o n  between mechanical  and organ ic  form. C o le r id g e ,  
however,  i s  more s u c c i n c t :  "The form i s  mechanic,  when on any given 
m a t e r i a l  we impress a p rede te rm ined  form, not n e c e s s a r i l y  a r i s i n g  out 
of t h e  p r o p e r t i e s  o f  t h e  m a t e r i a l .  . . .  The organ ic  form on th e  o th e r  
hand, is  i n n a te ;  i t  s h ap es ,  as  i t  develops  i t s e l f  from w i t h i n ,  and th e  
f u l n e s s  of i t s  development i s  one and t h e  same w i th  t h e  p e r f e c t i o n  of 
i t s  outward form.** Quoted in Gordon McKenzie, Organic  Unity  in Cole r idge  
( " U n iv e r s i t y  of C a l i f o r n i a  P u b l i c a t i o n s  in English,** Vol.  V I I ,  No. 1; 
B erke ley :  U n i v e r s i t y  o f  C a l i f o r n i a  P r e s s ,  1939),  p .  4 5 .

®^See E. M. F o r s t e r ,  A spec ts  of  t h e  Novel, pp.  43 -82 ,  and W. J .  
Harvey, C h a r ac te r  and th e  Novel ( I t h a c a :  Corne l l  U n i v e r s i t y  P r e s s ,  1965).



CHAPTER I I  

THE PATTERNS ID E N T IF IE D

A n a r r a t i v e  i s  t h e  p ro cess  o f  t e l l i n g  about people  and what they 

do. But,  f i r s t ,  in o rde r  t o  " t e l l , "  t h e r e  must be a " t e l l e r . "  And, 

second,  p e o p l e ' s  a c t i o n s  and th e  ac t  o f  t e l l i n g  i t s e l f  occupy spans of 

t im e .  Thus,  p o in t  of view and t h e  t r e a tm e n t  o f  t ime a re  pe rhaps  the  

two most important t e ch n iq u es  in f i c t i o n .

The fo l lowing  f a m i l i a r  n a r r a t i v e  r e v e a l s  a g r e a t  dea l  about th e  

elements  of  t ime and p o in t  o f  view in f i c t i o n :

Humpty Dumpty s a t  on the  w a l l .
Humpty Dumpty had a g re a t  f a l l .
All  t h e  K ing 's  ho rse s  and a l l  t h e  K ing 's  men
C o u ld n ' t  put Humpty Dumpty t o g e t h e r  a g a in .

Within  t h i s  s imple  n u rse ry  rhyme, one can  s ee  s ev e ra l  impor tan t  c h a r a c t e r 

i s t i c s  o f  a l l  f i c t i o n .  F i r s t ,  th e  t a l e  c o n s i s t s  of  s e v e r a l  i n c id e n t s ;  

a l though  here  compressed t o  mere s t a t e m e n t s ,  th e  s i t t i n g  on t h e  w a l l ,  the  

f a l l ,  and t h e  e f f o r t s  a t  r e s t o r a t i o n  a r e  a l l  e v en ts  in embryo. Second, 

th e  e v en ts  occur  in a p a r t i c u l a r  sequence which occupies  a span of t ime; 

even though no e x p l i c i t  t ime scheme i s  g iv e n ,  from th e  moment o f  Humpty 

Dumpty's s i t t i n g  on t h e  w a l l ,  th rough h i s  f a l l i n g ,  t o  t h e  K in g ' s  men's 

admission  of  f a i l u r e ,  t im e  p a s s e s .  T h i r d ,  th e  passage  o f  t im e  i s  

i r r e v e r s i b l e .  Although t h e  n a r r a t i o n  i t s e l f  may be i n v e r t e d  or d i s o r d e r e d ,  

t h e  e v en t s  may not be: t h e  s i t t i n g  must p recede  t h e  f a l l ,  which must
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precede  th e  f a i l u r e  a t  r e s t o r a f l i f n .  I f  t h e  even ts  occur in any o th e r  

sequence,  they  form a no the r  s t o r y .  F o u r th ,  the  even ts  a l l  occur red  in 

t h e  p a s t ,  and t h e  n a r r a t i v e  uses  p a s t  t e n s e  v e rb s .  C onsequent ly ,  the  

a c t i o n  i s  n e c e s s a r i l y  viewed from t h e  p e r s p e c t i v e  o f  t h e  p r e s e n t .  F i f t h ,  

a **teller** r e l a t e s  the  s t o r y .  Although he i s  com ple te ly  u n o b t r u s iv e ,  

someone n e c e s s a r i l y  n a r r a t e s  t h e  e v en t s ;  t h e  t a l e ,  in o t h e r  words,  i s  

t o l d  from a p a r t i c u l a r  " a n g l e , "  he re  t h e  o b j e c t i v e  t h i r d - p e r s o n  p o in t  

of view.

"Humpty Dumpty" can ,  however,  be t o l d  in a somewhat d i f f e r e n t  way;

I

He perched  u n s t e a d i l y  upon th e  s u r p r i s i n g l y  na rrow w a l l .
Looking down made him d i z z y ,  but he had t o  look down i f  he were 
ever  t o  r e t u r n  t o  h i s  f r i e n d s  below. F r i e n d s ,  indeed! They 
were t h e  cause  of h i s  be ing he re  now in t h i s  dangerous p o s i t i o n  
—mocking. J e e r in g ,  d a r in g  him. "Climb th e  w a l l , "  t h e y  s a i d .
"Climb th e  w a l l ,  c h i c k e n ! "  So he c l imbed ,  h i s  f e e t  f e e l i n g  leaden, 
h i s  hands s l i p p e r y  w i th  sw e a t ,  h i s  h e a r t  th unde rous ly  pounding in 
h i s  e a r s .  But he reached t h e  t o p .  The view! t h e  b e a u t i f u l ,  blue 
and sweeping,  h e a r t - s o a r i n g  view! He h a d n ' t  r e a l i z e d .  In th e  
d i s t a n c e  he could see  t r e e s ,  l i k e  t h o s e  in t h e  park  where Mother 
used t o  t a k e  him. Trees  and a f a r ,  b lue  h o r iz o n .  But below, 
the  d i s t a n t  e a r th  and th e  w h i t e ,  up turned  faces  o f  h i s  how s i l e n t  
f r i e n d s .  He s l i d  both f e e t  i n to  t h e  vo id  and r e s t e d  one on a 
s l i g h t  p r o t r u s i o n  in th e  s h e e r  plunge o f  t h e  w a l l .  He looked a t  
th e  t r e e s  one l a s t  t im e .  He f e l t  t h e  a n c i e n t  m o r ta r  c rumble ,  
f e l t  no weigh t  in h i s  body, saw th e  top  ra c in g  away above him.
A smashing, numbing blow. "But th e  b lue  t r e e s , "  he t h o u g h t .
Then b la c k n e s s .

II

We i n t e r r u p t  t h i s  program t o  b r in g  you a s p e c i a l  news 
b u l l e t i n .  An u n i d e n t i f i e d  person  has  Ju s t  f a l l e n  from t h e  top  
of t h e  h igh  wall a t  t h e  c o r n e r  of  Vermont and M edi te r ranean  
Avenues. The wal ls  in t h a t  v i c i n i t y  a r e  over f i f t y  f e e t  h igh .
No r e p o r t  o f  the  a cc id e n t  v i c t i m ' s  c o n d i t i o n  has been r e c e iv e d .
A la rge  crowd has g a th e r e d ,  and P o l i c e  Ch ie f  L i t t l e  u rges  a l l  
c i t i z e n s  t o  s t a y  away from t h e  scene  o f  t h e  a c c i d e n t ,  so  as  not 
t o  c r e a t e  a t r a f f i c  problem.  I t  has Ju s t  been r e p o r t e d  t h a t  t h e  
Royal Emergency Squad i s  on i t s  way t o  th e  s cen e .  S tay  tuned  
t o  t h i s  s t a t i o n  f o r  f u r t h e r  d e t a i l s .  We now r e t u r n  you t o  your 
r e g u l a r l y  scheduled program.
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II I

We got t h e r e  as  qu ick  as p o s s i b l e ,  but I t  was to o  l a t e .
The damned crowds he ld  us up.  They swarmed a l l  over  t h e  p l a c e ,  
v i c io u s  t h r i l l  s e e k e r s .  They p robab ly  y e l l e d  a t  him t o  jump.
We f i n a l l y  had t o  go around by way o f  Boardwalk to  ge t  t h e r e .
Had to  r e a l l y  push our  way th ro u g h .  He lay t h e r e  a l l  crumpled 
up. Real bad c a s e .  We d id  a l l  we c o u ld ,  e s p e c i a l l y  Sergeant  
B lue .  Good man. T r i e d  ev e r y th in g  we could  do t h e r e  on th e  s p o t ,  
r e s p i r a t o r ,  plasma,  morphine.  Nothing he lped . Too bad. Even
had t o  f i g h t  th e  Goddamned crowd t o  t a k e  i t  away.

All  o f  t h e  p reced ing  comments about t h e  n a r r a t i v e  s t i l l  hold t r u e :  the

t a l e  is  s t i l l  a s e r i e s  o f  in c id e n t s  which cover a span of  t ime;  t h e  passage

o f  t ime i s  s t i l l  i r r e v e r s i b l e ;  th e  a c t i o n  s t i l l  i s  n a r r a t e d  in th e  pas t

t e n s e  w i th  a p a r t i c u l a r  p o in t  o f  view.

However, some new t r u t h s  a l s o  a p p ea r .  F i r s t ,  t h e  in c id e n t s  cover 

t h e  same t ime span as  b e f o r e ,  but t h e  n a r r a t i o n  of  them t a k e s  longer .  

Whereas t h e  o r i g i n a l  v e r s io n  took on ly  two or  t h r e e  seconds  to  r e a d ,  the  

new v e r s io n  t a k e s  a minute  or  more.  T h i s  g r e a t e r  len g th  o f  read ing  t ime 

i s  due t o  t h e  p r o l i f e r a t i o n  o f  t h e  d e t a i l s  which make t h e  new ve rs ion  

more c o n c r e t e .

Second, t h e  sequence o f  t ime i s  s t i l l  i r r e v e r s i b l e ,  but th e  n a r r a 

t i v e  sequence might e a s i l y  be d i s o r d e r e d .  For i n s t a n c e ,  t h e  s t o r y  would 

be t h e  same, but i t s  e f f e c t  would be a l t e r e d  i f  S e c t io n  I I ,  t h e  f a l l ,  

appeared f i r s t ;  an e n t i r e l y  d i f f e r e n t  e f f e c t  would r e s u l t  i f  Sec t ion  I I I ,  

t h e  f a i l u r e ,  appeared f i r s t  and S e c t io n  I ,  the  w a l l ,  appeared l a s t .  In 

o t h e r  words ,  though t h e  passage  o f  t im e  i t s e l f  can not be changed, t h e  

chronology o f  t h e  n a r r a t i v e  may be a l t e r e d , f o r  s p e c i a l  e f f e c t .

T h i r d ,  th e  e v en t s  s t i l l  a re  o ccu r ren ces  o f  t h e  p a s t ,  but w i th in  

t h e  i n c l u s i v e  chronology of  th e  t a l e ,  t h e  s e p a r a t e  i n c i d e n t s  more c l e a r l y  

occupy d i s t i n c t l y  d i f f e r e n t  p lanes  o f  t i m e .  In a d d i t i o n ,  though c l e a r l y
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in the  p a s t ,  t h e  a c t i o n  seems t o  be in t h e  p r e s e n t .  That i s ,  t h e  

r e a d e r  subco n sc io u s ly  " a d j u s t s "  t o  th e  p r o g r e s s io n  o f  e v en ts  so t h a t  

each in c id e n t  seems to  be h i s  "now": when he has r e a d  S e c t io n  I ,  i t  is

" p a s t , "  but S e c t io n  i i  is  t h e  " p r e s e n t "  o f  h i s  r e a d in g  a c t i v i t y ,  and 

S e c t io n  I I I  i s  subconsc ious ly— and a c t u a l l y — his  f u t u r e . ^  Moreover,  new 

p lan es  o f  t h e  p a s t  a ppea r .  F o r  i n s t a n c e ,  in S ec t io n  i ,  w i th in  t h e  

" p r e s e n t "  o f  Humpty Dumpty*s s i t u a t i o n  on t h e  w a l l ,  t h r e e  new dimensions 

o f  th e  p a s t  a r e  in t roduced :  t h e  very  r e c e n t  p a s t  o f  h i s  r e a c t i o n  upon 

re ach in g  t h e  top  o f  th e  wall and s e e in g  t h e  view, t h e  s l i g h t l y  more 

d i s t a n t  p a s t  o f  th e  j e e r i n g  f r i e n d s  who caused him to  c limb t h e  w a i l ,  

and an even more d i s t a n t  p a s t  of  h i s  v i s i t s  t o  the  pa rk  w i th  h i s  mother .  

Thus,  a s  a n a r r a t i v e  expands,  t h e  p l a n e s  o f  t ime w i t h i n  i t  may become 

more numerous o r  more complexly i n t e r c a l a t e d .

F o u r t h ,  th e  new v e r s io n  s t i l l  has a " t e l l e r , "  but now t h r e e  

s e p a r a t e  " a n g l e s "  a r e  used ,  in each o f  which th e  " t e l l e r "  seems t o  d i s a p p e a r .  

P o in t  of  view by and la rge  de te rm ines  t h e  m a te r i a l  t h a t  may be admit ted  

in to  t h e  s t o r y  and governs t h e  pace o f  t h e  n a r r a t i o n .  S e c t io n  I employs 

a t h i r d - p e r s o n  p o in t  of  view which i s  r e s t r i c t e d  t o  t h e  c o n sc io u sn ess  o f  

Humpty Dumpty; a l though  t h e  " t e l l e r "  does not in t r u d e  h im se l f  in to  th e  

n a r r a t i v e ,  he i s  n e v e r th e l e s s  om nisc ien t  in t h a t  he can re v e a l  t h e  s u b jec 

t i v e  t h o u g h t s  and memories as  well  a s  th e  o b j e c t i v e  a c t i o n s  o f  the  ch a rac 

t e r .  S e c t io n  II uses  a f i r s t - p e r s o n  p o in t  o f  view, but i t  i s  t h e  e d i t o r i a l  

"we" w i th  an o b j e c t i v e  s t a t em e n t  o f  only  t h e  known f a c t s ;  s t r a n g e l y ,  

however, t h e  o b j e c t i v e  "news b r o a d c a s t "  seems more obv ious ly  an a u t h o r i a l  

c o n t r i v a n c e  than  does th e  s u b j e c t i v e  omnisc ience  o f  S e c t io n  I .  S e c t io n  

I I I  i s  a p u re ly  s u b j e c t i v e  f i r s t - p e r s o n  n a r r a t i o n .  The c h a r a c t e r  w i tn e ssed
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only p a r t  o f  t h e  t o t a l  a c t i o n .  Hence,  he can r e p o r t  only  what he saw 

o r  what he knows to  be t r u e .  The s en t im en ts  ex p re ssed  a r e  o s t e n s i b l y  

th o s e  o f  the  f i c t i o n a l  c h a r a c t e r ,  no t d i r e c t l y  t h o s e  o f  the  " t e l l e r . * *

In a d d i t i o n ,  p o in t  of  view i s  a l s o  th e  o p e r a t iv e  t e ch n iq u e  by which the  

" t e l l e r "  c o n t r o l s  the  pace of  th e  a c t i o n  (as  in t h e  in c reased  tempo of  

t h e  f a l l  in S e c t io n  I ) ,  th e  t i m e - s h i f t s  from "present** t o  " p a s t "  (a s  in 

t h e  v a r io u s  memories in S e c t io n  I ) ,  t h e  c r e a t i o n  o f  suspense  (as  in the  

lack o f  co n c lu s iv e  but use  o f  a n t i c i p a t o r y  in fo rm a t ion  in S e c t io n  I I ) ,  

and the  a e s t h e t i c  d i s t a n c i n g  of  t h e  r e a d e r  from t h e  a c t i o n  (as  in th e  r e 

moteness of  Humpty Dumpty, f i n a l l y  seen  as  an " i t ,**  in S e c t io n  I I I ) .

F i f t h ,  theme and s t r u c t u r e  become more s i g n i f i c a n t  th rough  th e  

" t e l l e r * s "  c o n t ro l  of  t ime and p o i n t  of  view. The theme of t h e  o r i g i n a l  

v e r s io n  i s  not c l e a r :  t h e  t a l e  may eq u a l ly  well  i l l u s t r a t e  the  dangers  

o f  c l im bing  w a l l s ,  t h e  f o l l y  o f  r e l y i n g  upon monarchia l  powers,  o r  th e  

i r r e v e r s i b l e  consequences o f  any a c t i o n .  However, in the  new v e r s i o n ,  

th e  theme appears  in c l e a r e r  fo cu s ;  one might e a s i l y  see  i t  as  an embry

onic  s ta t em e n t  about t h e  d e s t r u c t i v e  c o n f l i c t  between th e  i n d iv id u a l  and 

s o c i e t y :  Humpty Dumpty*s memory o f  h i s  j e e r i n g  f r i e n d s ,  th e  newscas t

announcement of  g a th e r in g  crowds, and th e  King*s man*s condemnation of 

t h e  o b s t r u c t i v e  mob a r e  a l l  i n j e c t e d  in to  the  n a r r a t i v e  th rough  c o n t ro l  

of  p o in t  of  view. Moreover, t h e  s t r u c t u r e  of  both  v e r s i o n s  remains  

e s s e n t i a l l y  th e  same: a beginning on the  w a l l ,  a midd le  in th e  f a l l ,  and 

an end in th e  f a i l u r e .  But in t h e  new v e r s i o n ,  t h e  s t r u c t u r e  i s  made 

more d r a m a t i c a l l y  e f f e c t i v e :  t h e  moment on t h e  wall  i t s e l f  i s  seen  as

th e  r e s u l t  o f  a n t e r i o r  a c t i o n  and i s  i n t e n s i f i e d  th rough  an awareness  o f  

the  c h a r a c t e r * s  emotional r e s p o n s e s ;  th e  f a l l  i s  g iven  in c reased  s i g n i f i 

cance  th rough  t h e  double  view o f  i t — an im press ion  o f  the  c h a r a c t e r * s
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s e n s a t i o n s  as he f a l l s  and an o b j e c t i v e  announcement o f  t h e  f a c t ;  t h e  

f a i l u r e — the  r e s o l u t i o n  o f  th e  a c t i o n — is  made more s i g n i f i c a n t  through 

t h e  K ing 's  man's  own sense  o f  f r u s t r a t i o n  and f a i l u r e .  In a d d i t i o n ,  th e  

u n i t s  of  t h e  s t r u c t u r e  now have g r e a t e r  coherence :  th e  f a l l  d e p ic t ed  in

S e c t io n  I i s  r e p e a te d  as  f a c t  in S e c t i o n  I I ;  suspense  and a n t i c i p a t o r y  

remarks in S e c t io n  II p repa re  f o r  S e c t io n  I I I ;  S e c t io n  I I I  a l l u d e s  to  

f a c t s  p re v io u s ly  g iven  and concludes  t h e  s t o r y  w i th  tXe f l a t  f i n a l i t y  of 

" t o  take  i t  away."  Thus,  th e  " t e l l e r ' s "  c o n t r o l  o f  p o in t  o f  view and 

temporal sequence a r t i c u l a t e s  t h e  theme and s t r u c t u r e s  t h e  m a t e r i a l .

Th is  b r i e f  a n a l y s i s  o f  "Humpty Dumpty" by no means f u l l y  ex p lo re s

t h e  t e ch n iq u es  o f  t ime and po in t  o f  view.  I t  does not in c lu d e  any c o n s i d e r -
2

a t i o n  o f  t h e  p s y ch o lo g ica l  or  p h i lo s o p h ic a l  a s p e c t s  of  t im e  nor the  immense 

v a r i e t y  o f  t e c h n i c a l  dev ice s  for  hand l ing  t ime  in f i c t i o n . ^  I t  does not 

i n d i c a t e  t h e  wide range o f  ty p es  and e f f e c t s  o f  p o in t  o f  v iew .*  I t  does ,  

however, show t h e  importance o f  t im e  and p o in t  of  view as  t h e  c a r d in a l  

t e c h n iq u e s  in f i c t i o n ,  whether t h e  f i c t i o n  be n u rse ry  rhyme, s h o r t  s t o r y ,  

n o v e l ,  o r  a sequence of  n o v e ls .

As a genre  o f  p rose  f i c t i o n ,  t h e  nove ls  w i th in  a sequence employ 

th e  same t e c h n iq u e s  o f  t ime and p o i n t  o f  view as  t h o s e  not in a sequence.

F o r  i n s t a n c e ,  t h e  mnemonic r e g r e s s i o n s  and " c h r o n o lo g ic a l  loo p in g s"  which 

Ford Madox Ford uses  in t h e  s e p a r a t e  volumes o f  h i s  P a r a d e ' s  End sequence 

a r e  e s s e n t i a l l y  t h e  same t e c h n i q u e s ,  though in d i f f e r e n t  p o i n t s  o f  view, 

as  t h o s e  he uses  in The Good S o l d i e r .  S i m i l a r l y ,  th e  t e c h n iq u e s  which 

Arnold Bennett  u t i l i z e s  in th e  t h r e e  n ove ls  o f  h i s  C layhangcr  sequence 

d i f f e r  very  l i t t l e  from th o se  in The Old W ives '  T a l e . Thus ,  as  f a r  as 

t h e  n a r r a t i v e  t e ch n iq u es  o f  t ime and p o in t  o f  view a re  concerned ,  t h e  

s e p a r a t e  nove ls  w i th in  a sequence d i f f e r  l i t t l e  from o r d i n a r y  n o v e l s .
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However, t ime and p o in t  of  view a re  ex trem ely  impor tan t  when the  

sequence o f  nove ls  i s  viewed as  a whole ; t h e  au th o r* s  cho ice  o f  po in t  of 

view and h i s  handl ing  o f  temporal sequence de te rm ine  th e  formal p a t t e r n  

o f  the  sequence  n o v e l ' s  i n c l u s i v e  s t r u c t u r e .

Because every p i e c e  o f  f i c t i o n  i s  a " temporal s y n t h e s i s "  o f  the  

"sequence  o f  human a c t i v i t i e s , " ^  every  p ie c e  o f  f i c t i o n  embodies a pe r iod  

o f  t im e .  From t h e  beg inn ing  word t o  the  f i n a l  p e r i o d ,  t h e  a u th o r  c r e a t e s  

a f i c t i v e  world  o f  c h a r a c t e r ,  t h o u g h t ,  and a c t i o n  which spans  a leng th  

o f  t ime w i t h i n  which t h e  e v en t s  o f  t h e  f i c t i v e  world o c c u r .  T h i s  f i c t i v e  

t im e  i s  m easurab le  by c lo c k s  and c a l e n d a r s  because  t h e  "sequence  o f  human 

a c t i v i t i e s "  n e c e s s a r i l y  im p l ie s  a p ro g r e s s i o n  o f  t ime which i s  t o  t h e  

c h a r a c t e r s  " a c t u a l . "  Thus,  from t h e  moment Humpty Dumpty "p erched  

u n s t e a d i l y  upon the  s u r p r i s i n g l y  narrow w a l l "  t o  t h e  moment a t  which t h e  

K ing 's  men to o k  " i t "  away, a span o f  f i c t i v e  t im e  e l a p s e s .  In some f i c t i o n ,  

t h i s  span o f  t ime may be s p l i t  so  t h a t  two o r  more a c t i o n s  a r e  p re sen ted  

s i m u l t a n e o u s ly .  Thus, a s  t h e  announcer b r o a d c a s t s  t h e  news o f  Humpty 

Dumpty's f a l l ,  t h e  Royal Emergency Squad i s  on i t s  way t o  th e  s ce n e ,  in 

much modern f i c t i o n ,  t ime may seem t o  r e g r e s s :  t h e  mnemonic t ime o f  the 

c h a r a c t e r ,  h i s  memories,  ru n s  c o u n te r  to  t h e  flow of  t ime  forward  in to  the  

f u t u r e .  Thus ,  Humpty Dumpty remembers e v en t s  which go backward in to  the  

p a s t .  N e v e r t h e l e s s ,  t h e  f i c t i v e  t ime w i th in  a p ie ce  o f  f i c t i o n  i s  a 

sphe re  which c o n ta i n s  t h e  p r o g r e s s i v e ,  s im u l ta n e o u s ,  o r  r e g r e s s i v e  move

ment o f  t im e .

T h i s  sphere  o f  t im e  may be o f  any s i z e .  I t  may be a whole l i f e  

span :  B e n n e t t ' s  The Old W ives '  T a l e ,  fo r  example,  c o v e r s  n e a r l y  seventy

y e a r s  as  i t  t r a c e s  the  l i v e s  o f  two s i s t e r s .  Or i t  may be on ly  a day:



50

J o y c e ' s  Ulysses  r e c o r d s  th e  e v en t s  of June 16, 1904, in the  l i v e s  o f  

t h r e e  s e p a r a t e  i n d i v i d u a l s .  In each of  t h e s e  works,  t ime i s  s p l i t  as  t h e  

n a r r a t i v e  covers  s im ul taneous  p e r io d s  in the  c h a r a c t e r s '  l i v e s .  In each 

work, but in markedly d i f f e r e n t  ways,  mnemonic t ime moves from " p r e s e n t ” 

t o  " p a s t " ;  fo r  example,  a s  Sophia  gazes a t  t h e  w i th e red  body o f  her 

husband, she t h i n k s  o f  t h e i r  you th ;  as  he walks  a long  th e  beach, S tephen 

Dedalus remembers h i s  own youth  and h i s  m o t h e r ' s  d e a th .  Yet in each  of 

t h e s e  n o v e ls ,  t h e  s im ul taneous  ep i so d es  and the  mnemonic e x c u r s io n s  in to  

t h e  pas t  a re  c o n ta in e d  w i th in  t h e  p r o g r e s s i v e  p r e s e n t  o f  t h e  f i c t i v e  t im e .  

Thus,  each novel i s ,  a s  i s  any p i e c e  o f  f i c t i o n ,  a " c o n t a in e d "  sphere  of 

t im e .  In t h i s  r e s p e c t ,  A l i c e  in Wonderland d i f f e r s  l i t t l e  from Nana or  

Mrs.  Dalloway; each i s  a s p h e re  o f  t ime w i th in  which the  " t e l l e r "  d e p i c t s  

t h e  c h a r a c t e r s ,  t h o u g h t s ,  and a c t i o n s  o f  h i s  f i c t i v e  w or ld .

Th is  p r i n c i p l e  being t r u e ,  one may conce ive  o f  a sequence novel 

a s  being e i t h e r  a s t r i n g  o r  a c l u s t e r  o f  s e p a r a t e  sphe res  o f  t im e .  The 

a r t i s t ' s  hand l ing  o f  t h e se  s e p a r a t e  sphe res  de te rm ines  th e  formal p a t t e r n  

o f  the i n c l u s i v e  s t r u c t u r e ,  w h i le  making o f  them a s t i l l  g r e a t e r  sphe re  

o f  t ime .  The a r t i s t  may choose e i t h e r  t o  s t r i n g  th e  sp h e re s  o f  t ime 

c h r o n o lo g i c a l l y  o r  t o  c l u s t e r  them synch ronous ly .

In a ch ro n o lo g ic a l  sequence  n o v e l ,  t h e  n a r r a t i v e  moves in a s t r a i g h t  

forward p r o g r e s s i o n  in t im e ,  from novel t o  n o v e l ,  th rough t h e  whole sequence.  

One sphere  o f  t im e  fo l lows  a n o th e r  in th e  p r o g r e s s i v e  sequence  o f  t h e  

f i c t i v e  t im e .  However, numerous v a r i a t i o n s  o f  t h i s  sequence a r e  p o s s i b l e .  

Some sequence n ove ls  c o n ta in  a con t inuous  flow,  in which t h e  s e p a r a t e  

sphe res  o f  t ime  a r e  c o n t ig u o u s .  Such a sequence i s  W i l l i a m s o n ' s  A Chroni

c l e  of  Ancient  S u n l i g h t . One volume p icks  up th e  n a r r a t i v e  th r e a d  from
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t h e  p reced in g  volume w i th  l i t t l e  o r  no s i g n i f i c a n t  lapse  o f  f i c t i v e  t ime.  

One might  en v is io n  such a sequence in t h i s  manner:

F i c t i v e  Time

Some sequences ,  on t h e  o th e r  hand, fo l low  an i n t e r m i t t e n t  movement: t h e  

s e p a r a t e  sphe res  of t ime  omit un impor tan t  p e r io d s  in t h e  whole f i c t i v e  

t im e .  The F o r s v t e  S aga , for  i n s t a n c e ,  e n c lo s e s  an e n t i r e  f i c t i v e  span 

o f  t h i r t y - f i v e  y e a r s ,  1886-1921. However, t h e  f i r s t  volume covers  only  

one and a h a l f  y e a r s ,  from 1886 to  1887; a l in k in g  i n t e r l u d e ,  t h e  summer 

o f  1892; t h e  second volume, two y e a r s ,  from 1899 to  1901; a n o th e r  l i n k i n g  

i n t e r l u d e ,  one day in  1909; t h e  f i n a l  volume, one y e a r ,  1920-1921. Th is  

p a t t e r n  o f  t ime sp h e re s  might be en v is io n ed  t h u s :

F i c t i v e  Time

These two b a s ic  c h rono log ica l  p a t t e r n s  a r e  a lmost i n f i n i t e l y  v a r i a b l e ,  

depending on th e  a r t i s t e s  m a t e r i a l  and i n t e n t i o n s .  Indeed , one sequence 

n o v e l ,  in th e  o rd e r  o f  t h e  p u b l i c a t i o n  o f  t h e  s e p a r a t e  volumes,  even moves 

backward in t im e .  In Uncle Stephen  (1931) ,  th e  f i r s t  volume o f  F o r r e s t  

R e i d ' s  sequence ,  Tom, an orphaned boy o f  about f o u r t e e n ,  goes t o  s t a y  w i th  

h i s  u n c l e ;  t h e r e  he comes to  u n de rs tand  t h e  a lmos t magical  r e l a t i o n s h i p s  

p o s s i b l e  between two humans and between man and n a t u r e .  The R e t r e a t  (1936) ,  

t h e  second volume, c a r r i e s  Tom back a few y e a r s ,  when h i s  p a r e n t s  were 

s t i l l  a l i v e ;  i t  shows Tom in a p e r io d  when t h e  world o f  schoolm ates  and
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s t r a n g e r s — t h a t  i s ,  s o c i e t y — seemed m y s te r io u s  and m a rv e l lo u s .  Young 

Tom (1944) ,  th e  f i n a l  volume, t a k e s  Tom back t o  e a r l y  ch i ldhood  and h i s  

adven tu res  w i th  new p e t s  and people  w i th in  the  f a m i ly .^  The whole work 

i s  a p rose  ana logue o f  Wordsworth’ s The P r e l u d e . ^ but in r e v e r s e d  t ime 

sequence .  I t s  chronology might be d e p ic t e d  th u s :

F i c t i v e  Time

Even though R e i d ’s sequence r e g r e s s e s  in t im e ,  i t ,  l i k e  o t h e r  ch ro n o lo g i 

cal  sequence n o v e l s ,  fo l lows a s i n g l e  s t r a i g h t  l i n e  o f  t im e .

In a synchronous sequence n o v e l ,  however, t h e  n a r r a t i v e  may follow 

p a r a l l e l  l i n e s  o f  t im e :  though t h e  ’’a c t u a l ”  f i c t i v e  t ime may be t h e  same 

in each ,  t h e  sp h e res  o f  t ime  o f  t h e  s e p a r a t e  volumes a re  e i t h e r  o ve r lapp ing  

o r  c o n c u r r e n t .  Th is  p a t t e r n  i s  rough ly  comparable t o  t h e  "meanwhile,  back 

a t  t h e  ranch” f a d e - o u t s  w i th in  a c onven t iona l  novel o r  t o  V i r g i n i a  Woolf’s 

p r e s e n t a t i o n  o f  synchronously  jux taposed  even ts  in Mrs. Dalloway: i t  i s

a method t o  show s e p a r a t e  but  s im u l taneous  a c t i o n s  o f  d i f f e r e n t  c h a r a c t e r s .  

However, t h e  c h a r a c t e r s  and a c t i o n s  w i t h i n  t h e  s e p a r a t e  sp h e re s  o f  t ime 

must be somehow r e l a t e d ;  o th e r w i s e ,  th e  whole i s  no t a sequence but a 

synchronous p a n e l - n o v e l .  Moreover,  w i t h i n  t h e  whole sequence ,  some chrono

l o g ic a l  p r o g r e s s i o n ,  though o f t e n  s i i g h t ,  n e c e s s a r i l y  o c c u r s :  some forward

movement in t ime i s  necessa ry  to  p ro v id e  t h e  r e s o l u t i o n  o r  t h e  u l t i m a t e  

r e v e l a t i o n  o f  t h e  theme o f  t h e  i n c l u s i v e  s t r u c t u r e .

As w i th  t h e  c h ro n o lo g ica l  p a t t e r n ,  numerous v a r i a t i o n s  a r e  p o s s i b l e .
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Some sequences  focus  on the  l i v e s  o f  s e p a r a t e  c h a r a c t e r s .  Such a 

sequence i s  C ary ’ s  " A r t i s t  T r i l o g y . "  Each volume c o n ta i n s  most o f  the  

l i f e - h i s t o r y  o f  i t s  p a r t i c u l a r  " n a r r a t o r " :  t h e  f i r s t  volume c o n t a i n s  

S a ra  Monday’ s " c o n f e s s io n " ;  th e  seco n d ,  Tom W iIc h e r ’ s d i a r y  e n t r i e s ;  the  

t h i r d ,  Gul ley  J im son’ s memoirs. The volumes a r e  r e l a t e d  t o  each o t h e r  

th rough  t h e  r e l a t i o n s h i p s  o f  t h e  c h a r a c t e r s ,  though l e s s  c o n n ec t io n  e x i s t s  

between W ilcher  and Jimson than between Sara  and t h e  two men. The sequence 

a s  a whole a l s o  p r o g r e s s e s  c h r o n o l o g i c a l l y .  However, in t h a t  each volume 

c o v er s  a p e r io d  o f  approx imate ly  s i x t y  years  in t h e  s im ul taneous  ex is tences  

o f  the  t h r e e  c h a r a c t e r s ,  i t s  p a t t e r n  i s  synchronous .  I t  might be env is 

ioned t h u s :

F i c t i v e  Time

Another v a r i a t i o n  o f  t h e  synchronous p a t t e r n  i s  t h a t  employed by Bennett  

in t h e  Clayhanger  sequence: volume one concerns  t h e  l i f e  o f  Edwin C lay-

hanger ;  volume two, th e  l i f e  o f  H i ld a  Lessways; volume t h r e e ,  t h e i r  l i v e s  

t o g e t h e r  as  man and w i f e .  Thus,  t h e  f i r s t  two volumes a r e  s im u l taneous  

sp h e re s  of  t im e ;  t h e  t h i r d  fo l lows  c h r o n o l o g i c a l l y  a f t e r  t h e i r  un ion:
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V

F i c t i v e  t ime

S t i l l  a n o th e r  v a r i a t i o n  i s  t h a t  in Lawrence D u r r e l l * s  A lexandr ia  Q u a r t e t . 

Whereas in C a r y ' s  and B e n n e t t ' s  seq u en ces ,  only a few important even ts  

r e a p p ea r  in th e  s im u l taneous  spheres  o f  t im e ,  in B u r r e l l ' s  sequence many 

o f  the  same even ts  r e o c c u r .  Thus,  the  f i r s t  t h r e e  volumes cover  t h e  same 

span o f  t ime and inc lude  t h e  same e v e n t s ,  c h a r a c t e r s ,  and r e l a t i o n s h i p s ,  

but  n a r r a t e d  from t h r e e  d i f f e r e n t  p e r s p e c t i v e s  and w i th  t h r e e  d i f f e r e n t  

emphases;  a f t e r  a lapse  o f  f i c t i v e  t im e ,  th e  f o u r th  volume resumes the  

c h r o n o l o g i c a l l y  p r o g r e s s i v e  n a r r a t i o n .  One might e n v i s io n  the  p a t t e r n  

t h u s l y ;

F i c t i v e  t ime

A n o v e l i s t  may t h e r e f o r e  s t r i n g  th e  t ime sp h e re s  o f  h is  sequence 

c h r o n o l o g i c a l l y ,  c l u s t e r  them sy nch ronous ly ,  o r  use a combination o f  both 

methods.  However they  a r e  a r ran g ed ,  some p ro g r e s s io n  o f  f i c t i v e  t ime i s  

n e ce s sa ry  th rough  th e  whole sequence in  o rd e r  t o  p rov ide  a r e s o l u t i o n  or
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to  reveal  th e  u l t i m a t e  theme. This  p r o g r e s s i o n  o f  f i c t i v e  t ime perhaps 

accounts  f o r  t h i s  f a c t :  a l th o u g h  each ind iv id u a l  volume i s  r e a d ab le  as

a s e p a ra te  n o v e l ,  the  sequence as  a whole becomes i n t e l l i g i b l e  or  ach ieves  

i t s  d e s i r e d  e f f e c t  only when th e  volumes a r e  read  in t h e i r  d e s ig n a te d  o rde r .  

To read C a r y ' s  Not Honour More, in which Nimmo d ie s  of  f e a r  in a s e r v a n t ' s  

t o i l e t  and J im  s l i t s  N in a ' s  t h r o a t ,  be fo re  one reads  P r i s o n e r  o f  Grace 

and Except t h e  Lord i s  to  d e s t r o y  the  cum ula t ive  them at ic  e f f e c t  of  the  

whole sequence.® S i m i l a r l y ,  to  read The L as t  B a t t l e ,  seven th  in C. S.  

Lewis '  " C h ro n ic le s  of  N arn ia"  sequence,  b e fo re  read ing  t h e  f i r s t  s i x  

volumes i s  t o  weaken th e  e f f e c t  o f  th e  cu lm in a t io n  toward which t h e  e n t i r e
9

sequence p r o g r e s s e s .  The p o i n t ,  t h e r e f o r e ,  i s  s im ple :  a n o v e l i s t  des igns

h i s  p a t t e r n  t o  reach  a p a r t i c u l a r  r e s o l u t i o n  and ach ieve  a p a r t i c u l a r  

e f f e c t ;  t o  t h i s  end, h i s  hand l ing  of  t ime  w i th in  t h e  sequence i s  extremely 

im por tan t .

E q u a l ly  impor tant i s  t h e  sequence n o v e l i s t ' s  hand l ing  o f  p o in t  of 

view. Modern c r i t i c s  recogn ize  a g re a t  v a r i e t y  and enormous s u b t l e t y  in 

th e  t e c h n iq u e s  o f  po in t  of view. Norman Fr iedman m a in ta in s  t h a t  t h e  o ld ,  

s imple  d i s t i n c t i o n s  o f  f i r s t  o r  t h i r d  person  po in t  of  view a r e  inadequate  

c r i t i c a l  t o o l s ; ^ °  Wayne Booth anatomizes  concep ts  and v a r i e t i e s  o f  p o in t s  

o f  view a t  l e n g th  in The R h e t o r i c  o f  F i c t i o n . C e r t a i n l y  t h e  f i n e  

d i s t i n c t i o n s  which th e se  and o t h e r  c r i t i c s  draw a re  p e r t i n e n t  t o  t h e  

s e p a r a t e  volumes w i th in  a sequence .  Yet,  a s  f a r  as  the  formal p a t t e r n  

o f  the  whole sequence i s  concerned ,  t h e  p r i n c i p a l  useab le  d i s t i n c t i o n s  

must remain s imply  f i r s t  o r  t h i r d  p e rson .  To say t h i s  i s  not t o  i n f e r  

t h a t  any p o s s i b l e  v a r i a t i o n s — such as  n e u t r a l  omnisc ience ,  " f i n e  c e n t r a l  

i n t e l l i g e n c e , "  o r  " I "  as  o b s e r v e r— a re  e l im in a t e d  as  t e c h n iq u e s  in a
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a sequence .  I t  i s  t o  s a y ,  however, t h a t  c e r t a i n  l i m i t a t i o n s  o r  freedoms 

o f  the  n a r r a t o r ' s  being " o u t s i d e ” t h e  n a r r a t i v e  ( t h a t  i s ,  t h i r d  pe rson)  

o r  " i n s i d e "  th e  n a r r a t i v e  ( f i r s t  p e rson )  n e c e s s a r i l y  impose c e r t a i n  formal 

c h a r a c t e r i s t i c s  upon th e  sequence a s  a whole .  For  i n s t a n c e ,  a f i r s t -  

pe rson  n a r r a t i v e ,  i f  i t  i s  to  have any semblance o f  v e r s i m i I i t u d e ,  must 

be l im i t ed  to  t h e  knowledge a c c e s s i b l e  t o  a person in  r e a l  l i f e :  a f i r s t -  

pe rson  n a r r a t o r  cannot know the  th o u g h ts  o f  o t h e r s  nor  engage in two 

s e p a r a t e  a c t i o n s  s im u l ta n eo u s ly ;  he ,  l i k e  t h e  K in g ' s  man in S e c t io n  I I I  

o f  t h e  r e v i s ed  "Humpty Dumpty," i s  l im i t e d  t o  r e p o r t i n g  what he h im se l f  

s e e s ,  knows, does ,  o r  mere ly  c o n j e c t u r e s .  T h i s  l i m i t a t i o n  fo rced  Samuel 

Richardson  in Pamela t o  r e s o r t  to  awkward and improbable dev ices  f o r  

supp ly ing  in format ion  n eces sa ry  to  t h e  s t o r y  but u n a v a i l a b l e  t o  t h e  f i r s t -
I p

person  n a r r a t o r .  Th is  l i m i t a t i o n  posed problems f o r  even Henry James.

And i t  c r e a t e s  problems f o r  the  sequence  n o v e l i s t ,  who must c o n s i d e r  t h e  

" a n g l e "  o f  n a r r a t i v e  not f o r  j u s t  one but f o r  a number o f  volumes,  which 

c o n ta i n  a s t o r y  many t im es  the  leng th  o f  an o r d in a r y  n o v e l .  I f  he wishes  

t o  employ the  sane  f i r s t - p e r s o n  n a r r a t o r  th roughou t  t h e  s e p a r a t e  volumes 

of  h i s  sequence,  then he cannot d e p i c t  s im ul taneous  a c t i o n s  u n l e s s  he 

r e s o r t s  to  awkward d e v ice s  f o r  r e p o r t i n g  t h e  in fo rm a t io n  "second-hand" ;  

i f  he does wish to  d e p i c t  s imul taneous  a c t i o n  in s e p a r a t e  volumes and t o  

use f i r s t - p e r s o n  n a r r a t i o n ,  then he must s h i f t  from n a r r a t o r  to  n a r r a t o r  

th rough  h i s  sequence;  i f  he wishes t o  d e p i c t  s im u l tan eo u s  a c t i o n  and does 

not wish to  s h i f t  n a r r a t i v e  po in t  o f  view,  then  he must forgo t h e  f i r s t -  

pe rson  and adopt a t h i r d - p e r s o n  p e r s p e c t i v e .  In o t h e r  words,  c e r t a i n  

l i m i t a t i o n s  in h e ren t  in f i r s t  and t h i r d  person p o i n t s  o f  view a r e  perhaps  

more important  t o  t h e  sequence n o v e l i s t  than  t o  t h e  w r i t e r  o f  o r d in a r y
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n o v e ls :  no m a t t e r  what v a r i a t i o n  o r  s u b t l e t y  of  c r a f t  the  sequence novel

i s t  may use w i th in  th e  s e p a r a t e  volumes, he must cons ide r  t h e  simple  but 

b a s i c  d i s t i n c t i o n s  between f i r s t  and t h i r d  pe rson  p o in t s  o f  view because 

they  w i l l  de termine  th e  formal p a t t e r n  o f  h i s  e n t i r e  sequence .

I f  one c o n s id e r s  t h e  two b a s i c  p o i n t s  o f  view in c o n ju n c t io n  with 

t h e  two major arrangements  of  f i c t i v e  t im e ,  fou r  primary formal p a t t e r n s  

become a p p a r e n t :

Chronologica l

TIME

Synchronous -

I
I
T
I
I
1

r f t i r d  F i r s t
Person  Person

POINT OF VIEW

The f i r s t  o f  t h e s e  p a t t e r n s  i s  a t h i r d - p e r s o n  c h ro n o lo g ica l  

n a r r a t i v e .  W ith in  t h i s  p a t t e r n ,  t h e  n a r r a t i v e  o f  t h e  whole sequence 

moves forward in a s t r a i g h t  l i n e  o f  tempora l p r o g r e s s i o n .  W i th in  t h e  

s e p a r a t e  volumes,  th e  a u th o r  may show s im u l taneous  a c t i o n ,  a s  T r o l lo p e  

does in B a r c h e s te r  Towers when he pauses  t o  show r e a c t i o n s  t o  th e  seme 

b i t  of  news in s e v e r a l  households ;  o r  t h e  a u th o r  may even d i s t o r t  th e  

t ime sequence f o r  e f f e c t ,  as Ford Madox Ford  does in A Man Could Stand Up, 

in which P a r t s  One and Three  occur on A rm is t i c e  Day but P a r t  Two occurs  

in t h e  f r o n t - l i n e  t r e n c h e s  seve ra l  months p r i o r  t o  t h a t .  However, w i th in  

t h e  e n t i r e  sequence ,  th e  n o v e l i s t  w i l l  s t r i n g  th e  " t im e  s p h e r e s "  of  th e  

s e p a r a t e  volumes in a s t r a i g h t - f o r w a r d  c h ro n o lo g ic a l  o r d e r .  The p o in t  of 

view which the  n o v e l i s t  u ses  may be any o f  t h e  v a r i e t i e s  o f  th e  t h i r d - p e r s o n .
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I t  may be the  complete  omniscience which T r o l lo p e  employs in h i s  " B a r s e t -  

shire** sequence o r  t h e  s ev e re ly  l im i t e d  s t r e a m - o f -c o n sc io u s n e s s  t h a t  

Dorothy Richardson u t i l i z e s  in P i I g r im a g e . W ith in  t h e  s ep a ra te  volumes,  

t h e  a u th o r  may s h i f t  t h e  focus  of  h i s  po in t  of  view from c h a r a c t e r  to  

c h a r a c t e r ,  as  Ford does in Some Do N o t . . .  and The L a s t  P o s t ; o r  even 

w i t h i n  the  e n t i r e  sequence ,  th e  a u th o r  may s h i f t  t h e  focus  from in d iv id u a l  

t o  in d iv id u a l  o r  group t o  group, as  T r o l lo p e  does in The Warden. Doctor 

Thorne .  Framlev Parsonage and o t h e r s  o f  th e  " D o r s e t s h i r e "  sequence.

O f t e n ,  however,  t h e  a u th o r  focuses  upon a s i n g l e  i n d iv id u a l  th roughou t  

t h e  whole sequence ;  t h i s  focus i s  e s p e c i a l l y  impor tant  in a sequence in 

which t h e  c o n sc io u sn ess  o r  development o f  the  i n d iv id u a l  i s  t h e m a t i c a l l y  

s i g n i f i c a n t ,  as in Richardson*s  P i lg r im age  o r  Will iamson*s  A C hron ic le  

of  Ancient S u n l i g h t . The t h i r d - p e r s o n  ch ro n o lo g ica l  p a t t e r n  appea rs  t o  

be t h e  most p r e v a l e n t  of  th e  four  b a s i c  p a t t e r n s :  i t  comes c l o s e s t  t o  t h e  

t r a d i t i o n a l  novel in r e g a rd  t o  p l o t  development and them a t ic  r e v e l a t i o n ;  

i t  a l s o  a llows t h e  n o v e l i s t  t h e  g r e a t e s t  l a t i t u d e  in h i s  poin t  of view. 

Indeed , w i th in  t h e  t h i r d  p e rson ,  t h e  n o v e l i s t  i s  l im i t e d  only  by h i s  

r e s p e c t  fo r  v e r s i m i I i t u d e ,  th e  degree  o f  h i s  c r a f t s m a n s h ip ,  and t h e  q u a l i t y  

of  h i s  a r t i s t i c  v i s i o n .  The v a r i a t i o n s  p o s s i b l e  a r e  i l l u s t r a t e d  by some 

of  t h e  B r i t i s h  sequences  which fo l low  t h i s  p a t t e r n :  T r o l l o p e ’ s " D o rse t 

s h i r e "  and " P a r l i a m e n ta r y "  sequences ,  G a lswor thy’ s  The F o r sy te  Saga , 

R ic h a rd s o n ’ s P i I g r im a g e .  F o r d ’ s P a r a d e ’ s End, Lewis’ "The C h ro n ic le s  o f  

N a r n i a , "  W hi te ’ s  The Once and F u tu r e  King. Wi 11iamson’ s A C h ro n ic le  o f  

An c i e n t  S u n l i g h t , and Waugh’ s Sword o f  Honor.

The second major p a t t e r n  i s  a t h i r d - p e r s o n  synchronous n a r r a t i v e .  

W ith in  t h i s  p a t t e r n ,  t h e  n o v e l i s t  c l u s t e r s  the  " t im e  s p h e r e s "  o f  h i s
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s e p a r a t e  volumes so t h a t  each d e p i c t s  a s e p a r a t e  a c t i o n ,  c h a r a c t e r ,  or  

g roup; t h u s ,  when th e  whole sequence i s  viewed, th e  a c t i o n s  a r e  seen as 

be ing  s im u l taneous .  Balzac ’ s Human Comedy, fo r  i n s t a n c e ,  p r e s e n t s  a 

v a s t  swarm of p e o p le ,  p l a c e s ,  and e v e n t s ,  but th e  genera l  impress ion is  

t h a t  t h e  even ts  w i t h i n  h i s  n ine ty - tw o  nove ls  and s t o r i e s  occur  w i th in  

t h e  same genera l  f i c t i v e  t im e .  F o r  h i s  purpose o f  g iv ing  a view " h o r i z o n 

t a l l y  over  a s o c i a l  s u p e r f i c i e s , " ^ ^  t h i s  synchronous p r e s e n t a t i o n  i s  

admirably  s u i t e d .  However, in l e s s  expans ive  works— and in works more 

c o n sc io u s ly  conce ived  as  sequences— some c h ro n o lo g ica l  advancement o f  

t h e  whole is  n e c e s s a r y ,  even though a number o f  th e  s e p a r a t e  " t im e  

s p h e r e s "  may be synchronous .  Z o l a ,  f o r  example,  in t h e  tw enty  volumes 

of  t h e  Rougon-Macquart sequence,  t r a c e s  four  s e p a r a t e  b ranches  o f  a 

fam i ly  u n t i l  each i s  e x t in g u i s h e d ;  because t h e  c h a r a c t e r s  e x i s t  s im ul

t a n e o u s l y ,  numerous o f  h i s  " t im e  s p h e r e s "  a r e  n e c e s s a r i l y  synchronous; 

y e t  the  sequence a l s o  p ro g re s se s  through t im e ,  reach in g  a c u lm in a t io n  

w i th  the  l a s t  o f  t h e  family  in Doctor  P a s c a l .  On a somewhat s m a l l e r  s c a l e ,  

Bennet t  p r e s e n t s  two synchronous " t ime s p h e r e s "  and then proceeds  chrono

l o g i c a l l y  in t h e  t h i r d  sphere  o f  th e  Clayhanger  sequence .  Achievement 

o f  a r e s o l u t i o n  w i t h i n  the  sequence o r  r e v e l a t i o n  o f  the  u l t im a te  theme 

r e q u i r e s  some such p r o g r e s s i o n .  Po in t  o f  view may aga in  be any o f  t h e  

v a r i e t i e s  p o s s i b l e  in th e  t h i r d  p e r s o n .  However, complete omnisc ience  

seems to  be t h e  g en e ra l  p r a c t i c e  in t h i s  p a t t e r n :  t h e  a u th o r  whose omni

s c i e n c e  inc ludes  s im ul taneous  t im es  i s  l i k e l y  t o  ex tend h i s  omnisc ience  

in numerous o th e r  ways.  Arnold Bennett  i s  a lmost a lone  in t h e  r e s t r i c 

t i o n s  he p la ce s  upon h i s  p o in t  of view in t h e  Clayhanger sequence; however,  

as  w i l l  be s ee n ,  t h e s e  r e s t r i c t i o n s  a r e  n e ce s sa ry  f o r  t h e  development of
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h i s  theme. Of th e  four b a s i c  p a t t e r n s ,  B r i t i s h  n o v e l i s t s  perhaps  use 

t h i s  one l e a s t  o f  a l l .

Somewhat more f r e q u e n t l y  employed i s  t h e  t h i r d  p a t t e r n ,  th e  

f i r s t - p e r s o n  c h ro n o lo g ic a l  n a r r a t i v e .  As in t h e  t h i r d - p e r s o n  chrono

log ica l  p a t t e r n ,  th e  " t im e  s p h e r e s ”  o f  t h e  s e p a r a t e  volumes p ro g re s s  con

s e c u t i v e l y  th rough t im e .  Again ,  t h i s  f a c t  does not imply t h a t  th e  temporal 

o r d e r  w i t h i n  th e  s e p a r a t e  volumes must be c h r o n o l o g i c a l .  F o r  example, 

P rous t  weaves a complex p a t t e r n  o f  p a s t  and p r e s e n t  t im es  in each of  th e  

seven major  p a r t s  of Remembrance o f  Things  P a s t ; ye t  th rough  th e  whole 

sequence ,  t ime p ro g r e s se s  as  t h e  n a r r a t o r  remembers h i s  ch i ld h o o d ,  

a d o le s c en c e ,  and young manhood, u n t i l  t im e  f i n a l l y  c a t c h e s  up with  him 

in h i s  middle  age .  However, because the  f i r s t - p e r s o n  p o i n t  o f  view almost 

i n e v i t a b l y  involves  a m ix tu re  o f  mnemonic p a s t  and f i c t i v e  p r e s e n t ,  t ime 

w i l l  p robab ly  be d i s o rd e re d  in the  i n d iv id u a l  volumes. The sequence as 

a whole ,  however,  p r o g r e s s e s  c h r o n o l o g i c a l l y .  In t h i s  p a t t e r n ,  th e  

n a r r a t o r  i s  " i n s i d e ”  t h e  n a r r a t i v e  and t e l l s  t h e  s t o r y  from t h i s  l im i ted  

p e r s p e c t i v e :  he can r e p o r t  only  what he has s e e n ,  heard ,  done,  th o u g h t ,  

o r ,  p e rh a p s ,  learned from o t h e r s  in t h e  t a l e .  A sequence conce ivab ly  

could  be n a r r a t e d  by d i f f e r e n t  s p e a k e r s ,  w i th  each one t e l l i n g  a segment 

of t h e  deve lop ing  s t o r y .  O r d i n a r i l y ,  however, t h e  f i r s t - p e r s o n  speaker  

remains  the  same th roughou t  t h e  sequence ,  t h u s  i n c re a s in g  t h e  coherence 

and u n i ty  o f  t h e  whole.  However, even in such a sequence ,  t h e  p o in t  o f  

view may s h i f t  from " | " - a s - p r o t a g o n i s t  t o  " l " - a s - o b s e r v e r .  For  i n s t a n c e ,  

in C. P .  Snow*s S t r a n g e r s  and B ro th e r s  s eq u en ce ,  Lewis E l i o t  i s  the  

p r i n c i p a l  c h a r a c t e r  o f  some o f  t h e  vo l im es ,  such as Time o f  Hope and 

Homecomings; in o t h e r s ,  such as  The A f f a i r  and The New Men, he i s  an



61

i n t e r e s t e d  o b se rv e r  on t h e  p e r ip h e ry  of  t h e  c o n f l i c t .

Two o bservab le  c h a r a c t e r i s t i c s  o f  sequence nove ls  in t h i s  p a t t e r n  

revea l  something of t h e i r  n a t u r e .  F i r s t ,  t h e  m a jo r i t y  o f  them a re  t o  a 

g re a t  degree  a u to b i o g r a p h i c a l :  P r o u s t ,  Snow, Anthony P ow el l ,  and Sassoon,

for  i n s t a n c e s ,  a re  a l l  t e l l i n g  t h e i r  own l i f e - h i s t o r y ,  though w i th  

va ry ing  degrees  o f  f i c t i o n a l  d i s g u i s e .  Second, and perhaps  as  a conse

quence o f  t h e  f i r s t ,  sequences  in t h i s  p a t t e r n  more o f t e n  tend  t o  be 

s t r u c t u r a l l y  open th a n  do th o se  in t h e  o t h e r  p a t t e r n s .  S ince  t h e se  

sequences  a r e  in the  f i r s t - p e r s o n ,  th e  n a r r a t o r - a u t h o r  views th e  p a s t  

from th e  p r e s e n t  o f  t h e  moment in which he i s  w r i t i n g .  Unless  he imposes 

a c o n ta i n e d ,  them a t ic  s t r u c t u r e  upon th e  m a t e r i a l ,  as  do P ro u s t  and 

Sassoon, th e  a u th o r  i s  l i k e l y  t o  c o n c e n t r a t e  upon th e  c o n sc io u sn ess  o r  

development o f  the  n a r r a t o r - c h a r a c t e r  and pursue  the  moving p r e s e n t  from 

year t o  yea r  and volume to  volume. The lo g ic a l  end o f  such a l i f e - h i s t o r y  

i s  d e a th ,  but almost no a u to b io g ra p h ic a l  nove ls  end w i th  t h e  dea th  o f  

the  f i r s t - p e r s o n  n a r r a t o r .  Hence, sequences  o f  t h i s  p a t t e r n  a re  l i k e l y  

to  be s t r u c t u r a l l y  open. Indeed, S a s so o n ' s  Memoirs o f  George Sh e rs to n  

i s  th e  only  d i s c o v e r a b l e  f i r s t - p e r s o n  ch ro n o lo g ica l  c lo se d  sequence in 

B r i t i s h  f i c t i o n .

The f o u r t h  p a t t e r n  i s  a f i r s t - p e r s o n  synchronous n a r r a t i v e .  As 

in the  t h i r d - p e r s o n  synchronous p a t t e r n ,  t h e  s e p a r a t e  " t im e  s p h e r e s "  o f  

the  sequence p re s e n t  s im ul taneous  o r  o v e r la p p in g  a c t i o n s .  However, because 

o f  the  p o in t  o f  view, t h i s  p a t t e r n  i s  l e s s  l i k e l y  to  pu rsue  a c o n se c u t iv e  

p lo t  developement.  The n o v e l i s t ' s  d e p i c t i o n  o f  synchronous o r  o v e r lap p in g  

a c t i o n  n e c e s s i t a t e s  s e v e r a l  f i r s t - p e r s o n  n a r r a t o r s ;  a l th o u g h  the  a u th o r  

may sometimes use  d i f f e r e n t  n a r r a t o r s  w i th in  each volume, o r d i n a r i l y  he
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uses  only  one f i r s t - p e r s o n  sp eak e r  w i th in  each " t im e  s p h e r e . "  For  

i n s t a n c e ,  in both  C a r y ' s  " A r t i s t  T r i l o g y "  and h i s  " P o l i t i c a l  T r i l o g y , "  

each volume is  n a r r a t e d  e n t i r e l y  by a s e p a r a t e  p e r so n .  Such a p a t t e r n  

makes th e  c h ro n o lo g ica l  development o f  an i n c l u s i v e  s t r u c t u r e  ex tremely  

d i f f i c u l t :  because t h e  n a r r a t i v e  i s  d iv ided  among s e v e ra l  s p e a k e r s ,  each 

o f  whom may be aware o f  only p a r t  o f  t h e  whole a c t i o n  o r ,  as  in C a r y ' s  

n o v e l s ,  may be more i n t e r e s t e d  in t e l l i n g  h i s  own l i f e - h i s t o r y ,  any 

p l o t  developed w i t h i n  t h e  whole sequence i s  l i k e l y  t o  be d i s j o i n t e d .  

However, some ch ro n o lo g ic a l  development Is  e s p e c i a l l y  necessa ry  in t h i s  

p a t t e r n :  as W. J .  Harvey remarks ,  "Consequences can only  be analyzed  in 

t i m e . " ^ ^  Though t h e  consequences  o f  one l i f e - h i s t o r y  may be o bse rvab le  

w i t h i n  th e  " t ime s p h e r e "  of  a s i n g l e  volume, th e  e f f e c t s  o f  i n t e r r e l a t e d  

l i v e s — o f t e n  the  th e m a t ic  s i g n i f i c a n c e  o f  t h i s  p a t t e r n — a r e  observab le  

th ro u g h  th e  passage  o f  some f i c t i v e  t im e ,  however s l i g h t ,  w i th in  th e  

whole .  Thus,  t h e  synchronous f i r s t - p e r s o n  n a r r a t i v e s ,  wh i le  making th e  

theme p o s s i b l e ,  make t h e  achievement o f  a r e s o l u t i o n  very  d i f f i c u l t .

Of t h e  four major  p a t t e r n s ,  t h i s  one most h e av i ly  r e l i e s  upon ga in ing  

u n i t y  through theme.

These four  p a t t e r n s  a r e  t h e  b a s ic  formal o r g a n i z a t i o n s  o f  th e  

sequence  nove l .  However, they  a r e  not th e  only  p o s s i b l e  p a t t e r n s ,  n o r ,  

a s  Miss Kerr p o i n t s  o u t , ^ ^  a re  th e y  t h e  only p a t t e r n s  t h a t  should  occur 

in t h e  sequence n o v e l .  Indeed, formal v a r i a t i o n s  a r e  numerous.  O l iv e r  

Onions ,  f o r  i n s t a n c e ,  employs both  f i r s t  and t h i r d  p e rsons  and ch ronologo-  

ca l  and synchronous t im es  in h i s  sequence Whom God Hath Sundered.

Volume one.  In Accordance w i th  th e  Evidence,  r e c o u n t s  how and why 

J e f f r i e s ,  the  p r o t a g o n i s t ,  committed murder;  volume two. The Debit  Account,
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r e l a t e s  the  e f f e c t s  o f  t h i s  u n de tec ted  murder upon J e f f r i e s ;  bo th  volumes 

a r e  p re s e n te d  a s  J e f f r i e s '  journa l  and a re  t h u s  f i r s t - p e r s o n  n a r r a t i v e s ;  

volume two fo l lows  volume one s e q u e n t i a l l y  and th u s  t h e  " t im e  s p h e r e s "  

a r e  c h r o n o l o g i c a l • However, volume t h r e e .  The S to ry  o f  L o u ie , covers  th e  

same t im e  and e v en ts  but from a t h i r d  person p o in t  o f  view l im i t e d  to  a 

focus upon Lou ie ,  th e  woman who knew o f  J e f f r i e s '  murder but kept h i s  

s e c r e t  because  she  loved him. Th is  p a t t e r n  might be env is ioned  t h u s :

F i c t i v e  t ime

By t h i s  v a r i a t i o n .  Onions ga ins  not only  t h e  c h ro n o lo g ic a l  p r o g r e s s i o n  

n eces sa ry  f o r  p l o t  development ,  but a l s o  th e  o b j e c t i v e  e v a l u a t i o n  and 

in fo rm at ion  not a v a i l a b l e  in t h e  f i r s t - p e r s o n  n a r r a t i v e .  Another v a r i 

a t i o n  i s  D u r r e l l ' s  A lexandr ia  Q u a r t e t . As p r e v i o u s l y  d e s c r i b e d ,  D ur re l l  

c l u s t e r s  t h r e e  " t ime s p h e r e s "  which recoun t  e s s e n t i a l l y  t h e  same even ts  

and c h a r a c t e r s  but from d i f f e r e n t  p e r s p e c t i v e s ;  he then c o n t in u e s  th e  

s t o r y  in a f o u r t h  volume c h r o n o l o g i c a l l y  subsequent  t o  the  f i r s t  t h r e e .  

However, D u r re l l  a l s o  v a r i e s  th e  p o in t  o f  view: in volume one .  P a r l e y ,  

th e  f i r s t - p e r s o n  n a r r a t o r ,  r e i a t e s  t h e  ev en ts  a s  he e xper ienced  them; 

in volume two, P a r l e y  ag a in  n a r r a t e s  t h e  e v e n t s ,  but now in t h e  l i g h t  o f  

what he has learned  from B a l th a z a r ;  in  volume t h r e e ,  D ur re l l  s h i f t s  to  

an omnisc ien t  t h i r d - p e r s o n  fo r  s t i l l  a n o th e r  a ccoun t ;  f i n a l l y ,  in volume 

f o u r .  P a r l e y  r e l a t e s  h i s  e x p e r ien c e s  upon h i s  r e t u r n  to  A lexandr ia  s ev e ra l
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y e a r s  l a t e r .  D u r re l l  the reby  combines both p o i n t s  o f  view and both  

temporal arrangements  in h i s  sequence nove l .

Thus,  t o  a g r e a t e r  degree  than  in o rd in a ry  n o v e ls ,  t h e  sequence 

n o v e l i s t ' s  c h o ice  o f  po in t  o f  view and temporal o r d e r  c r e a t e s  t h e  form 

o f  h i s  work: h i s  use o f  f i r s t  o r  t h i r d - p e r s o n  p o in t  of view and chronolo

g i c a l  or synchronous t ime de te rm ines  which of  t h e  four  major  formal 

p a t t e r n s ,  o r  v a r i a t i o n  t h e r e o n ,  h i s  sequence w i l l  fo llow.

As i s  t h e  form o f  an o r d in a r y  nove l ,  t h e s e  formal p a t t e r n s  a re  

ways o f  m a n i f e s t i n g  the  theme o f  t h e  work.  Th is  i s  not to  s a y ,  o f  co u rse ,  

t h a t  a l l  sequence  novels  w i th  t h e  same formal p a t t e r n  have t h e  same theme 

— t h a t  Waugh's Sword o f  Honor, f o r  i n s t a n c e ,  has th e  same theme a s  W h i te ' s  

The Once and F u t u r e  King, mere ly  because they  both  a re  t h i r d - p e r s o n  

c h ro n o lo g ica l  sequences ;  such a c onc lus ion  would be l u d i c ro u s ly  m is lead 

in g .  I t  i s  t o  s a y ,  however, t h a t  t h e se  four major formal p a t t e r n s  

c o n s t i t u t e  d i s t i n c t l y  d i f f e r e n t  ways o f  p r e s e n t i n g  a s u b je c t  and c o n t r o l 

l i n g  the  m a t e r i a l  in o rde r  t o  p r e s e n t  th e  theme— "a general  law of l i f e . "

The next c h a p te r  w i l l  examine four  sequence nove ls :  G a lsw o r th y 's

The F o r sv te  S ag a .  B e n n e t t ' s  The Clayhanger Fam ily ,  S a s so o n ' s  The Memoirs 

o f  George S h e r s t o n ,  and C a r y ' s  " A r t i s t  T r i l o g y . "  These sequences  r e p r e 

s e n t  each of  t h e  four  formal p a t t e r n s .  Each sequence is  a " t r i l o g y " :  

t h i s  q u a n t i t a t i v e  form is  perhaps  t h e  one most f r e q u e n t ly  w r i t t e n ,  and 

i t  can most economica l ly  and e f f i c i e n t l y  i l l u s t r a t e  the  d i f f e r e n t  

formal p a t t e r n s .  Each sequence i s  " c l o s e d " :  i t  seems f u t i l e ,  i f  not

im p o ss ib le ,  t o  deal w i th  "open"  sequences ,  which lack a r e s o l u t i o n  of  

p l o t  o r  an u l t i m a t e  r e v e l a t i o n  o f  theme; indeed,  only  a " c l o s e d "  sequence 

can show t h e  sequence n o v e l ' s  f u l l e s t  p o t e n t i a l  as  a work o f  a r t .  In
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o r d e r  t o  i n d i c a t e  what t h i s  p o t e n t i a l  i s  and how i t  i s  a ch iev ed ,  the  

fo i iow ing  c h a p te r  w i l l  examine th e  i n c l u s i v e  s t r u c t u r e  and th e  a u t h o r ' s  

hand i ing  o f  t im e  and p o i n t  of  view in each  sequence and show th e  e f f i c a c y  

o f  th e  r e s u l t a n t  form in e x p re s s in g  t h e  w o rk ' s  major theme.
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FOOTNOTES: CHAPTER 11

^In h i s  important s tu d y  of t h e  problem in Time and The Novel 
(New York: Humanities  P r e s s ,  1965), A. A. Mendilow s t a t e s  t h i s :  "There
i s  as  a r u l e  one po in t  o f  t im e  in t h e  s t o r y  which s e r v e s  as  t h e  po in t  
of r e f e r e n c e .  From t h i s  p o i n t  th e  f i c t i v e  p r e s e n t  may be c o n s id e re d  as  
b e g inn ing .  In o th e r  words,  t h e  r e a d e r ,  i f  he i s  engrossed  in h i s  r e a d in g ,  
t r a n s l a t e s  a l l  t h a t  happens from t h i s  moment o f  t ime onwards i n to  an 
im ag ina t ive  p re s en t  o f  h i s  own. . . .  V e r b a l l y ,  a l l  may be e q u a l l y  p a s t ;  
p s y c h o l o g i c a l l y ,  once t h e  p o i n t  of r e f e r e n c e  has been e s t a b l i s h e d ,  each 
event p r e s e n te d  in i t s  t i m e - o r d e r  c o n s t i t u t e s  a p o in t  in t h e  p a s t  con
s i d e r e d  a s  a now, and wha tever  i s  out o f  sequence in r e l a t i o n  t o  t h a t  
s e r i e s  o f  p o i n t s  i s  c o n s id e re d  as  r e l a t i v e l y  p a s t  o r  f u t u r e .  . .  .
Without  a t t e m p t in g  a s o l u t i o n  of t h i s  p sy ch o lo g ica l  c ru x ,  i t  may be 
sugges ted  t h a t  t h e  r e a d e r  f e e l s  th e  p a s t  o f  t h e  novel as  p r e s e n t ,  even 
i f  he i s  f a m i l i a r  w i th  t h e  s t o r y  o r  has  read  i t  b e f o r e ,  because  he 
t r a n s f e r s  t o  h im se l f  t h e  absence  in t h e  minds of  t h e  c h a r a c t e r s  of  the  
s ense  of f a m i l i a r i t y  which . . .  i s  one o f  t h e  e lements  t h a t  g ive  r i s e  
t o  t h e  idea of  p a s t n e s s . "  Pp .  96-99,

^See Hans Meyerhoff ,  Time in L i t e r a t u r e  (B erke ley :  U n i v e r s i t y  of
C a l i f o r n i a  P r e s s ,  1960).

^See A. A. Mendilow, o£.  c i t . .  and Dayton Kohle r,  "Time in th e  
Modern N o v e l . "  Col lege  E n g l i s h . X (O c tober ,  1946),  15-24.

^ e e  Percy Lubbock, og.  ci t . ;  Norman Fr iedman, " P o in t  of View 
in F i c t i o n :  The Development o f  a C r i t i c a l  C o n c e p t . "  P u b l i c a t i o n s  of the  
Modern Language A s s o c i a t i o n . LXX (December, 1955),  1160-1184; and 
Wayne C. Booth,  o£.  c i t .

^See Crane,  above,  p .  37 ,  f n .  26.

^ F o r r e s t  Reid ,  Tom Barber (New York: Pantheon Books, 1955) .  This  
s in g le -v o lu m e  American e d i t i o n  r e v e r s e s  t h e  p u b l i c a t i o n  o r d e r  so t h a t  the  
sequence runs  c h r o n o l o g i c a l l y .  However, in t h e  " I n t r o d u c t i o n , "  E. M. 
F o r s t e r  s a y s ,  " I  have sometimes thought  t h i s  unusual sequence of  compos
i t i o n ,  t h i s  moving backwards towards  o r i g i n s  may have brought e x t r a  
s t r e n g t h . "  P .  8 .

^Robert  L i d d e l l ,  Some P r i n c i p l e s  o f  F i c t i o n  (London: Jonathan  
Cape, 1956),  pp.  139. L i d d e l l  a t t r i b u t e s  t h i s  comparison o r i g i n a l l y  t o  
E. M. F o r s t e r .

^ E l i z a b e t h  M. K e r r ,  "Joyce C ary ’ s Second T r i l o g y . "  U n i v e r s i t y  of 
Toronto  Q u a r t e r l y .  XXIX ( A p r i l ,  1960),  310-325.

?Mary B. Thomas, "The F a i r y  S t o r i e s  o f  C. S.  Lewis" (unpubl i shed  
M a s te r ’ s t h e s i s .  Department of E n g l i s h ,  U n i v e r s i t y  o f  Oklahoma, 1964), 
pp.  60-61.
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^^orm an  Fr iedman, o£.  c i t . 

l lB o o th ,  o£ .  c i t .

TZpreface t o  The Ambassadors in The Art  o f  t h e  Novel, pp .  320-

^^Hemmings, 0 £ .  c i t . ,  p .  38 .

I^c h a r a c t e r  and th e  Novel, p .  119.

I^ E I i z a b e th  M. Kerr ,  p r i v a t e  l e t t e r  t o  t h e  a u t h o r ,  da ted  May 14, 
1967, The U n iv e r s i t y  o f  Wisconsin ,  Milwaukee, W iscons in .

T̂ h o m  God Hath Sundered (London: M ar t in  S e c h e r ,  1925) .  T h i s  one 
volume e d i t i o n  v i o l a t e s  t h e  p a t t e r n  o f  t h e  o r i g i n a l  sequence by i n t e r 
s p e r s i n g  p o r t i o n s  o f  The S to ry  of  Louie  th roughou t  t h e  o th e r  two volumes.  
T h i s  r e v i s i o n  th u s  g a in s  a smoother c h ro n o lo g ic a l  p ro g r e s s io n  in t h e  
n a r r a t i v e  but lo ses  th e  e f f e c t  of  c o n c e n t r a t i o n  upon dual p r o t a g o n i s t s  
ach ieved  by th e  s e p a r a t e  p u b l i c a t i o n  o f  th e  volumes.



ChiAPTER II I  

THE FORMS ANALYZED

The n a tu re  of  form in f i c t i o n  i s  d i f f i c u l t  t o  d e f i n e ,  Percy

Lubbock has s a i d ,  "A book has a c e r t a i n  form, we a l l  a g r e e ;  what t h e  form

of  a p a r t i c u l a r  book may be,  whether  good o r  bad, and w he ther  i t  m a t t e r s

— t h e s e  a re  p o i n t s  o f  d e b a te ;  but t h a t  a book has a form, t h i s  i s  not

d i s p u t e d . H a r o l d  Weston has sugges ted  th e  genera l  n a t u r e  o f  form:

"With form, we t a l k  in t h e  symbolism o f  p i c t u r e s ,  in s t e a d  o f  in i d e a s ;

by s u g g es t io n  in s t e ad  of  by d i r e c t  s t a t e m e n t ,  by S i g n i f i c a n c e  in s t e ad

of by s t a t e d  m o r a l . Mr. Weston has f u r t h e r  d e f in ed  form as  t h e  p a t t e r n

by which the  a r t i s t  b u i l d s  h i s  work:

The w r i t e r  must s e l e c t  and use i n c i d e n t s  a s  t h e  a r c h i t e c t  uses
s to n e  and b r i c k .  He must s ee  l i f e  a s  o r d e r l y  a r ranged  i n c i d e n t .
A g r e a t  w r i t e r  might be conceived as  viewing l i f e  a lmost ex c lu 
s i v e l y  in terms o f  p a t t e r n ,  where t h e  eyes  o f  th e  n o n - a r t i s t  
saw only  a s e r i e s  o f  c h a o t i c  o c c u r r e n c e s .^

This  formal p a t t e r n  i s  conveyed by t h a t  e lement  o f  f i c t i o n  t r a d i 

t i o n a l l y  c a l l e d  th e  P l o t .  But th e  t r a d i t i o n a l  co ncep t ion  o f  p l o t  i s  

inadequa te  as  a c r i t i c a l  t o o l ,  f o r  p l o t  i s  more than  j u s t  a sequence of  

e v e n t s  which answer t h e  q u e s t i o n ,  "Then what happened?" C ar l  Grabo 

touched upon t h e  essence  of  p l o t  when he d e f in e d  i t  as  " c h a r a c t e r s  and 

in c i d e n t s  a r t f u l l y  m arsh a l l ed  t o  an end , which i s  t h e  e x p re s s io n  th ro u g h  

a des ign  or  p a t t e r n  of some p h i lo so p h y ,  a e s t h e t i c ,  o r  m o r a l ,  in which
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t h e  a u th o r  b e l i e v e s .  .  .  R. S .  Crane has  a l s o  commented upon the

n a tu r e  o f  p l o t  in f i c t i o n :

The p l o t ,  c o n s id e red  fo r m a l ly ,  o f  any i m i t a t i v e  work i s .  In 
r e l a t i o n  t o  the  work as  a  whole,  no t s im ply  a means— a "frame
work" o r  " h e r e  mechanism"— but r a t h e r  t h e  f i n a l  end which 
e v e r y th in g  in th e  work,  i f  t h a t  i s  t o  be f e l t  as a whole ,  must 
be made, d i r e c t l y  o r  i n d i r e c t l y ,  t o  s e r v e . 5

P l o t ,  t h e r e f o r e ,  i s  t h e  s t r u c t u r e d  p a t t e r n  o f  s i g n i f i c a n t  scenes  and

ep isodes  which ,  in r e l a t i o n  t o  the  p r i n c i p a l  c h a r a c t e r s ,  c r e a t e  the

theme of  t h e  n ove l .

T h i s  s t r u c t u r a l  p a t t e r n  of  t h e  p l o t  u s u a l l y  c o n s i s t s  of s ix  major 

s e c t i o n s  o r  s i g n i f i c a n t  e p i s o d e s :^

I .  I n t r o d u c t i o n ,  an e x p o s i t i o n  o f  c h a r a c t e r s ,  s e t t i n g ,  
and o t h e r  e lem ents  necessa ry  f o r  an im ag ina t ive  
g ra sp  of t h e  I n i t i a l  s i t u a t i o n ,  o r  s t a s i s .

I I .  D e f i n i t i o n , a p r e s e n t a t i o n  o f  t h e  problem o r  c o n f l i c t  
in which t h e  p r o t a g o n i s t  i s  in v o lv ed .  The D e f i n i t i o n  
may be a g e n e r a t i n g  c i rcu m stan ce  which d i s r u p t s  th e  
s t a s i s  shown in t h e  I n t r o d u c t i o n ,  o r  i t  may be th e  
r e p r e s e n t a t i o n  o f  t h e  p r o t a g o n i s t ' s  i n t e n t i o n  o r  a t t i t u d e . 7

M i .  Comp I i c a t i o n . an i n t e n s i f i c a t i o n  o f  th e  problem o r  a
b a r r i e r  t o  t h e  p r o t a g o n i s t ' s  i n t e n t i o n .  The Complicat ion  
may involve  r e v e r s a l s  o f  p re v io u s  s i t u a t i o n s  and may
fo r c e  t h e  p r o t a g o n i s t  t o  make a  cho ice  o r  s e r i e s  of
ch o ic e s  which c a u s a l l y  a f f e c t  subsequent  i n c i d e n t s .
The c o m p l ic a t io n  may a l s o  be a s e r i e s  o f  e v e n t s ,  o r
r i s i n g  a c t i o n ,  leading  t o  t h e  c r i s i s .

IV, C r i s i s ,  a s i t u a t i o n  in which t h e  problem appears  almost
s o l v e d ,  t h e  i n t e n t i o n  a lmost a c h ie v e d ,  o r  t h e  f a t e  of 
t h e  p r o t a g o n i s t  almost d e te rm in e d .  The C r i s i s  i s  th us  
t h e  " t u r n i n g  p o i n t "  o f  t h e  p l o t  s t r u c t u r e .

V. R e s o l u t i o n ,  a cu lm ina t ion  o f  t h e  a c t i o n .  The Reso
l u t i o n  may r e v e r s e  t h e  C r i s i s  o r  may pursue  th e  e f f e c t  
o f  th e  C r i s i s .  The R e s o lu t io n  may co n ta in  t h e  emotional 
cl imax o f  t h e  n a r r a t i v e .

VI .  Denouement. a c l a r i f i c a t i o n  o r  u n ta n g l in g  of  t h e  " t h r e a d s "
o f  th e  p l o t  o r  a d e p ic t i o n  o f  t h e  outcome of  t h e  p ro tago
n i s t ' s  i n t e n t i o n  o r  problem. The Denouement may include
an e x p o s i t i o n  of  t h e  new s t a s i s  achieved  th rough  the
course  o f  t h e  a c t i o n .
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These e lem ents  of  p lo t  s t r u c t u r e  c o n s t i t u t e  t h e  s k e le to n  of a lmost every 

n a r r a t i v e *  Even th e  f a i r y  t a l e  of  C i n d e r e l l a ,  f o r  i n s t a n c e ,  i s  so 

s t r u c t u r e d :

I n t r o d u c t i o n : C i n d e r e l l a  i s  an over-worked cha r  g i r l  and a 
m i s t r e a t e d  s t e p - c h i l d .

D e f i n i t i o n : C i n d e r e l l a ' s  d e s i r e  t o  a t t e n d  t h e  P r i n c e ' s  Bal l  
i s  f r u s t r a t e d .

C om pl ica t ion :  The F a i r y  Godmother 's  s p e l l s  permit  C i n d e r e l l a  
t o  a t t e n d  th e  b a l l .  However, C i n d e r e l l a  must leave by m id n ig h t .

C r i s i s ; The c lock  s t r i k e s  tw e lv e ,  t h e  s p e l l s  a re  broken, and 
C i n d e r e l l a  f l e e s  from t h e  p a l a c e .

R e s o l u t i o n : C i n d e r e l l a ' s  foo t  f i t s  t h e  s l i p p e r ,  r e v e a l i n g  he r  
i d e n t i t y .

Denouement : C i n d e r e l l a  m a r r i e s  t h e  P r in c e  and * l i v e s  h a p p i ly  
eve r  a f t e r . ”

Thus,  even a s imple  f a i r y  t a l e  p o s se s s e s  t h e  major e lements  o f  p l o t  

s t r u c t u r e .

In a d d i t i o n  to  t h e s e  s i x  p r i n c i p a l  s t r u c t u r a l  e lem en ts ,  however, 

a n a r r a t i v e  may co n ta in  o t h e r  ep isodes  a s  w e l l .  In many works .  Secondary 

in c id e n t s  " s e r v e  not t o  change th e  s i t u a t i o n  but t o  d e f in e  i t . ”® That 

i s ,  secondary  in c i d e n t s  do not advance th e  s t o r y ;  i n s t e a d ,  th e y  s e rv e  as 

p o i n t s  of  c o n t r a s t ,  augment th e  mood o r  tone  o f  t h e  n a r r a t i v e ,  o r  he lp  

focus th e  theme. Though secondary  i n c i d e n t s  might be e l i m i n a t e d  w i thout  

a f f e c t i n g  t h e  p l o t ,  t h e i r  e l i m i n a t i o n  would d e c rea se  t h e  e f f e c t i v e n e s s  

of the  n a r r a t i v e .

Many works a l s o  c o n ta in  P a r a l l e l  S t o r i e s ,  o r  s u b p l o t s .  A p a r a l l e l  

s t o r y  may have i t s  own p r i n c i p a l  c h a r a c t e r  and p l o t  s t r u c t u r e ;  f o r  

i n s t a n c e ,  in Angus W i l s o n ' s  Anglo-Saxon A t t i t u d e s . Rose Lor imer i s  the  

p r o t a g o n i s t  o f  a s u b s i d i a r y  s t o r y  w i th  i t s  own s t r u c t u r a l  p a t t e r n .
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However, a p a r a l l e l  s t o r y  must always be r e l a t e d  to the  main p l o t ;

I d e a l l y ,  i t s  c h a r a c t e r s  must a c t  in a f f e c t i v e  r e l a t i o n s h i p s  w i th  the  

main c h a r a c t e r ,  i t s  p l o t  must fu n c t io n  as  a fo rce  in t h e  main p l o t ,  and 

i t s  theme must c o n t r i b u t e  to  t h e  development o f  th e  main theme. Other

w i s e ,  the  p a r a l l e l  s t o r y  i s  ex t ran eo u s  t o  the  main s t o r y  and t h e r e f o r e  

d e t r im e n ta l  t o  t h e  u n i t y  of  t h e  whole .

The s t r u c t u r e  o f  a p l o t  i s  v a r i a b l e .  For  i n s t a n c e ,  t h e  n a r r a t i v e

may plunge d i r e c t l y  i n t o  th e  d e f i n i t i o n  of  t h e  problem, w i th  e x p o s i t i o n  

s low ly  d i s t r i b u t e d  t h e r e a f t e r ;  the  r e s o l u t i o n  may fo l low  the  c r i s j s  so 

s w i f t l y  t h a t  they  v i r t u a l l y  merge in to  one e p i so d e ;  th e  denouement may 

be om it ted  a l t o g e t h e r  and the  s t o r y  end w i th  a sudden c a t a s t r o p h e ;  so 

many secondary i n c i d e n t s  may be inc luded  t h a t  the  main elements  of  t h e  

p l o t  a r e  obscured; t h e  p a r a l l e l  s t o r y  may emerge a t  any of  th e  v a r io u s

p o i n t s  in t h e  main p l o t ;  o r  t h e  main p l o t  i t s e l f  may reach  i t s  r e s o l u t i o n

b e f o r e  th e  p a r a l l e l  s t o r y  does and th u s  seem a n t i - c l i m a c t i c .  In o t h e r  

words ,  the  s t r u c t u r a l  p a t t e r n  which t h e  a r t i s t  c r e a t e s  i s  s u b j e c t  to  

a lmos t  i n f i n i t e  v a r i a t i o n .

However, t h e  purpose  here  i s  not to  e x p lo re  a l l  of  t h e  v a r i a t i o n s  

o r  t e c h n i c s  o f  p l o t  bu t  to  o u t l i n e  t h e  b a s i c  e lements  of  p l o t  s t r u c t u r e ,  

f o r  t h e  form of a work emerges as  t h e s e  e lem ents  of  t h e  n a r r a t i v e  a re  

shaped in to  a p a r t i c u l a r  p a t t e r n .  I f  one a l t e r s  t h e  p l o t  s t r u c t u r e ,  

t h e  form of t h e  work i s  s i m i l a r l y  r e s h ap e d .  F o r  example,  i f  t h e  P r in c e  

had caught C i n d e r e l l a  as  she  f l e d  down th e  p a l a c e  s t a i r s  and had procla imed 

t h e i r  engagement th e n  and t h e r e ,  t h e  p l o t  would s t i l l  have a c r i s i s ,  r e s o 

l u t i o n ,  and denouement.  But because  t h e  r e s o l u t i o n  now immediately 

fo l lo w s  the  c r i s i s ,  t h e  form o f  t h e  n a r r a t i v e  would d i f f e r .  Secondary
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i n c id e n t s  and p a r a l l e l  s t o r i e s  a l s o  a f f e c t  t h e  form of a work; the  

abundance o r  d e a r th  o f  secondary  i n c i d e n t s  may impede or  h a s te n  the  

su cc e ss io n  o f  th e  main p l o t  e lem en ts ;  t h e  p o s i t i o n  and r e l e v a n c e  of 

p a r a l l e l  s t o r i e s  may even more s i g n i f i c a n t l y  he lp  to  shape t h e  form 

of t h e  work.

In b r i e f ,  a i l  n a r r a t i v e s — p a r t i c u l a r l y  novels— have a p l o t .  All 

p l o t s  have s t r u c t u r e .  The p a r t i c u l a r  s t r u c t u r e  of  a p l o t — t h e  p a t t e r n  

of  th e  major  p l o t  e lem en ts ,  p a r a l l e l  s t o r i e s ,  and secondary  i n c i d e n t s — 

c o n s t i t u t e s  t h e  form of t h e  work.  Thus ,  form appears  as  t h e  observab le  

shape which p l o t  s t r u c t u r e  assumes.

S ince  p l o t  i s  t h e  s t r u c t u r e d  p a t t e r n  o f  s i g n i f i c a n t  scenes  and 

ep isodes  which ,  in r e l a t i o n  t o  c h a r a c t e r ,  c r e a t e  the  theme o f  a nove l ,

R. S .  Crane j u s t l y  s t a t e s ,  f o r  t h e  c r i t i c  . .  .  ,  the  form o f  th e  p lo t  

i s  a f i r s t  p r i n c i p l e ,  which he must g ra sp  a s  c l e a r l y  as  p o s s i b l e  f o r  

any work he proposes  t o  examine b e fo re  he can deal a d eq u a te ly  w i th  th e
9

q u e s t i o n s  r a i s e d  by i t s  p a r t s . "

The major  c r i t i c a l  problem which a r i s e s  in an a n a l y s i s  of the  form 

of a sequence novel i s  t h a t  i t  c o n ta i n s  a double  s t r u c t u r e :  t h e  s e p a r a t e

volumes which c o n s t i t u t e  t h e  sequence each have s t r u c t u r e  and form, and 

th e  e n t i r e  sequence has an i n c l u s i v e  s t r u c t u r e  and form. L o g i c a l l y ,  

an a n a l y s i s  o f  t h e  p a r t s  w i l l  lead t o  an unde rs tand ing  of  t h e  whole .  In 

g e n e r a l ,  t h i s  p r i n c i p l e  h o lds  t r u e  in an a n a l y s i s  o f  sequence  n o v e l s .  

However, as  p r e v io u s ly  i n d i c a t e d ,  th e  n o v e l i s t * s  handl ing  of  t ime  and 

p o in t  of  view determine  t h e  formal p a t t e r n  o f  t h e  e n t i r e  sequence .  The 

s i g n i f i c a n c e  of  t h i s  f a c t  i s  t h a t  t h e  s t r u c t u r e  of the  whole sequence 

may be t h e  product o f  s e v e r a l  s e p a r a t e  s t r u c t u r e s  which,  in  r e l a t i o n  to
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each o t h e r ,  a r e  n e i t h e r  c h r o n o l o g i c a l l y  s e q u e n t i a l  nor  n a r r a t i v e l y  c o n s i s 

t e n t .  For  example,  th e  p a r a l l e l  s t o r y  of  one volume may become t h e  main 

p l o t  of a n o th e r ,  and a minor c h a r a c t e r  in t h a t  p a r a l l e l  s t o r y  may become 

th e  p r o t a g o n i s t ;  an i n c id e n t  which seems secondary  in one volume may, 

th rough  ano ther  n a r r a t o r ' s  p o in t  o f  view, assume major s i g n i f i c a n c e  in 

a subsequent volume; In complexly interwoven s t r u c t u r e s ,  t h e  t r u e  r e s o 

l u t i o n  o r  denouement o f  one volume may come as  a minor ep isode  in th e  

p l o t  of  an o th e r ;  even th e  n a t u r e  of th e  p l o t s  may change w i th in  a sequence ,  

one volume's  being a p l o t  of c h a r a c t e r  and a n o t h e r ' s  being a p l o t  of  

a c t  i o n . C o n s e q u e n t l y ,  t h e  s t r u c t u r e  o f  th e  e n t i r e  sequence depends 

upon both  the  s t r u c t u r e s  o f  t h e  s e p a r a t e  volumes and th e  a r t i s t ' s  

c o n t r o l  o f  t ime and p o in t  o f  view over t h e  whole .

T h e r e f o r e ,  t h e  fo l low ing  essays  w i l l  examine t h e  s t r u c t u r e  of 

each  novel in a sequence ,  ana ly ze  t h e  i n c l u s i v e  s t r u c t u r e  which r e s u l t s ,  

d i s c u s s  th e  theme which t h e  work e x p r e s s e s ,  and i n v e s t i g a t e  t h e  use of  fictive 

t im e  and po in t  o f  view in r e l a t i o n  t o  t h a t  i n c l u s i v e  s t r u c t u r e  and theme.

I .  The F o r sy te  Saga

G alsw or thy 's  The F o r s y t e  Saga r e p r e s e n t s  th e  most f r e q u e n t l y  

employed sequence novel p a t t e r n ,  the  ch ro n o lo g ic a l  n a r r a t i v e  t o l d  from 

t h e  t h i r d - p e r s o n  po in t  o f  view.  As such ,  t h e  e v e n t s ,  w i th  few e x c e p t io n s ,  

f low s e q u e n t i a l l y ;  the  n a r r a t o r  remains a c o n t r o l l e d  d i s t a n c e  from and 

o u t s i d e  the  a c t i o n .

G a lsw o r th y 's  sequence c o n s i s t s  o f  t h r e e  n o v e l s ,  each of  which 

c o n ta i n s  a main p l o t  and a t  l e a s t  one important p a r a l l e l  s t o r y ,  o r  s u b p l o t ;



74

t h e  sequence a l s o  c o n ta i n s  two s t r u c t u r a l l y  and t h e m a t i c a l l y  import

an t  s h o r t  s t o r i e s  which l ink  the  t h r e e  novels  t o g e t h e r .  The p r i n c i p a l

a c t i o n  of the  sequence focuses  upon Soames Fo rsy te  and h i s  r e l a t i o n 

s h i p s  with  h i s  family  and with  I r e n e ,  h i s  f i r s t  w i f e .  Through t h i s

a c t i o n ,  Galsworthy develops  th e  c e n t r a l  theme of t h e  sequence:

" t h e  d i s tu r b a n c e  t h a t  Beauty e f f e c t s  in th e  l i v e s  of  men. . .  , "

" t h e  impingement of Beauty and the  c la im s  of Freedom on a p o s se s s iv e

w o r ld .  . .

A b r i e f  a n a l y s i s  of the  p l o t  s t r u c t u r e s  of each of th e  

n o v e l s  and th e  l in k in g  sho r t  s t o r i e s  w i l l  show how t h i s  theme emerges 

from th e  a c t i o n  and c h a r a c t e r s .  The purpose h e re ,  of c o u r s e ,  i s  not 

t o  account fo r  every  d e t a i l  or event  w i th in  th e  e n t i r e  sequence but 

t o  lay bare  t h e  p a t t e r n s  of p lo t  s t r u c t u r e  so t h a t  one may b e t t e r  

un d e r s tan d  the  fu n c t io n s  of t ime and po in t  of view in shap ing  the  

i n c l u s i v e  s t r u c t u r e — th e  form— of t h e  sequence.

The Man of P r o p e r t y , the  f i r s t  u n i t  in the  sequence ,  c o n ta i n s  

as  i t s  main p lo t  t h e  f a i l u r e  of  Soames F o r s y t e ' s  m ar r iage  t o  I r en e ;

i t  a l s o  p r e s e n t s  as  i t s  p r i n c i p a l  s u b p lo t  the  d i s i n t e g r a t i o n  of F o r sy te

1 Pfam i ly  u n i t y  th rough  th e  behavio r  of  old Jolyon F o r s y t e .  ^

An a n a l y s i s  of th e  p lo t  s t r u c t u r e s  r e v e a l s  t h e  p a t t e r n  of

The Man of P r o p e r t y :

General I n t r o d u c t i o n :  the  F o r sy te  fam ily ,  ga thered  
a t  old  Jo I y o n ' s ,  is  shown " a t  the  summit of i t s  
e f f l o r e s c e n c e . "  (Chapter 1)^^
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Subplo t I n t r o d u c t i o n ;  Old Jo ly o n ,  symbol of  i t s  s o l i d i t y ,  
IS p re sen te d  a s  the  head of th e  F o r sy te  fam ily .  
(Chapter 1)

Subplo t  D e f i n i t i o n :  Old Jolyon yearns  fo r  h i s  o s t r a 
c i s e d  son.  The c o n f l i c t  d e f in e d  i s  t h a t  between 
old  Jolyon*s sense  of conven t ion  and family  p r i d e ,  
on th e  one hand, and , on th e  o t h e r ,  th e  d i s t u r b i n g  
emotions of l o n e l i n e s s  and p a t e r n a l  love .
(Chapter  2)

Main I n t r o d u c t i o n : I rene  and Soames show t h e  b a r r i e r
of cool behav io r  between them: "Her eyes were
tu rn ed  on h im s e l f ;  Soames dropped h i s  g lance  a t  
once.  The sm i le  had d ied  o f f  h e r  l i p s . "
(Chapter 3 ,  page 43)

Main D e f i n i t i o n : Soames yearns  t o  p o s se s s  and r e c e iv e
s a t i s f a c t i o n  from h i s  w i f e :

Could a man own any th ing  p r e t t i e r  than  
t h i s  d i n i n g - t a b l e  w i th  i t s  deep t i n t s ,  
t h e  s t a r r y ,  s o f t - p e t a l l e d  r o s e s ,  t h e  ruby 
g l a s s ,  and q u a in t  s i l v e r  f u r n i s h i n g ;  could  
a man own a n y th in g  p r e t t i e r  th a n  t h e  woman 
who s a t  a t  i t ?  G r a t i t u d e  was no v i r t u e  
among F o r s y t e s ,  who c o m p e t i t i v e ,  and f u l l  
o f  common-sense, had no occas ion  fo r  i t ;  
and Soames only  exper ienced  a s en se  of 
e x a s p e ra t io n  amounting t o  p a i n ,  t h a t  he 
d id  not own h e r  a s  i t  was h i s  r i g h t  t o  
own h e r ,  t h a t  he could  n o t ,  as  by s t r e t c h 
ing out h i s  hand t o  t h a t  r o s e ,  p luck  her 
and s n i f f  t h e  ve ry  s e c r e t s  o f  h e r  h e a r t .

Out of h i s  o t h e r  p r o p e r t y ,  out of  a l l  
t h e  t h i n g s  he had c o l l e c t e d ,  h i s  s i l v e r ,  
h i s  p i c t u r e s ,  h i s  houses ,  h i s  inves tm en ts ,  
he got a s e c r e t  and in t im a te  f e e l i n g ;  out 
of he r  he got none.
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In t h i s  house of h i s  t h e r e  was w r i t i n g  on every w a l l .
His bus iness -1 IK e  temperament p r o t e s t e d  a g a in s t  a m y s te r io u s  
warning t h a t  she was not made f o r  him. He had m arr ied  t h i s  
woman, conquered h e r ,  made her  h i s  own, and i t  seemed t o  
him c o n t r a r y  t o  th e  most fundamental  o f  a l l  laws, t h e  law 
of  p o s s e s s i o n ,  t h a t  he could  do no more than  own her body—  
i f  indeed he could do t h a t ,  which he was beginning t o  
doubt .  I f  any one had asked him i f  he wanted t o  own he r  
s o u l ,  t h e  q u e s t io n  would have seemed t o  him both r i d i c u l o u s  and 
s e n t i m e n t a l .  But he d id  so want,  and th e  w r i t i n g  s a i d  he 
never would .  (Chapter 5 ,  page 62)

This  scene c l e a r l y  d e f in e s  t h e  n o v e l ' s  c e n t r a l  them at ic  c o n f l i c t ,
the  d i s t u r b i n g  e f f e c t s  o f  " t h e  impingement o f  Beauty and th e
c la ims  of  Freedom on a p o s s e s s iv e  w o r l d . "

Subplot C om pl ica t ion :  a f t e r  growing a t t a c h e d  to  J o l y o n ' s  
c h i l d r e n ,  o ld  Jolyon c o n sc io u s ly  c r i t i c i z e s  th e  F o r s y t e  
code of  b e h av io r .  (Chapter  7)

Main Comp I i c a t  i o n ; Irene and Bosinney f a l l  in love.

His ^ w i t h i n ' ^  F o r sy te  s p i r i t  watched he r  ba lanced on 
th e  lo g ,  he r  p r e t t y  f i g u r e  swaying,  s m i l in g  down a t  t h e  
young man gazing  up w i th  such s t r a n g e ,  s h in in g  eyes ;  s l i p p i n g  
now— a - a h l  f a l l i n g ,  o-oh! s l i d i n g — down h i s  b r e a s t ;  he r  
s o f t ,  warm body c l u t c h e d ,  h e r  head ben t  back from h i s  
l i p s ;  h i s  k i s s ;  her  r e c o i l ;  h i s  c r y :  "You must know—
I love y o u !"  (Chapter 12,  page 123)

Subplo t C r i s i s :  old  Jo lyon  breaks  s o c i a l  r e l a t i o n s  w i th  h i s  
fam i ly .  (Chapter  16)

Subplot R e s o l u t i o n :  f u r t h e r  incensed ,  o ld  Jo ly o n ,  a f t e r  b reak ing  
f i n a n c i a l  r e l a t i o n s  w i th  h i s  f a m i ly ,  d ec id e s  t o  leave h i s  
p ro p e r ty  t o  h i s  o s t r a c i z e d  son .  (Chapter  26)

Main C r i s i s ; Soames f o r c i b l y  a s s e r t s  h i s  conjugal r i g h t s .

The morning after a c e r t a i n  n ig h t  on which Soames a t  l a s t  
a s s e r t e d  h i s  r i g h t s  and a c te d  l i k e  a man, he b re a k fa s t e d  
a I one . . . . . .

He a t e  s t e a d i l y ,  but a t  t im es  a s e n s a t i o n  as though 
he cou ld  not swallow a t t a c k e d  him. Had he been r i g h t  t o  
y i e l d  t o  h i s  ove rm as te r ing  hunger o f  t h e  n igh t  b e fo re ,  
and b reak  down th e  r e s i s t a n c e  which he had s u f f e r e d  now 
too  long from t h i s  woman who was h i s  lawful and solemnly  
c o n s t i t u t e d  helpmate?

He was s t r a n g e l y  haunted by t h e  r e c o l l e c t i o n  o f  he r  
f a c e ,  from before  which,  t o  soo the  h e r ,  he had t r i e d  t o  
pu l l  h e r  hands—of  he r  t e r r i b l e  smothered sobbing , t h e
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l i k e  o f  which he had never  h e a r d ,  and s t i l l  seemed to  hea r ;  
and he was s t i l l  haunted  by t h e  odd.  I n t o l e r a b l e  f e e l i n g  
of  remorse and shame he had f e l t ,  as  he s tood  looking a t  her 
by th e  flame o f  t h e  s i n g l e  c a n d l e ,  be fo re  s i l e n t l y  s l i n k i n g  
away. (Chapter  2 7 ,  page 258)

Main R e s o l u t i o n : I r ene  f l e e s  from Soames* house,  and Soames
d i s c o v e r s  t h a t  she  has l e f t  behind  everyth ing,  even her 
j e w e l s .

Nothing t h a t  she  could  have done, no th ing  t h a t  she had 
done, brought home t o  him l i k e  t h i s  t h e  in n e r  s i g n i f i c a n c e  of  
he r  a c t .  F o r  t h e  moment, p e rh a p s ,  he unders tood  n e a r ly  a l l  
t h e r e  was t o  u n d e rs tan d — unders tood  t h a t  she  loa thed  him, 
t h a t  she had lo a th ed  him f o r  y e a r s ,  t h a t  f o r  a l l  i n t e n t s  and 
purposes  they  were l i k e  people  l i v i n g  in d i f f e r e n t  w o r ld s ,  
t h a t  t h e r e  was no hope f o r  him, never  had been; even, t h a t  
she had s u f f e r e d — t h a t  she  was t o  be p i t i e d .

In t h a t  moment o f  emotion he be t rayed  t h e  F o r s y t e  In 
him— fo rg o t  h i m s e l f ,  h i s  i n t e r e s t ,  h i s  p r o p e r t y —was capab le  
o f  almost a n y th in g ;  was l i f t e d  i n to  t h e  pure  e t h e r  of  t h e  
s e l f l e s s  and u n p r a c t i c a l .

Such moments p a s s  q u i c k ly .  (Chapter  26 ,  page 287)

S ubp lo t  denouement: o ld  Jo ly o n ,  p u b l i c l y  r e u n i t e d  w i th  h i s
son ,  r e f u s e s  t o  mend th e  fam i ly  c l e a v a g e .  (Chapter  31)

Main Denouement; a f t e r  Boslnney*s d e a t h ,  Irene r e t u r n s  to  
Soames* house,  and Soames d e c id e s  t o  keep he r  t h e r e .

The c u r t a i n s  were drawn f o r  th e  n i g h t ,  a b r i g h t  f i r e  
o f  c ed a r  logs  burned In th e  g r a t e ,  and by i t s  i i g h t  he saw 
I rene  s i t t i n g  in he r  usual c o r n e r  on the  s o f a .  He shu t  
t h e  door s o f t l y ,  and went towards  h e r .  She d id  not move, 
and d id  not seem t o  see  him.

*%o you*ve come back?" he s a i d .  . .  .
Then he caugh t  s i g h t  of  h e r  f a c e ,  so w h i t e  and motion

l e s s  t h a t  i t  seemed as  though t h e  blood must have stopped  
flowing in he r  v e i n s ;  and her  e y e s ,  t h a t  looked enormous, 
l i k e  t h e  g r e a t ,  w ide ,  s t a r t l e d  brown eyes o f  an owl.  

# # # # # # * # # # #
Suddenly she  t r i e d  t o  r i s e ,  bu t he p rev en ted  her ;

I t  was then  t h a t  he unde rs tood .
She had come back l ik e  an animal wounded t o  d e a th ,  

not knowing where t o  t u r n ,  not knowing what she  was 
do in g .  The s i g h t  o f  he r  f i g u r e ,  huddled In t h e  f u r ,  was 
enough. (Chapter  3 2 ,  pages 306-307)

" In d ia n  Summer o f  a F o r s y t e "  Is  t h e  second u n i t  of  The F o r s y t e

S ag a . A s h o r t  s t o r y  which Galsworthy c a l l e d  an " i n t e r l u d e , "  i t s  theme
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i s  not t h e  d i s t u r b i n g  e f f e c t  of Beauty but i t s  charming e f f e c t s .

The s t r u c t u r e  of th e  " i n t e r l u d e "  i s  simple  and s t r a i g h t 

forward :

Linking  I n t r o d u c t i o n ; th e  e v en t s  of  th e  i n t e r im  a re  
shown: I r e n e ' s  f l i g h t  from Soames, o ld  J o l y o n ' s
purchase  of Robin H i l l ,  and t h e  f a m i l y ' s  con t inued  
d i v i s i o n .

P l o t  I n t r o d u c t i o n : o ld  Jo lyon i s  l e f t  lone ly  by h i s
f a m i l y ' s  absence :  "C u r io u s ly  p e r f e c t  peace was
l e f t  by t h e i r  d e p a r t u r e ;  b l i s s f u l ,  ye t  b lank ,  
because h i s  son was not t h e r e . "  (314)

D é f i n i t io n : old  Jo lyon  i n v i t e s  I rene  t o  d in n e r  and
t o  r e t u r n  t o  Robin H i l l .  T h i s  scene  d e f in e s  the  
c o n f l i c t  between th e  F o r sy te  code o f  s o c i a l  decor
um and u n fo r g iv in g n es s  of scan d a lo u s  b e h av io r ,  
and th e  charming appeal  which Beauty works upon 
th e  emotions .

Comp Ii c a t  i on ; o ld  Jo lyon  longs f o r  I r e n e ' s  company:

Old Jolyon walked and t a l k e d  w i th  H o l ly .  At f i r s t  
he f e l t  t a l l e r  and f u l l  of a new v ig o u r ;  then  he 
f e l t  r e s t l e s s .  Almost every  a f t e rn o o n  they  would 
e n t e r  t h e  c o p p ic e ,  and walk as  f a r  as t h e  log.
"Well ,  s h e ' s  not t h e r e ! "  he would t h i n k ,  "o f  
c ou rse  n o t ! "  And he would f e e l  a l i t t l e  s h o r t e r ,  
and drag h i s  f e e t  walk ing up t h e  h i l l  home, 
w i th  h i s  hand c lapped  t o  h i s  l e f t  s i d e .  (328)

He c o n t in u e s  t o  see  I r e n e ,  even t o  th e  e x t e n t  of endanger ing  th e  ha r 

mony of  h i s  own immediate fam i ly :

"You s a i d  June had fo rg iven  me; but she  could
never  f o r g e t .  Uncle J o l y o n . "

F o r g e t !  She must f o r g e t ,  i f  he wanted her
t o !  (340)
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C r i s i s ;  o ld  Jo ly o n  d ec id e s  t o  l eave  Irene a p o r t i o n  o f  h i s  
e s t a t e :

He was go ing t o  leave he r  something in h i s  W i l l ;  
no th ing  could  have so s t i r r e d  the  s t i l l y  deeps of 
thought and memory. . . .  No making o n e s e l f  new 
again  f o r  love o r  l i f e  o r  a n y th in g .  Nothing l e f t  
t o  do but en joy  beauty from a f a r  o f f  w h i l e  you 
cou ld ,  and leave  I t  something in your w i l l .  .  .  .

"How much?" Well !  enough a t  a l l  e v e n t s  t o  
save her  g e t t i n g  o ld  b e fo re  her  t im e ,  t o  keep the  
l i n e s  ou t  o f  he r  face  a s  long as  p o s s i b l e ,  and grey 
from s o i l i n g  t h a t  b r i g h t  h a i r .  . . .  *4iow much?"
She had none of  h i s  blood in her!  In l o y a l t y  to  
t h e  t e n o r  o f  h i s  l i f e  f o r  f o r t y  y ear s  and more,  ever  
s in c e  he m arr ied  and founded t h a t  m y s te r io u s  t h i n g ,  
a f a m i ly ,  came t h i s  warn ing thought—4lone o f  h i s  
blood, no r i g h t  t o  any th ing !  I t  was a luxury  then ,  
t h i s  n o t i o n .  An ex t ra v ag a n c e ,  a p e t t i n g  of  an old 
man’s whim, one of  th o se  t h i n g s  done in d o ta g e .
His r e a l  f u t u r e  was v e s te d  in those  who had h i s  
blood,  in  whom he would l i v e  on when he was gone 
. . . .  But she  was t h e r e  .  .  .  ,  g iv in g  him 
p l e a s u re  w i th  h e r  beauty  and g ra c e .  One had no 
r i g h t  t o  i n f l i c t  an o ld  man’ s company, no r i g h t
t o  ask he r  down to  p lay  t o  him and l e t  him look
a t  he r— f o r  no reward ! P l e a s u r e  must be pa id  fo r  
in t h i s  w o r ld .  . . .  ' V e i l ,  I ’m going t o , "  he 
th o u g h t ,  " l e t  them t h i n k  what they  w i l l .  I ’m 
going t o ! "  (3^1-342)

Th i s  deed i s  t h e  t u r n i n g  p o in t  in th e  c o n f l i c t  w i th in  o ld  
Jo ly o n  between t h e  sense  o f  family  and p r o p e r ty  and th e  
charm of  b e au ty :  he y i e l d s  com ple te ly  t o  t h e  s p e l l  of
Beauty and makes h i s  money now not t h e  mere p u rch ase r  
bu t  t h e  p r e s e r v e r  and p r o t e c t o r  of Beauty.

R e s o l u t i o n : o ld  Jo lyon  d isobeys  t h e  d o c t o r ’s o r d e r s  and goes
t o  meet I r e n e ;  t h i s  a c t  r e p r e s e n t s  th e  u l t i m a t e  tr iumph 
o f  th e  charm o f  Beauty over t h e  extreme of  F o r sy t i s m ,  t h e
ownership o f  one’ s own body and l i f e .

Denouement: o ld  J o ly o n  d i e s ,  happy.

The second novel and th e  t h i r d  u n i t  of t h e  sequence .  In Chancery 

i s  by f a r  th e  most complex s t r u c t u r a l  Iy ,  f o r  i t  weaves t o g e t h e r  a main 

p l o t  and t h r e e  important s u b p l o t s .  The main p l o t  concerns  Soames* d e s i r e  

f o r  an h e i r  and h i s  f u r t h e r  p u r s u i t  o f  I rene ;  t h e  f i r s t  su b p lo t  r e l a t e s
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the  m a r i t a l  d i f f i c u l t i e s  of Winifred  D a r t i e ,  Soames* s i s t e r ;  the  

second n a r r a t e s  the  r e l a t i o n s h i p  between I r en e  and young Jo ly o n ;  th e  

t h i r d  p r e s e n t s  th e  romance of Hol ly  F o r sy te  and Va I Dart i  e ,  W in i f r e d ’ s 

son .  The s t r u c t u r e s  o f  t h e se  v a r io u s  p l o t s  a re  t i g h t l y  in terwoven:

Main I n t r o d u c t i o n :  Soames d e s i r e s  a w i fe  and an h e i r :

The s u b je c t  on which a lone  he wanted t o  t a l k — 
h i s  own undivorced p o s i t i o n —was unspeakab le .
And ye t i t  occupied h i s  mind t o  the  e x c lu s io n  
of a l l  e l s e .  . . .  He was worth  today well  over 
a hundred thousand pounds,  and had no one t o  
leave i t  to — no rea l  o b j e c t  f o r  going on w i th  
what was h i s  r e l i g i o n .  . .  .  There had always 
been a s t r o n g l y  dom es t ic ,  p h i l o p r o g e n i t i v e  s id e  
t o  Soames; baulked and f r u s t r a t e d ,  i t  had hidden 
away, but now had c r e p t  out again  in t h i s  h i s  
"prime of l i f e . "  Concen t ra ted  and focussed of 
l a t e  by th e  a t t r a c t i o n  of  a g i r l ' s  undoubted 
beau ty ,  i t  had become a v e r i t a b l e  p r e p o s s e s s io n .  
(C hapter  1, page 368}

Subplot ( l )  I n t r o d u c t i o n :  W i n i f r e d ' s  m ar r iage  d i s i n 
t e g r a t e s ,  and D a r t i e  f l e e s  t o  South  America.  (Chapter  
2) Th is  development c r e a t e s  a p a r a l l e l  between Wini
f r e d ' s  s i t u a t i o n  and t h a t  of Soames.

Subplot  (1) D e f i n i t i o n :  W in if red  d ec id e s  t o  d iv o rce
D a r t i e .  (Chapter  3) The c o n f l i c t  i s  t h a t  between 
W i n i f r e d ' s  wounded p r id e  and p o s s e s s iv e n e s s  and her 
f e a r  of  s c a n d a l .

Main D e f i n i t i o n : Soames dec ides  t o  seek a d iv o rc e  and
marry A nne t te :

Take s t e p s !  What s t e p s ?  How? D i r ty  l inen  
washed in p u b l i c ?  Pah! With h i s  r e p u t a t i o n
f o r  s a g a c i t y ,  f o r  f a r - s i g h t e d n e s s  and t h e  c l e v e r  
e x t r i c a t i o n  of o t h e r s ,  he ,  who s tood  f o r  p r o p r i e 
t a r y  i n t e r e s t s ,  t o  become t h e  p l a y th in g  o f  t h a t  
Law of  which he was a p i l l a r !  . . .  "But I do 
want h e r ,  and I want a son! T h e r e ' s  no th ing  
f o r  i t  but d iv o rce !  I t  seemed r i d i c u l o u s .
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a f t e r  a l l  t h e s e  y e a r s  o f  u t t e r  s e p a r a t i o n I  But I t  
would have t o  b e .  (Chapter 4 ,  pages  394-395)

T h i s  scene  e s t a b l i s h e s  t h e  c o n f l i c t  between th e  F o r s y t e  
p r i n c i p l e s  o f  a v o id in g  scandal and " n e v e r  l e t t i n g  g o , "  on 
th e  one hand, and Soames* d e s i r e  f o r  A n n e t te  and an h e i r ,  
on t h e  o t h e r .

S ubp lo t  (2) I n t r o d u c t i o n :  now s e t t l e d  a t  Robin H i l l ,  Jo lyon
has no t  seen I rene  f o r  y e a r s .  (Chapter  6)

Subplo t (3) I n t r o d u c t i o n ;  Val and Holly meet a t  Robin Hi l l  
and l i k e  each o t h e r .  (Chapter  7)

Subplo t  (2) D e f i n i t i o n :  d e c id in g  to  help  h e r ,  Jo lyon  s e e s
I rene  aga in  and th e n  conveys he r  message t o  Soames.
These two scenes  d e f i n e  t h e  new r e l a t i o n s h i p  between I rene  
and Jo ly o n  and r e a s s e r t  t h e  c leavage  in  t h e  family  between 
James* branch and o ld  J o ly o n * s .  (Chapter  8)

Main C o m pl ica t ion : Soames s t i l l  d e s i r e s  I r e n e :

That  cursed  a t t r a c t i o n  o f  he r  was t h e r e  f o r  him even 
now, a f t e r  a l l  t h e s e  y ea r s  o f  es t rangem ent  and b i t t e r  
t h o u g h t s .  I t  was t h e r e ,  ready t o  mount t o  h i s  head 
a t  a s i g n ,  a to u c h .  • • • Host men would have ha ted  
t h e  s i g h t  o f  h e r ,  a s  she  had d e s e r v e d .  She had 
s p o i l e d  h i s  l i f e ,  wounded h i s  p r i d e  t o  d ea th ,  
de frauded him o f  a so n .  And ye t  t h e  mere s i g h t  o f  
h e r ,  cold  and r e s i s t i n g  as e v e r ,  had t h i s  power t o  
upse t  him u t t e r l y .  (Chapter 11, pages  442-443)

T h e r e a f t e r ,  Soames i n t e n t l y  pursues  I r e n e :

Why should he be put t o  the  s h i f t s  and th e  so rd id  
d i s g r a c e s  and t h e  lu rk ing  d e f e a t s  o f  th e  Divorce 
C o u r t ,  when t h e r e  she  was l i k e  an empty house only 
w a i t in g  t o  be r e t a k e n  in to  use and p o s se s s io n  by him 
who l e g a l l y  owned h e r?  To one so s e c r e t i v e  as  Soames 
th e  thought o f  r e - e n t r y  in to  q u i e t  p o s se s s io n  o f  h i s  
own p ro p e r ty  w i th  no th ing  given away t o  the  world was 
i n t e n s e ly  a l l u r i n g .  (Chapter 14, page 463)

Subplo t  (2) C om pl ica t ion :  Succumbing t o  l r e n e * s  beauty  and 
h e l p l e s s n e s s ,  Jo ly o n  d ec id e s  t o  a id  h e r  a t  a l l  c o s t s .  
(Chapter  13) From be ing  merely a t h i r d  p a r t y ,  Jo lyon  
now f i n d s  h im se l f  deep ly  enmeshed In l r e n e * s  a f f a i r s .

Subp lo t  (3) D e f i n i t i o n :  Val and Holly f a l l  i n love a g a i n s t  
J o l l y * s  o p p o s i t i o n .  (Chapter  15) The c o n f l i c t  between 
t h e  budding romance o f  Val and Holly and t h e  antagonism of
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J o l l y  echoes t h e  c leavage  w i th in  t h e  F o r sy te  f a m i ly .

Subplo t  (1) C om pl ica t ion :  W i n i f r e d ' s  d e te r m in a t io n  t o  d ivorce  
D a r t i e  wavers .  (Chapter  18)

Subp lo t  (3) C om pl ica t ion :  A f t e r  h i s  f i g h t  w i th  V a l ,  J o l l y  
o rd e r s  Holly t o  avoid  V a l ,  but she  r e f u s e s .  (Chapter  19}

Subp lo t  (2) C r i s i s :  though in love w i th  I r en e ,  Jo lyon  leaves  
he r  in P a r i s  and r e t u r n s  t o  Robin H i l l .  (Chapter 20)

S ubp lo t  (1) C r i s i s :  W in i f red  wins a dec ree  of  r e s t i t u t i o n  of 
r i g h t s .  (Chapter  21)

Subp lo t  (3) C r i s i s :  J o l l y  da res  Val t o  e n l i s t  in t h e  Yeomanry, 
and they  j o in  t o g e t h e r .  (Chapter 22)

Subplo t (1) R e s o l u t i o n :  D a r t i e  r e t u r n s  t o  W in i f r e d ,  and she 
t a k e s  him back. (Chapter 27)

Main C r i s i s : Soames abandons h i s  p u r s u i t  o f  I rene  and reaches  
an " u n d e r s t a n d in g "  w i th  A n n e t t e ' s  mother:

"I am a m arr ied  man,"  he s a i d ,  " l i v i n g  a p a r t  
from my w i fe  f o r  many y e a r s .  I am seek ing  to  
d ivo rce  h e r . "

Madame Lamotte put down h e r  cup .  indeed I 
What t r a g i c  t h i n g s  t h e r e  were .  . . .

" I  am a r i c h  man," he added . .  .  .  " I t  i s  
u s e l e s s  t o  say  more a t  p r e s e n t ,  but I t h i n k  you 
u n d e r s t a n d . "

Madame's ey es ,  so open t h a t  t h e  w h i te s  showed 
above them, looked a t  him very s t r a i g h t .

"Ah I ca—mais nous avons le  temps I "  was a 11 
she s a i d .  (Chapter 30 ,  page 570)

L i t e r a l l y  t h e  tu r n i n g  p o i n t  of t h e  main p l o t ,  t h i s  scene  d ram a t izes  Soames'

c r u c i a l  d e c i s i o n  to  s t o p  pursu ing  I rene  and t o  ga in  Anne t te  i n s t e a d .

Subplo t  (2) R e s o lu t io n :  Soames'  s u i t  b r in g s  I rene  and Jolyon
c l o s e r  t o g e t h e r ,  and J o l l y ' s  d e a th  removes th e  o b s t a c l e  
t o  t h e i r  love .  (Chapter  35)

Su b p lo t  (3) R e s o l u t i o n :  Val and Holly  marry .  (Chapter  37}

Main R e s o l u t i o n : Soames form al ly  proposes  m arr iage  w i th  A nne t te :

"My dear  Madame (he s a i d ) ,
"You w i l l  see  by th e  enc lo sed  newspaper 

c u t t i n g  t h a t  I ob ta ined  my decree  of  d ivo rce  today .
By the  E n g l i s h  Law I s h a l l  n o t ,  however, be f r e e
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marry again  t i l l  t h e  decree  i s  confi rmed s ix  months 
hence .  In t h e  meanwhile I have th e  honor t o  ask  to  
be cons idered  a formal s u i t o r  f o r  t h e  hand of your 
d au g h te r .  I s h a l l  w r i t e  aga in  in a few days and beg 
you both to  come and s t a y  a t  my r i v e r  house.

**l am, dear  Madame,
" S in c e r e l y  y o u rs ,

"Soames F o r s y t e . "  (Chapter  37,
page 606)

S ix  months l a t e r ,  Soames and Annet te  a r e  q u i e t l y  m a r r i e d .
Soames* e f f o r t s  t o  escape  h i s  w i f e l e s s  s t a t u s  a r e  th e reb y
ended.

S ubp lo t  (1) Denouement: D a r t i e  r e t u r n s  t o  h i s  o ld  ways,  and
W in i f red  r e t u r n s  to  cop ing  w i th  him. (Chapter  38)

S ubp lo t  (3) Denouement: Val and Holly s e t t l e  in South A f r i c a .
(Chapter  39)

S ubp lo t  (2) Denouement: I rene  and Jo lyon  marry and have a son .
(Chapter 39) They th u s  ach ieve  happ iness  by paying t h e  high
p r i c e  of s o c i a l  and f a m i l i a l  o s t r a c i s m .

Main Denouement: Soames g a in s  an h e i r .  (Chapter  40)

Minor C r i s i s :  Soames must decide  t o  save  e i t h e r  A nne t te  
o r  the  chi Id .

Minor r e s o l u t i o n :  Soames dec ides  to  save  th e  c h i l d .

Minor denouement: Both A nne t te  and h i s  daugh te r  l i v e ,  
g iv ing  Soames an h e i r .

The sense  of  t r ium ph  and renewed p o s se s s io n  
swelled  w i th in  him.

By God! t h i s — t h i s  th in g  was h i s !
( c h a p te r  42 ,  page 639)

"Awakening" i s  th e  second s h o r t  s t o r y  o r  " i n t e r l u d e "  in The 

F o r sy te  S aga .  I t  focuses  upon J o n ,  the  e i g h t - y e a r - o l d  son o f  I rene  and 

J o ly o n ,  and h i s  d iscove ry  t h a t  Beauty i s  n e ce s sa ry  f o r  h a p p in e s s .  I t s  

theme i s  ag a in  not th e  d i s t u r b i n g  but th e  charming e f f e c t s  o f  Beauty;  i t  

thus  c l o s e l y  p a r a l l e l s  t h e  f i r s t  l i n k ,  " I n d ia n  Summer o f  t h e  F o r s y t e . "
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The p l o t  s t r u c t u r e  o f  "Awakening" shows some m o d i f i c a t i o n  of  

t h e  usual p a t t e r n ;  t h e  I n t r o d u c t i o n  c o n s i s t s  o f  e x p o s i t i o n  on two time 

l e v e l s ;  no denouement c l e a r l y  e x i s t s  as  such .

I n t r o d u c t i o n :
P r e s e n t :  Jon i n d e c i s i v e l y  s t a n d s  upon t h e  s t a i r s  

a t  Robin H i l l .
P a s t :  John was r e a r e d  as  t h e  pampered c h i l d  of r i c h ,  

do t ing  p a r e n t s .

D e f i n i t i o n : Jon i s  lone ly  and bored .

He was f i l l e d  t o  th e  brim of h i s  sou l  w i th  
r e s t l e s s n e s s  and th e  want o f  something— not  a t r e e ,  
not a gun— something s o f t .

# # # » # # # # # # # # # * # # # # # # #

His  h e a r t  f e l t  empty.  (651-652)

Complica t ion :  Jon i s  f a s c i n a t e d  by h i s  m o t h e r ' s  beauty ,
but he does not f u l l y  unders tand  i t s  importance t o  him.

C r i s i s : Jon has a n igh tm are :

He dreamed he was d r in k i n g  mi lk  out o f  a pan 
t h a t  was t h e  moon, o p p o s i t e  a g r e a t  b la ck  ca t  
which watched him w i th  a funny s m i le  l i k e  h i s  
f a t h e r ' s .  He heard  i t  w h isp e r ;  " D o n ' t  d r ink  
too  much!" I t  was t h e  c a t ' s  m i lk ,  o f  course ,  
and he put out h i s  hand amicably t o  s t r o k e  the  
c r e a t u r e ;  but i t  was no longer  t h e r e ;  t h e  pan 
had become a bed, in which he was l y i n g ,  and 
when he t r i e d  t o  get  out he c o u l d n ' t  f i n d  the  
edge; he c o u l d n ' t  f i n d  i t — he— he c o u l d n ' t  get  
o u t !  i t  was d read fu l  !

. . . .  The bed had begun t o  go round too ;
. . . .  F a s t e r  and f a s t e r ! — t i l l  he and th e  bed 
. . .  and t h e  moon and th e  c a t  were a l l  one wheel 
going round and round and up and up— awful— 
awfuI— awfuI ! (660-661)

The major e lements  o f  t h e  dream— th e  moon and milk 
a s s o c i a t e d  w i th  I rene  and Beauty,  and t h e  bed, 
r e p r e s e n t a t i v e  o f  t h e  p h y s ic a l  and t r i v i a l —  
symbolize  th e  c o n f l i c t  between, on t h e  one hand, J o n ' s  
vague awareness t h a t  Beauty s a t i s f i e s  h i s  yearn ings  
f o r  "someth ing"  and, on t h e  o t h e r ,  h i s  com fo r tab le ,  
pampered but bored e x i s t e n c e .  Through t h e  h o r r o r  o f  
t h e  n igh tmare ,  th e  im press ionab le  mind o f  young Jon 
is  l i k e l y  t o  be shaped f o r  o r  a g a i n s t  Beauty .
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R e s o l u t i o n ; Jon awakens t o  t h e  s o o th in g  p resence  
of  I r e n e :  "There  was h i s  mother ,  w i th  h e r  h a i r
l i k e  G u i n e v e r e ' s ,  and , c l u t c h i n g  h e r ,  he bu r ied  
h i s  face in i t . "  (661) Then, he f a l l s  a s l e e p  
by her s i d e ,  happy in he r  p re s e n c e .

What s l i g h t  denouement t h e  s t o r y  p o s se s se s  i s  c o n ta in ed  in t h e

dependent c l a u s e  of t h e  f i n a l  s e n t e n c e :  "He f e l l  i n t o  t h e  dreamless

s l e e p ,  which rounded o f f  h i s  p a s t . "  (662) T h i s  c l a u s e — su g g es t in g  

t h a t  J o n ' s  p rev ious  e x i s t e n c e ,  ignoran t  of t h e  importance of  Beauty,  

i s  ove r  and t h a t  a new l i f e ,  shaped by an "awakening" t o  Beauty,  now 

b eg in s— is  t h e  b a r e s t  p o s s i b l e  denouement.

To L e t , th e  l a s t  u n i t  of The F o r sy te  Saga , c o n t a i n s  t h r e e  major

p l o t  s t r a n d s :  the  main p lo t  concerns  Soames'  e f f o r t s  t o  p re s e rv e  h i s

h ap p in ess  and t h a t  o f  h i s  d a u g h te r ,  F l e u r ;  t h e  f i r s t  su b p lo t  p r e s e n t s  

I r e n e ' s  and J o l y o n ' s  s t r u g g l e s  t o  save Jon from u nhapp iness ;  t h e  second 

s u b p lo t  d e p i c t s  th e  romance o f  F l e u r  and Jon .

The s t r u c t u r e s  of  t h e  t h r e e  p l o t s  in To Let a re  t i g h t l y  k n i t  

t o g e t h e r :

E xpos i to ry  l i n k : Soames r e c a l l s  t h e  even ts  of  th e
in t e r im .  (Chapter 1)

Main I n t r o d u c t i o n : Soames meets I rene  aga in  but keeps
F l e u r  igno ran t  of t h e  p a s t :

Every b re a th  o f  th e  old scandal had been 
c a r e f u l l y  kept from her  a t  home, and 
W inif red  warned many t im es  t h a t  he would
n ' t  have a wh isper  of i t  reach  her  f o r  
t h e  w o r ld .  So f a r  as  she ought t o  know,
he had never  been m a r r i e d .  (Chapter 1, 
page 681)
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Subplo t (1) I n t r o d u c t i o n :  t h e  meet ing  s t i r s  unhappy
memories f o r  I r en e .  (Chapter l )

Subplot (2) I n t r o d u c t i o n :  F l e u r  and Jon meet and
speak t o  each o th e r  f o r  the  f i r s t  t im e .
(Chapter 1)

Subplo t (1) D e f i n i t i o n :  Ir ene  and Jo lyon  decide  not
t o  t e l l  Jon about t h e  p a s t ,  bu t Jon has a l r e ad y  
f a l l e n  in love w i th  F l e u r .  (Chapter  3) P a r a l l e l  
scenes  e s t a b l i s h  th e  c o n f l i c t  between two b e l i e f s  
about J o n ' s  hap p in ess :  on t h e  one hand, h i s
p a re n t s  t h i n k  Jon w i l l  be h a p p ie r  i f  he knows 
n o th ing  of  t h e  p a s t  and does not see  F l e u r  a g a in ;  
on t h e  o t h e r ,  Jon t h i n k s  h i s  happ iness  t o  be in 
the  f u t u r e  w i th  F l e u r .

Subplot (2) D e f i n i t i o n :  Jon and F l e u r  f a l l  in love
but must conceal t h e i r  romance. (Chapters  7 & 8 ) .  
These scenes  d e f in e  the  c o n f l i c t  between th e  family
c leavage  from the  p a s t  and t h e  unknowing love of 
Jon and F l e u r  who hope t o  b r id g e  t h a t  c l e a v a g e .

Subplot (2) C om pl ica t ion :  in h e re n t  in t h e  d e f i n i t i o n ,
th e  comp I i c a t  i on i s  th e  s e c r e c y  w i th  which Jon 
and F l e u r  must conduct t h e i r  romance,  a s ec recy  
n e c e s s i t a t e d  by e v en ts  a n tec e d en t  to  th e  d e f i n i t i o n .

Main D e f i n i t i o n : Soames r e a l i z e s  t h a t  both h i s  p r id e
and h i s  happ iness  a r e  dependent upon F l e u r ' s  
happ iness  and ignorance  of t h e  p a s t :

Unless  t h e r e  was a b s o l u t e  n e c e s s i t y  the  
though t  t h a t  h i s  adored daugh te r  should 
lea rn  of th e  old  scandal h u r t  h i s  p r id e  
too  much.

"Too fond of h e r ! "  he t h o u g h t ,  " to o  fond!"
He was l ik e  a man u n in s u re d ,  w i th  h i s  s h ip s  
a t  s e a .  Uninsured aga in— as in t h a t  o th e r  
t im e ,  so  long ago , when he would wonder 
dumb and je a lo u s  in t h e  w i ld e r n e s s  of  London, 
longing f o r  t h a t  woman— h i s  f i r s t  w ife—
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th e  mother of t h i s  i n f e r n a l  boy.
(Chapter  9,  pages 730, 738)

Thus emerges t h e  c o n f l i c t  between Soames* e f f o r t s  t o  
p re s e rv e  t h e i r  happ iness  and F l e u r ' s  a c t i v i t i e s  
which w i l l  r e v iv e  t h e  old h u r t s  o f  t h e  p a s t .

Subplo t (1) C o m pl ica t ion :  r a t h e r  th a n  t e l l  Jon the
t r u t h ,  I rene  and Jo lyon  a t tem pt  t o  s e p a r a t e  him 
from F l e u r .  (Chapter  10) In s te ad  o f  s e c u r in g  
J o n ' s  h a p p in es s ,  t h e i r  lack of f r an k n ess  only in
ju r e s  t h e i r  family  harmony.

Main C om pl ica t io n : s t i l l  r e f u s i n g  t o  t e  11 h e r  of  t h e  p a s t ,
Soames warns F le u r  a g a i n s t  becoming involved w i th  Jon:

"D on ' t  t e l l  m e ,"  he s a i d ,  " t h a t  y o u ' r e  f o o l i s h  
enough t o  have any f e e l i n g  beyond c a p r i c e .  That 
would be too  much!" And he laughed.

F l e u r ,  who had never  heard  him laugh l ik e  t h a t ,  
th o u g h t :  "Then i t  deep! Oh! what i s  i t ? "  And 
p u t t i n g  h e r  hand th rough  h i s  arm she s a i d  l i g h t l y :

"No, of c o u r s e ;  c a p r i c e .  Only I l i k e  my 
c a p r i c e s  and I d o n ' t  l i k e  y o u r s ,  d e a r . "

"Mine!"  s a i d  Soames b i t t e r l y ,  and tu rn ed  away. 
(Chapter 12, page 757)

Thus,  r a t h e r  than  d e t e r  h e r ,  Soames manages only t o  pique  
h e r  c u r i o s i t y  and i n t e n s i f y  t h e  c o n f l i c t .

Subplo t  (2) C r i s i s :  F l e u r  l e a r n s  t h e  t r u t h  and de termines
t o  marry Jon ,  even though she must d ece ive  him. (Chapter 
16) Once one of  t h e  young love rs  l e a r n s  t h e  t r u t h  and 
s t i l l  c o n t in u e s  t h e  romance, t h e  subsequent even ts  seem 
a s s u r e d .

Main C r i s i s : Soames admits  t h a t  he h im se l f  i s  t h e  impediment t o
F l e u r ' s  hap p in ess :

"I  d o n ' t  s u p p o s e , "  s a i d  Soames, " t h a t  i f  l e f t  
t o  m yse l f  I should  t r y  t o  p reven t  you; I must put 
up w i th  t h i n g s ,  I know, t o  keep your  a f f e c t i o n .
But i t ' s  no t I who c o n t r o l  t h i s  m a t t e r .  T h a t ' s  
what I want you t o  r e a l i z e  b e fo re  i t ' s  too  l a t e .
I f  you go on t h i n k i n g  you can ge t  your way and 
encourage t h i s  f e e l i n g ,  t h e  blow w i l l  be much 
h e a v ie r  when you f in d  you c a n ' t . "
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**0h!” c r i e d  F l e u r ,  **help me. F a t h e r ;  you can 
h e lp  me, you know.**

**!?** he s a i d  b i t t e r l y .  **Help? I am th e  Impedi
ment— th e  j u s t  cause  and Impediment— lsn* t  t h a t  t h e  
Jargon?  You have my blood In your veins.** (Chapter 
2 1 ,  page 830)

Subplo t  (1) C r i s i s ;  J o l y o n ' s  l e t t e r  Informs Jon about th e  o ld  
scanda l  and begs him t o  f o r g e t  F l e u r ,  but Irene urges him 
not t o  t h i n k  of  he r  w e l f a r e .  (Chapters  25 & 2 6 ) .

S ubp lo t s  (1) & (2) R e s o l u t i o n :  s ee in g  t h e  loa th ing  on I r e n e ' s
f a c e ,  Jon  t e l l s  Soames t h a t  he w i l t  no t marry F l e u r .
(Chapter  30) J u s t  as  I t  t e r m in a t e s  t h e  romance, J o n ' s  
r e p ly  c o in c i d e s  w i th  h i s  p a r e n t s '  b e l i e f  t h a t  h i s  happi
ness  l i e s  in h i s  s e p a r a t i o n  from F l e u r .

Main R e s o l u t i o n : Soames r e a l i z e s  t h a t  he i s  th e  cause of 
F l e u r ' s  unhappiness ;  **She had e v e r y th in g  In t h e  world 
t h a t  he could give  h e r ,  except t h e  one th in g  t h a t  she 
cou ld  no t  have because of  him!** (Chapter 31,  page 896)
All  o f  Soames* e f f o r t s  t o  p re s e rv e  F l e u r * s  happiness  
have f a i l e d ,  and a long  w i th  her h a p p in es s ,  h i s  d i e s  a l s o :
**Ah! why could one not pu t  happ iness  in to  Local Loans,  
g i l d  I t s  edges ,  i n su re  I t  a g a i n s t  going down?** (Page 897)

Subplo t (1) Denouement: Though r e a l i z i n g  t h a t  he made th e
r i g h t  d e c i s i o n ,  Jon leaves  England and I r en e .  (Chapter 32)

Subplo t (2) Denouement: F l e u r  m a r r ie s  Michael Mont. (Chapter  33)

Main Denouement: Soames r e f u s e s  to  acknowledge l rene*s  
f a r e w e l l  g e s tu r e :

He went out In to  t h e  f a sh io n a b le  s t r e e t  q u iv e r in g  
from head t o  f o o t .  He knew what she  had meant t o  
s a y :  "Now t h a t  I am going f o r  e v e r  out o f  t h e  reach  
o f  you and yours— fo r g iv e  me; I wish you w e l l . "
That  was th e  meaning; l a s t  s i g n  o f  t h a t  t e r r i b l e  
r e a l  i t y — p ass in g  m o r a l i t y ,  d u ty ,  common sense—  
h e r  a ver s ion  from him who had owned her body, but 
had never touched her  s p i r i t  o r  he r  h e a r t .  I t  
h u r t ;  yes—more than  i f  she had kept her mask 
unmoved, her hand u n l i f t e d .  (Chapter  34,  page 917)

In g r im  p a r a l l e l  t o  t h e  f i r s t  s ce n e ,  t h e  f e s t i v e  family  g a th e r in g  

a t  old  J o l y o n ' s ,  the  l a s t  scene  o f  The F o r s y t e  Saga r e v e a l s  Soames unhap

p i l y  s i t t i n g  n e a r  the  family  v a u l t  where th e  o r i g i n a l  F o r s y t e s  l i e  b u r i e d .  

From t h e s e  f i v e  s e p a r a t e  p a r t s  o f  The F o r sy te  Saga emerges a
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co h e ren t  s t r u c t u r a i  p a t t e r n  w i th in  the  who le .  This  i n c l u s i v e  s t r u c t u r e ,  

as one might l o g i c a l l y  e x p e c t ,  c o n s i s t s  o f  major even ts  in th e  main 

p l o t s  o f  the  s e p a r a t e  p a r t s .

The b a s i s  o f  t h i s  i n c l u s i v e  s t r u c t u r e  i s  t h e  c o n f l i c t  between 

I rene  and Soames: each c h a r a c t e r  embodies an element o f  t h e  them at ic  

c o n f l i c t  which Galsworthy  i d e n t i f i e d  as  " t h e  impingement o f  Beauty and 

th e  c l a im s  of  Freedom upon a p o s s e s s iv e  w o r l d . "  ( x i i i )  I rene  i s  "a  

c o n c r e t i o n  of d i s t u r b i n g  Beauty"  ( x i i ) ;  Soames, " t h e  man of p r o p e r t y . "

The a c t i o n s  stemming from t h e i r  r e l a t i o n s h i p  and from t h e i r  r e l a t i o n s h i p s  

w i th  o t h e r s  c o n s t i t u t e  t h e  c e n t r a l  s u b j e c t  o f  t h e  e n t i r e  sequence .

The in c l u s i v e  i n t r o d u c t i o n  d e p i c t s  t h e  s t a s i s  o f  I rene  and Soames*

r e l a t i o n s h i p  a t  t h e  beg inn ing  of  th e  sequence ,  a r e l a t i o n s h i p  which I rene

l a t e r  d e s c r ib e s  t o  J o n :  " ’Admiration o f  beauty  and longing f o r  p o s se s s io n

a re  not love .  I f  you rs  were a n o th e r  c a se  l i k e  mine, Jon—where th e  deepes t

t h i n g s  a r e  s t i f l e d ;  t h e  f l e s h  jo in e d ,  and t h e  s p i r i t  a t  w ar !*"  (883)

Soames longs t o  own I rene  and i s  d i s s a t i s f i e d  t h a t  he does n o t :

Out of h i s  o t h e r  p r o p e r t y ,  out of  a l l  t h e  t h i n g s  he had 
c o l l e c t e d ,  h i s  s i l v e r ,  h i s  p i c t u r e s ,  h i s  houses ,  h i s  i n v e s t 
ments ,  he got a s e c r e t  and in t im a te  f e e l i n g ;  out o f  he r  he 
got none.

In t h i s  house of  h i s  t h e r e  was w r i t i n g  on every  w a l l .
His  b u s i n e s s - l i k e  temperament p r o t e s t e d  a g a i n s t  a m ys te r ious  
warning t h a t  she  was not made f o r  him. He had m arr ied  t h i s  
woman, conquered h e r ,  made her h i s  own, and i t  seemed t o  
him c o n t r a r y  t o  t h e  most fundamental o f  a l l  laws, t h e  law 
o f  p o s se s s io n ,  t h a t  he could  do no more than  own he r  body—  
i f  indeed he cou ld  do t h a t ,  which he was beginning  t o  doub t ,  
i f  any one had asked him he wanted t o  own her  s o u l ,  th e  
q u e s t i o n  would have seemed t o  him both r i d i c u l o u s  and s e n t i 
m e n ta l .  But he d id  so want,  and t h e  w r i t i n g  s a i d  he never 
would.  (62)

The d e f i n i t i o n  o f  The Man o f  P r o p e r ty ,  t h i s  scene r e v e a l s  Soames* 

p o s s e s s iv e  a t t i t u d e  toward I r e n e .  T h e m a t i c a l l y ,  i t  shows h i s  f a i l u r e
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t o  see  beyond th e  t a n g i b l e  a sp e c t s  o f  Beauty i n to  i t s  h e a r t  as  S p i r i t ;  

more im p o r tan t ,  i t  s t r e s s e s  th e  in h e re n t  a n t i t h e s i s  between Beauty and 

t h e  p o s s e s s iv e  i n s t i n c t ,  between t h i n g s  o f  S p i r i t  and t h i n g s  o f  M a t t e r .

The In c lu s iv e  d e f i n i t i o n  Is  Soames'  a t tempt  t o  r e a s s e r t  h i s  

con jugal  r i g h t s  by f o r c e ,  t h e  c r i s i s  o f  The Man of  P r o p e r t y ;

The morning a f t e r  a c e r t a i n  n i g h t  on which Soames a t  l a s t  
a s s e r t e d  h i s  r i g h t s  and ac ted  l i k e  a man, he b re a k f a s t e d  
a I one .  # # .

He a t e  s t e a d i l y ,  but a t  times a s e n s a t i o n  as  though he 
cou ld  not swallow a t t a c k e d  him. Had he been r i g h t  t o  y i e ld  
t o  h i s  ove rm as te r ing  hunger of t h e  n ig h t  b e fo re ,  and break  
down th e  r e s i s t a n c e  which he had s u f f e r e d  now too  long from 
t h i s  woman who was h i s  lawful and solemnly c o n s t i t u t e d  
helpmate?

He was s t r a n g e l y  haunted by th e  r e c o l l e c t i o n  o f  he r  f a c e ,  
from befo re  which,  t o  soothe  h e r ,  he had t r i e d  t o  p u l l  her 
hands— of her  t e r r i b l e  smothered sobb ing ,  t h e  l i k e  o f  which 
he had never  h eard ,  and s t i l l  seemed t o  h e a r ;  and he was 
s t i l l  haunted by th e  odd I n t o l e r a b l e  f e e l i n g  o f  remorse and 
shame he had f e l t ,  as  he s tood  looking  a t  he r  by t h e  flame 
o f  a s i n g l e  c a n d le ,  be fo re  s i l e n t l y  s l i n k i n g  away. (258)

T h i s  e v e n t .  I n d i c a t i n g  Soames'  r u t h l e s s  p o s s e s s iv e n e s s ,  p r o j e c t s  th e  

l a t e n t  c o n f l i c t  between I rene  and Soames in to  th e  rea lm  o f  ac t ion*  

Moreover,  i t  g e n e r a t e s  t h e  t e n s i o n  o f  subsequent  e v e n t s :  I t  p r e c i p i t a t e s  

I r e n e ' s  f l i g h t  from Soames and d e te rm ines  he r  a t t i t u d e  th roughout  t h e  

remainder  of  t h e  sequence :  he r  f e a r  and lo a th in g  of Soames and he r  r e f u s a l  

t o  r e t u r n  t o  him stem d i r e c t l y  from t h i s  v i o l e n t  a c t  o f  p o s s e s s io n ,  " th e  

supreme a c t  of p r o p e r t y . "  (264) Knowledge of  the  event c o n d i t i o n s  

J o l y o n ' s  sym pathe t ic  g ua rd iansh ip  o f  I r en e  and l a t e r  shapes  J o n ' s  r e j e c 

t i o n  of  F l e u r .  Soames h im se l f  Is  shaken by h i s  deed, but he r e f u s e s  t o  

admit h i s  own f a u l t ,  r e f u s e s  to  r e c o g n iz e  t h a t  he cannot c o n t ro l  Beauty 

th rough  phys ica l  a c t s  o f  p o s s e s s io n .  T h e m a t i c a l ly ,  t h e  event i s  an 

obvious p r e s e n t a t i o n  o f  t h e  Idea t h a t  Beauty cannot be possessed  by f o r c e .
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t h a t  even an a t tem p t  t o  do so e n t a i l s  e x t r a o r d i n a r y  c o s t — the  lo s s  of 

th e  Beauty d e s i r e d .

The in c l u s i v e  co m pl ica t ion  i s  p re sen te d  in " In d ia n  Summer of a

F o r s y t e . "  Here we lea rn  t h a t  Irene has l e f t  Soames and has been l i v i n g

a l o n e .  More e x p l i c i t l y ,  th e  c r i s i s  o f  th e  i n t e r l u d e  i s  th e  i n c l u s i v e

c o m p l ic a t io n :  o ld  Jo lyon  leaves  p a r t  o f  h i s  e s t a t e  t o  I renes

He was going to  leave her  something in h i s  W i l l ;  no th ing  
could  have so  s t i r r e d  t h e  s t i l l y  deeps o f  thought and 
memory. . . .  No making o n e s e l f  new aga in  f o r  love or  l i f e  
o r  a n y th in g .  Nothing l e f t  t o  do but enjoy beauty  from 
a f a r  o f f  w h i l e  you cou ld ,  and leave i t  something in your 
wi i l .  .  .  .  (341)

As might be expec ted  in a n a r r a t i v e  as  long and complex as  The F o r s y t e  

Saga, s ev e ra l  com pl ica t ions  o c cu r .  However, o ld  J o l y o n ' s  deed m o t iv a te s  

c o n s id e r a b i e  a c t i o n  in subsequent volumes: h i s  d e c i s io n  i n s u r e s  I r e n e ' s

f i n a n c i a l  independence and th u s  her con t inued  freedom from Soames; th e  

w i l l  a l s o  p re p a r e s  f o r  young J o l y o n ' s  subsequent involvement w i th  I rene  

as  t h e  t r u s t e e  o f  her  legacy .  Moreover, t h e  ep isode i l l u s t r a t e s  a s i g n i f i 

cant them at ic  a n t i t h e s i s :  o ld  Jo lyon ,  by not a t tem p t ing  to  p o s se s s  Beauty,

f i n d s  happiness  in i t s  charming e f f e c t s .  T h e re fo re ,  t h i s  ep i so d e  must 

be c ons ide red  t h e  primary co m p l ic a t io n .

The in c l u s i v e  c r i s i s  i s  t h e  c r i s i s  o f  in Chancery.  H is  d e s i r e  

f o r  an h e i r  and h i s  con t inued  d e s i r e  f o r  I rene  compel Soames t o  t r y  to  

win h e r  back, t o  r e - e n t e r  " i n t o  q u i e t  p o s se s s io n  o f  h i s  own p r o p e r t y . "

(463) But when I rene  p e r s i s t e n t l y  r e f u s e s  t o  r e t u r n ,  Soames r e l u c t a n t l y  

abandons h i s  e f f o r t s  and seeks  new " p r o p e r t y , "  A n n e t t e .  He t h u s  reaches  

an agreement w i th  Madame Lamotte:

" i  am a m arr ied  man,"  he s a i d ,  " l i v i n g  a p a r t  from my 
w ife  f o r  many y e a r s .  I am seek ing  t o  d iv o rce  h e r . "
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"I am a r i c h  man," he added, f u l l y  consc ious  t h a t  th e  
remark was not in good t a s t e .  " I t  Is  u s e l e s s  t o  say  more 
a t  p r e s e n t ,  bu t I t h in k  you u n d e r s t a n d . "

Madame*s e y e s ,  so open t h a t  t h e  w h i t e s  showed above 
them, looked a t  him very s t r a i g h t .

"Ah! ca—mais nous avons le  temps!"  was a l l  she  s a i d .  (570)

The c r i s i s  Is  th e reb y  l i t e r a l l y  a t u r n i n g  p o i n t ,  f o r  Soames t u r n s  h i s

a t t e n t i o n s  and d e s i r e s  away from I rene  and f o c u s e s  them upon A n n e t t e .

T h e m a t ic a l ly ,  Soames* d e s i r e  f o r  A nne t te  I s  but a n o th e r  m a n i f e s t a t i o n  of

h i s  d e s i r e  to  p o s se s s  Beauty.  Em ot iona l ly  d i s t u r b e d  by he r  ph y s ica l

b eau ty ,  Soames adop ts  an a t t i t u d e  toward h e r  s t r i k i n g l y  s i m i l a r  t o  t h a t

toward I r en e :  *%o p r e t t y  she was,  so s e l f - p o s s e s s e d — she f r i g h t e n e d

him. Those c o rn f lo w er  blue ey es ,  t h e  t u r n  o f  t h a t  creamy neck , her

d e l i c a t e  curves— she was a s t a n d i n g  t e m p ta t io n  to  I n d i s c r e t i o n ! "  (437)

But he i s  more concerned with  p o s se s s in g  h e r  and f a t h e r i n g  a c h i l d :

*%lhat a p e r f e c t  young th in g  t o  hold  in one*s arms! What a mother f o r

h i s  h e i r ! "  (437) Thus, as w i th  I r en e ,  Soames d e s i r e s  t o  po s se s s  and

use t h e  body of  Beauty ,  w i th  no t r u e  r e c o g n i t i o n  o f  i t s  s p i r i t .

The i n c l u s i v e  r e s o l u t i o n  i s  th e  c r i s i s  o f  To L e t . Soames r e a l i z e s

t h a t  he i s  the  impediment t o  F l e u r * s  and, th rough  h e r ,  h i s  own h a p p in es s :

"But i t * s  not I who c o n t r o l  t h i s  m a t t e r .  T h a t ’ s  what I want 
you to  r e a l i z e  before  i t ’ s  too  l a t e .  I f  you go on t h i n k i n g  
you can ge t your way and encourage t h i s  f e e l i n g ,  th e  blow 
w i l l  be much h e av ie r  when you f in d  you c a n t . "

"Oh!" c r i e d  F l e u r ,  " h e lp  me. F a t h e r ;  you can he lp  me, 
you know."

" I ? "  he s a i d  b i t t e r l y .  *^e lp?  I am th e  impediment—  
t h e  j u s t  cause  and impediment— i s n ’ t  t h a t  th e  j a r g o n ?  You 
have my blood in your v e i n s . "  (830)

P o sses s io n  im pl ies  c o n t r o l ,  and Soames now r e a l i z e s  t h a t  he can e x e r t  no

c o n t r o l  over I rene  or  the  p a s s io n s  c r e a t e d  by h i s  d a u g h t e r ’ s  romance.

However, he s t i l l  does not r e c o g n ize  t h a t  t h e  f a u l t  i s  h i s  own. Even
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when he goes to  Robin H i l l  to  see  I r en e ,  he t h in k s  her b e h av io r  i s  no 

f a u l t  of h i s :  "Ah! she had been a bad l o t — had loved two men and not

h i m s e l f ! "  (890) His f u t i l e  e f f o r t s  t o  pe rsuade  Irene to  shake  hands and 

" l e t  th e  p a s t  d i e "  (891) only  emphasize h i s  f a i l u r e  to  c o n t r o l  the  

s i t u a t i o n  and h i s  b l in d n e s s  to  i t s  c a u s e s .  T h e m a t ic a l ly ,  t h e  episode 

i s  th e  c limax of  th e  d i s t u r b i n g  e f f e c t  Beauty has had upon th e  p o sse ss iv e  

i n s t i n c t ,  an e f f e c t  caused and i n t e n s i f i e d  by th e  b l i n d n e s s  of p o s se s s iv e 

ness  t o  m a t t e r s  o f  s p i r i t .  Thus, Soames now recogn izes  t h a t  Beauty and 

P ass ion  a r e  not s u b je c t  t o  t h e  c o n t r o l s  o f  P ro p e r ty ,  but he s t i l l  f a i l s  

t o  re c o g n ize  th e  t r u e  cause  of  h i s  h e l p l e s s n e s s — h is  b l i n d n e s s  to  s p i r i t u a l  

r e s p o n s i b i l i t i e s :  "There he was a t  s i x t y - f i v e  and no more in command of 

t h i n g s  th a n  i f  he had no t  spen t  f o r t y  y ea r s  in b u i ld in g  up s e c u r i t y .

. . ." (886)
The in c lu s iv e  denouement, a l s o  t h e  denouement o f  To L e t ,  is

Soames* r e f u s a l  t o  fo r g iv e  I r e n e .  Unable t o  grasp " t h a t  t r u t h —  pass ing

th e  u n d e rs tan d in g  of  a F o r s y t e  pure— t h a t  t h e  body of  Beauty  has a

s p i r i t u a l  e s sen ce ,  un cap tu rab le  save by a devo t ion  which t h i n k s  not of

s e l f , ”  (916) Soames r e f u s e s  to  acknowledge I r e n e ' s  g e s t u r e  o f  f a r e w e l l :

He knew what she had meant t o  s a y :  "Now t h a t  I am go ing f o r  
e v e r  out of  th e  reach  o f  you and yours— fo rg iv e  me; I wish 
you w e l l . "  That was t h e  meaning; l a s t  s i g n  of  t h a t  t e r r i b l e  
r e a l i t y — pass ing  m o r a l i t y ,  d u ty ,  common sense— her  a v e r s i o n  from 
him who had owned h e r  body, but had never  touched h e r  s p i r i t  or  
he r  h e a r t .  I t  h u r t ;  ye s—more than  i f  she had kept h e r  mask un
moved, he r  hand u n l i f t e d .  (917)

Though I rene  i s  now beyond h i s  c o n t r o l ,  Soames i s  s t i l l  u n w i l l in g  to

fo r g iv e  h e r  r e j e c t i o n  o f  him, s t i l l  u n w i l l i n g  t o  s a n c t i o n  he r  freedom,

s t i l l  unable  t o  admit h i s  d e f e a t  or  unde rs tand  i t s  c a u s e s .  Th em a t ica l ly ,

t h e  ep isode  i l l u s t r a t e s  t h e  t e n a c i t y ,  even in d e f e a t ,  w i th  which the
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p o s s e s s iv e  i n s t i n c t  c l i n g s  t o  something and I t s  p e r t i n a c i o u s  b l in d n e s s  

t o  " th e  c la im s  o f  Freedom upon a p o s s e s s iv e  w o r l d . "

Woven th roughout  t h i s  e x t e n s iv e  n a r r a t i v e  a re  a number o f  sub

p l o t s .  T h e i r  f u n c t io n s  w i th in  The F o r s y t e  Saga a r e  tw o - f o l d .  F i r s t ,  

they o p e r a t e  In a causa l  r e l a t i o n s h i p  w i th  th e  e v en ts  of th e  main s t o r y  

l i n e .  Occurrences  w i th in  t h e  s u b p lo t s  o f t e n  m o t iv a te  even ts  w i t h i n  the  

main p l o t ,  and v ic e  v e r s a . Fo r  example,  o ld  J o l y o n ' s  s o c i a l  and f i n a n c i a l  

break c r e a t e s  t h e  I n i t i a l  c l ea v a g e  w i t h i n  t h e  family  and I n t e n s i f i e s  the  

c o n f l i c t  between I rene  and Soames: because  o ld  Jo lyon  Is  angry w i th

h i s  b r o t h e r ' s  fam i ly ,  he r e f u s e s  t o  speak  t o  Bosinney f o r  Soames, who 

consequen t ly  proceeds  on h i s  own, w i th  c a t a s t r o p h i c  r e s u l t s .  Val D a r t ie  

and H o l l y ' s  romance,  which echoes  th e  fam i ly  c leavage  and foreshadows th e  

d i s a s t r o u s  romance of F l e u r  and Jon ,  provokes  J o l l y  In to  j o i n i n g  th e  

Yeomanry; h i s  subsequent dea th  f r e e s  Jo ly o n  in h i s  r e l a t i o n s h i p  w i th  

I r ene ,  and t h e i r  love ,  o f  c o u r s e ,  markedly a f f e c t s  t h e  c e n t r a l  r e l a t i o n 

sh ip  between I rene  and Soames.  F l e u r ' s  p l e a s  f o r  he lp  fo rce  Soames to  

admit h i s  lack  o f  c o n t ro l  over I rene  or  t h e  s i t u a t i o n ;  J o n ' s  r e j e c t i o n  

of F le u r  and h i s  d e p a r tu re  from England enab le  I rene  h e r s e l f  t o  fo r g iv e  

Soames, who, however, r e f u s e s  t o  fo r g iv e  h e r .  T h e r e f o r e ,  e v en t s  w i th in  

t h e  s u b p l o t s  c o n t r i b u t e  s i g n i f i c a n t  m o t iv a t io n  f o r  a c t i o n  w i t h i n  t h e  

main p l o t .

Second,  th e  s u b p l o t s  he lp  d e f in e  and sharpen  th e  theme o f  the  

main s t o r y  l i n e .  They ach ieve  t h i s  purpose  In one o f  two ways: e i t h e r

they  echo th e  major th e m a t ic  c o n f l i c t  o r  e l s e  they  s t a n d  as  a n t i t h e t i c  

f o i l  t o  i t .  Of t h e  former ,  th e  W in i f r e d - D a r t i e  and t h e  F l e u r - J o n  su b p lo t s  

a re  most n o t a b l e .  W i n i f r e d ' s  s i t u a t i o n  p a r a l l e l s  t h a t  of  Soames* both
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have been abandoned by t h e i r  mates  and both  seek  a d i v o r c e ,  but each, 

m ot iva ted  by h i s  F o r s y t e  sense  o f  p r o p e r t y ,  i s  r e l u c t a n t  to  " l e t  g o , "  

t o  recogn ize  t h e  " c l a im s  o f  F reedom ."  F l e u r ,  he r  s en se  o f  p ro p e r ty  

s t r e n g th e n e d  by innumerable indu lgences  from Soames, becomes bent upon 

p o s se s s in g  Jon .  She e a r l y  announces t o  a f r i e n d ,  " I  p e rc e iv e  a l l  s o r t s  

of d i f f i c u l t i e s ,  but you know when I r e a l l y  want a t h i n g  I ge t  i t . "

(724) Even when she  lea rns  t h e  t r u t h  about th e  o ld  s c a n d a l ,  she d e c l a r e s ,  

"I  mean to  have him!”  (795) To ge t  him, she r e s o r t s  t o  d e ce p t io n ,  p l e a s ,  

and t h r e a t s .  But in he r  a t tem p t  t o  t r i c k  Jon in to  e lo p in g ,  she  p e rc e iv e s  

only th e  m a t t e r  o f  t h e  a f f a i r  and i s  b l i n d  to  t h e  s p i r i t .  Consequent ly ,  

as  does Soames, she  loses  what she d e s i r e s .

Of the  s u b p l o t s  which f u n c t io n  as  a n t i t h e t i c  f o i l s ,  t h e  most 

im por tan t  a re  th o s e  concern ing  o ld  Jo lyon  and I rene  and young Jo ly o n .

Old Jo ly o n ,  d i s t u r b e d  by h i s  p a r e n t a i  p a s s i o n s ,  i s  t o r n  between h i s  

F o r s y t e  p r i n c i p l e s  and h i s  d e s i r e  f o r  h a p p in e s s .  R e a i i z i n g  t h a t  they  

a r e  inadequate  a s su ra n ce s  o f  h a p p in e s s ,  he d e f i e s  t h e  conven t ions  of 

F o r sy t i s m .  Thus,  in  c o n t r a s t  t o  Soames, he sees  t h e  s p i r i t  behind th e  

m a t t e r  and e x e r c i s e s  h i s  own "c l a im s  of  Freedom."  His  l i b e r a t i o n  from 

F o r sy t i sm  cu lm in a te s  in h i s  devo t in g  h i s  t im e ,  h i s  p r o p e r t y ,  and even 

h i s  h e a l t h  t o  t h e  s e r v i c e  o f  Beauty ,  and he d i e s  happy.

Young Jo ly o n  p o sse sse s  s u f f i c i e n t  i n s ig h t  t o  unde rs tand  why th e

o t h e r  F o r sy te s  " c a r r y  t h e i r  b u s in e s s  p r i n c i p l e s  in to  t h e i r  p r i v a t e

r e l a t i o n s . "  (194) Speaking  t o  Bosinney,  he s ay s ,

"What I c a l l  a ^Forsyte* i s  a man who i s  d e c id ed ly  more than  
l e s s  a s l a v e  of  p r o p e r t y .  He knows a good t h i n g ,  he knows 
a s a f e  t h i n g ,  and h i s  g r i p  on p r o p e r ty — i t  d oesn ’ t  m a t t e r  
whether  i t ’ s  w ives ,  houses ,  money, o r  r e p u t a t i o n — is  h i s  
h a l l - m a r k . "  (196)
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Having h im se l f  abandoned h i s  f i r s t  w i fe  and c h i l d  to  e lope  w i th  a gover

ness  and having  s u f f e r e d  f a m i l i a l  o s t r a c i s m ,  Jo lyon i s  a b l e  t o  sympathize 

w i th  I r e n e ' s  m a r i t a l  p l i g h t :

An unhappy m arr iag e !  No i l l - t r e a t m e n t — only t h a t  in d e f in 
a b le  m a la i s e ,  t h a t  t e r r i b l e  b l i g h t  which k i l l e d  a l l  sweetness  
under Heaven; and so from day t o  day,  from n ig h t  t o  n i g h t ,  
from week to  week, from y ea r  t o  y e a r ,  t i l l  dea th  should 
end I t !  (198)

When he s ee s  I rene  and Bosinney in t h e  B o tan ica l  Gardens,  he r e c o g n ize s

th e  i n t e n s i t y  and cause of  her p a s s i o n a t e  love :  " 'P e o p l e  t h i n k  she i s

concerned about t h e  s i n  of d e ce iv in g  her  husband! L i t t l e  they know of

women! S h e ' s  e a t i n g ,  a f t e r  s t a r v a t i o n .  .  .  (248) Because of t h i s

sym pathe t ic  i n s i g h t ,  he goes t o  comfort  I rene  a f t e r  B o s in n ey ' s  d e a th ,

only t o  have Soames slam th e  door in h i s  f a c e .  L a t e r ,  a f t e r  Soames'  grim

a t tem p ts  t o  r e g a in  he r  have d r iv e n  I rene  and Jolyon t o g e t h e r  and they

have f a l l e n  in love ,  Jo lyon  broods about  t h e i r  r e l a t i o n s h i p :

Did N a tu re  permit  a F o r s y t e  not t o  make a s l av e  o f  what he 
adored?  Could beauty  be conf ided  t o  him? " . . .  Let her 
come t o  me as  she  w i l l ,w hen  she w i l l ,  no t a t  a l l  i f  she  w i l l  
n o t .  Le t  me be j u s t  her s t a n d - b y ,  h e r  p e r c h in g - p i a c e ;  
never— never  her c a g e ! "

Was th e  r i c h  s t u f f  o f  many p o s s e s s i o n s ,  th e  c l o s e  e n c i r c l i n g  
f a b r i c  of  t h e  p o s s e s s iv e  i n s t i n c t  w a l l i n g  in t h a t  l i t t l e  b lack  
f i g u r e  o f  h im s e l f ,  and Soames—was i t  t o  be ren t  so t h a t  he could  
pass th rough  in to  h i s  v i s i o n ,  f i n d  t h e r e  something not of  th e  
senses  on ly?  "Let me,"  he th o u g h t ,  " ah !  l e t  me only know how 
not t o  g ra sp  and d e s t r o y ! "

. . . .  He looked around a t  h e r ;  and i t  seemed t o  h i s  
ador ing  eyes  t h a t  more th a n  a woman was s i t t i n g  t h e r e .  The 
s p i r i t  o f  u n iv e r s a l  beau ty ,  deep , m y s t e r io u s ,  which th e  old 
p a i n t e r s ,  T i t i a n ,  G io rg ione ,  B o t t i c e l l i ,  had known how t o  
c ap tu re  and t r a n s f e r  t o  t h e  f a c e s  o f  t h e i r  woman— t h i s  f l y i n g  
beauty  seemed t o  him impr in ted  on he r  brow, her h a i r ,  her l i p s ,  
and in he r  ey e s .

"And t h i s  i s  t o  be m ine !"  he t h o u g h t .  " I t  f r i g h t e n s  me."
(591-592)

A f t e r  t h e i r  m a r r i a g e ,  he g ives  I rene  complete  freedom and d e v o t io n .  When
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he d i e s  from h i s  e f f o r t s  t o  p re s e r v e  he r  h a p p in es s ,  h i s  l a s t  th o u g h ts  

a re  of h e r .  Having recogn ized  " t h a t  t h e  body o f  Beauty has  a s p i r i t u a l  

e s sence ,  u n c a p tu r a b le  save by a devo t ion  which t h in k s  no t  of s e l f , "

(916) Jo lyon  th u s  s t a n d s  in marked th e m a t ic  c o n t r a s t  w i th  Soames, whose 

s e l f i s h  sense  of p ro p e r ty  b l i n d s  him t o  t h i s  t r u t h .

S in ce  t h e  s u b p lo t s  e i t h e r  o p e ra te  w i th in  the  main p l o t  s t r u c t u r e  

in an u n u s u a l ly  t i g h t  causa l  r e l a t i o n s h i p  o r  he lp  d e f i n e  and sharpen  th e  

theme. The F o r s y t e  Saga a s  a whole seems remarkably  well  u n i t e d .  More 

im por tan t ,  s i n c e  each s u b p lo t  r e i n f o r c e s  i t s  main p l o t  and s in c e  each main 

p l o t ,  though complete  in i t s e l f ,  c o n t r i b u t e s  t o  t h e  i n c l u s i v e  s t r u c t u r e  

from which th e  p r i n c i p a l  theme emerges.  The F o r s y t e  Saga as  a sequence 

novel i s  a complex but e f f e c t i v e  form.

Th i s  form i s  shaped by G a lsw o r th y 's  hand l ing  o f  f i c t i v e  t ime and 

po in t  of view. F i c t i v e  t i m e ,  as  de f ined  in Chapter I I ,  i s  t h e  length  

of t ime w i th in  which t h e  e v e n t s  of t h e  f i c t i v e  world o c cu r .  W ith in  th e  

e n t i r e  sequence and g e n e r a l l y  w i th in  t h e  s e p a r a t e  volumes,  f i c t i v e  t ime 

moves in a forward c h ro n o lo g ic a l  p r o g r e s s i o n .

A few excep t ions  t o  t h i s  c h ro n o lo g ic a l  p r e s e n t a t i o n  do occur  

w i th in  t h e  s e p a r a t e  volumes.  For  i n s t a n c e ,  in Chapter 17 of  The Man of  

P r o p e r t y , Galsworthy shows June a t  an evening b a l l ;  he then  r e t u r n s  to  

th e  even ts  of  th e  day t o  t e l l  why June  dec ided  t o  go t o  t h e  b a l l  w i thout  

Bosinney. In Chapter  20 o f  In Chancery, Galsworthy d e s c r i b e s  J o l y o n ' s  

month-long v i s i t  t o  I r ene  in P a r i s  and i t s  c onc lus ion  when Jo lyon  r e c e iv e s  

th e  t e l e g ra m  announcing J o l l y ' s  e n l i s t m e n t ;  in Chapter  22,  he r e c o u n ts  

J o l l y ' s  c h a l l e n g e  t o  Va I which r e s u l t s  in t h a t  e n l i s t m e n t .  In Chapter  3 

of To L e t , Galsworthy n a r r a t e s  I rene  and Jo I y o n ' s  i n i t i a l  d e c i s i o n  not t o
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t e l l  Jon about t h e  o ld  s can d a l ;  he a l s o  r e v e a l s  J o n ' s  daydreaming about 

F l e u r  a t  t h a t  same moment. Such v a r i a t i o n s  of f i c t i v e  t ime a re  perhaps  

neces sa ry  in a  novel w i th  numerous c h a r a c t e r s  and s u b p l o t s ;  however,  they 

do not d im in ish  t h e  e s s e n t i a l l y  c h ro n o lo g ic a l  t h r u s t  o f  th e  n a r r a t i v e ,  

indeed ,  they perhaps  help  c r e a t e  what Lionel S tevenson c a l l s  th e  " suspense  

o f  i n e v i t a b i l i t y "  in G a lsw or thy 's  n o v e l s . R a t h e r  than  b u i ld  a suspense  

o f  s u r p r i s e  (an emphasis on what w i l l  happen) ,  Galsworthy c r e a t e s  an 

i n t e r e s t  in how or  why an event  w i l l  o c cu r .  Fo r  i n s t a n c e ,  a l r ead y  knowing 

t h a t  J o l l y  has e n l i s t e d ,  a r e a d e r  wonders why he d i d .  Thus,  because 

Galsworthy sometimes in t roduces  minute  v a r i a t i o n s  In t h e  chronology of  

h i s  f i c t i v e  t im e ,  a r e a d e r  sometimes a n t i c i p a t e s  not even ts  but t h e i r  

m o t iv e s .

No such v a r i a t i o n s  occur among t h e  spheres  o f  f i c t i v e  t ime which 

c o n s t i t u t e  t h e  sequence :  th e  n a r r a t i v e  movement i s  p r o g r e s s i v e l y  chrono

l o g i c a l .  The e v en ts  in The Man o f  P r o p e r ty  occur from 1886 to  1887; in 

" In d ia n  Summer o f  a F o r s y t e , "  du r in g  t h e  summer o f  1 8 9 2 ; in In Chancery,  

from 1899 t o  1901; in "Awakening," on a day in 1909; in To L e t ,  from 

1920 t o  1921. Thus ,  t h e  span of  f i c t i v e  t ime w i th in  th e  sequence covers  

t h i r t y - f i v e  y e a r s .  However, as one e a s i l y  n o t e s ,  t h e  even ts  a rc  not 

n a r r a t e d  w i th  con t inuous  chronology;  much as a s h o r t  s t o r y  w r i t e r  d e p i c t s  

only  s i g n i f i c a n t  s c e n e s ,  Galsworthy p r e s e n t s  only s i g n i f i c a n t  p e r io d s  

from the  f i c t i v e  wor ld  o f  the  F o r s y t e s .  These,  t h e n ,  a r e  th e  two most 

noteworthy f e a t u r e s  o f  G a lsw or thy 's  handl ing  o f  f i c t i v e  t ime— th e  expanse 

o r  d u ra t io n  o f  t ime  con ta in ed  w i t h i n  t h e  sequence and th e  s e l e c t i v i t y  

w i th  which t h i s  t ime i s  t r e a t e d .

His e x t e n s io n  of  th e  e v en t s  of  t h e  sequence over such a d u r a t io n
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enab les  Galsworthy to  ach iev e  two major  r e s u l t s :  f i r s t ,  a background 

which deepens the  s i g n i f i c a n c e  of th e  p r i n c i p a l  theme, and, second,  a 

c a u s e - e f f e c t  p a t t e r n  which embodies t h a t  theme by t r a c i n g  a man 's  e n t i r e  

mature l i f e t i m e .

_  The background, o f  c o u rse ,  i s  t h e  F o r s y t e  family  i t s e l f .  Gals 

worthy c r e a t e s  an enormous,  swarming fam i ly  o f  F o r s y t e s — in a l l ,  n e a r ly  

a hundred F o r sy te  b r o t h e r s ,  s i s t e r s ,  a u n t s ,  u n c le s ;  c o u s in s ,  and in - l a w s .  

Not a l l  a r e  sh a rp ly  drawn: some e x i s t  on ly  through being named; some 

appear  only  in sh o r t  group s ce n e s .  Many, however, appear  r e p e a t e d ly  and 

p ro m in en t ly ;  through t h e s e ,  Galsworthy i l l u s t r a t e s  th e  p o in t  t h a t  th e  

sense  of  p ro p e r ty  is  c h a r a c t e r i s t i c  o f  t h e  e n t i r e  family and permeates  

t h e i r  t h i n k i n g  upon every  s u b j e c t .  F o r  in s t a n c e ,  th e  F o r s y t e s  t a k e  ca re  

of th em se lv e s :  ” 0f  a l l  forms of  p ro p e r ty  t h e i r  r e s p e c t i v e  h e a l t h s  n a t u r a l 

ly concerned them m o s t . "  (12) W in i f red  t a k e s  D a r t i e  back w i th  a s ense  of 

having " r e t a i n e d  her p r o p e r t y . "  (554) Aunt J u ley  l i k e s  t h e  t e x t ,  " In  

my F a t h e r ' s  house a re  many mansions"  because  i t  "always comforted h e r ,  

w i th  i t s  su g g es t io n  of house p r o p e r t y ,  which had made th e  f o r tu n e  of 

dear  R o g e r . "  (621) On v i r t u a l l y  a l l  m a t t e r s — love,  m a r r ia g e ,  a r t ,  r e l i 

g ion ,  p o l i t i c s ,  war— th e  F o r sy te  family  i s  governed by th e  sense  of p ro

p e r t y .

To s t r e s s  t h i s  p o in t  f u r t h e r ,  Galsworthy c r e a t e s  g e n e r a t io n a l  

groupings  w i th in  the  f a m i ly ;  ten  o f  t h e  o ld e r  g e n e r a t io n ,  such as o ld  

J o ly o n ,  James,  and Timothy; twenty-one in t h e  second g e n e r a t i o n ,  such as 

Soames, W in i f re d ,  and young Jo lyon ;  s ev en teen  in th e  e a r l y  t h i r d  gener

a t i o n ,  such as June,  J o l l y ,  Hol ly ,  and V al ;  and two in t h e  l a t e  t h i r d  

g e n e r a t i o n ,  Jon and F l e u r .  As Wilbur Cross  p o in t s  o u t ,  Galsworthy
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c o n t r a s t s  g e n e r a t i o n  w i th  g e n e r a t io n  in o rd e r  t o  show the  g radua l  changes 

in manners,  m o ra l s ,  and r e l i g i o n . H o w e v e r ,  d e s p i t e  t h e se  changes ,  one 

b a s ic  t r a i t  remains  unchanged th roughout  a l l  o f  t h e  g e n e r a t io n s  of 

F o r s y t e s —th e  sense  o f  p r o p e r ty .  Thus, F l e u r  in 1921 i s  s t i l l  as  keenly  

p o s se s s iv e  as  had been her  f a t h e r  and g r a n d f a t h e r  in 1886. Galsworthy 

th e re b y  shows t h a t  t h e  sense  o f  p ro p e r ty  i s  not an e c c e n t r i c i t y  of person 

o r  per iod  but a t r a i t  o f  man t r a c e a b l e  th rough  t im e .

Galsworthy employs t h e  F o r s y t e s  in ye t  a n o th e r  way t o  p r e s e n t  h i s  

theme: he e s t a b l i s h e s  the  family  as  r e p r e s e n t a t i v e  o f  an e n t i r e  c l a s s  and 

n a t i o n a l  c h a r a c t e r i s t i c .  In th e  f i r s t  paragraph  of  The Man o f  P r o p e r t y , 

he d e s ig n a te s  th e  F o r s y t e s  a s  "an upper middle  c l a s s  fam i ly"  and "a  r ep ro 

duc t ion  of s o c i e t y  in m i n i a t u r e . "  (3) L a t e r ,  he has young Jo lyon  d e s c r ib e  

t h e  F o r sy te s  t o  Bosinney in t h i s  manner:

"A F o r s y t e  . . .  is  not an uncommon an im a l .  There a r e  
hundreds among t h e  members o f  t h i s  Club.  Hundreds out t h e r e  
in the  s t r e e t s ;  you meet them wherever you go!"

"You t a l k  of them ,"  s a i d  Bosinney, " a s  i f  they were h a l f  
of E n g lan d ."

"They a r e , "  r ep ea ted  young Jo lyon ,  " h a l f  England, and 
the  b e t t e r  h a l f ,  t o o ,  th e  s a f e  h a l f ,  th e  t h r e e  pe r  c e n t ,  t h e  
h a l f  t h a t  c o u n t s .  I t* s  t h e i r  weal th  and s e c u r i t y  t h a t  makes 
every th ing  p o s s i b l e ;  makes your a r t  p o s s i b l e ,  makes l i t e r a t u r e ,  
s c i e n c e ,  even r e l i g i o n  p o s s i b l e .  Without F o r s y t e s ,  who b e l i e v e  
in none of  t h e s e  t h i n g s ,  but t u r n  them a l l  t o  use ,  where should  
we be?" (195-196)

S t i l l  l a t e r ,  young Jolyon r e a c t s  t o  Soames* t h r e a t s  by r e f l e c t i n g  upon

th e  sense of p r o p e r t y :

I t  was a s  i f  he were boxed up w i th  hundreds of thousands  
of h i s  countrymen, boxed up w i th  t h a t  something in t h e  n a t i o n a l  
c h a r a c t e r  which had always been t o  him r e v o l t i n g ,  something 
which he knew t o  be ex tremely  n a tu r a l  and ye t  which seemed t o  
him I n e x p l i c a b l e — t h e i r  i n t e n s e  b e l i e f  in c o n t r a c t s  and v e s t e d  
r i g h t s ,  t h e i r  complacent sense  o f  v i r t u e  in t h e  e xac t ion  of 
those  r i g h t s .  Here bes ide  him in th e  cab was th e  very  embodiment.
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t h e  c o rp o re a l  sum a s  i t  were ,  of t h e  p o s s e s s iv e  i n s t i n c t — h i s  
own kinsman, t o o .  (459)

Numerous such r e f e r e n c e s  c l e a r l y  r evea l  t h a t  Galsworthy in te n d s  t h e

F o r s y t e  family  t o  r e p r e s e n t  a l a rg e  segment o f  Eng l ish  s o c i e t y .

I t  i s  w i th in  t h i s  co n tex t  t h a t  t h e  changes  w i th in  t h e  family  

assume t h e i r  deeper  t h e m a t ic  s i g n i f i c a n c e .  At t h e  beg inn ing  of t h e  

sequence ,  Galsworthy shows th e  F o r s y t e  fam i ly  " a t  th e  summit of i t s  

e f f l o r e s c e n c e . "  But t h e  n a r r a t i v e  d e p i c t s  t h e  gradual  d i s i n t e g r a t i o n  

of t h e  fam i ly .  Old Jo lyon  s h a t t e r s  t h e  family  u n i ty  w i th  h i s  r e j e c t i o n  

of  i t s  c o n v en t io n s ;  d e s p i t e  t h e i r  g r e a t e s t  p r e c a u t i o n s ,  t h e  o l d e r  F o r s y t e s  

do d i e ;  t h e  younger ones produce fewer and fewer o f f s p r i n g ;  t h e  Boer War 

shakes  t h e  family  f a i t h  in p r o f i t a b l e  Im per ia l i sm ;  and World War I makes i t  

nervous  about th e  l a b o r in g  c l a s s  and c r e e p i n g  S o c ia l i s m .  At t h e  end of  

t h e  sequence ,  Soames s i t s  n e a r  t h e  fam i ly  v a u l t  in crowded Highgate  Cemetery

and broods about t h e  changes :

The w a te r s  of  change were foaming in ,  c a r r y in g  t h e  promise of
new forms only when t h e i r  d e s t r u c t i v e  f lood  should have passed  i t s
f u l l .  .  .  .  Athwart  t h e  V i c t o r i a n  dykes th e  w a ters  were r o l l i n g  
on p r o p e r t y ,  manners,  and m ora ls ,  on melody and th e  o ld  forms of 
a r t — w ate r s  . . .  lapping  t o  t h e  f o o t  of  t h i s  Highgate  h i l l  where 
V ic to r i a n i s m  lay b u r i e d .  (920)

Thus ,  t h e  F o r sy te  fam i ly  r e p r e s e n t s  a p e r v a s iv e  c u l t u r a l  phenomenon— th e

p o s s e s s i v e  i n s t i n c t — of which Soames i s  an a rch e ty p a l  embodiment, and t h e i r

decay c l o s e l y  p a r a l l e l s  t h e  f a i l u r e  of  Soames* ques t  f o r  h ap p in es s :

"To L e t"— t h e  F o r s y t e  age and way of  l i f e ,  when a man owned 
h i s  s o u l ,  h i s  in v es tm en ts ,  and h i s  woman, w i thou t  check or  
q u e s t i o n .  And now t h e  S t a t e  had, o r  would have,  h i s  inves tm en ts ,  
h i s  woman had h e r s e l f ,  and God knew who had h i s  s o u l .
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*To L e t"— t h a t  sane and s im ple  c reed !  (920)

But Galsworthy’s p r im ary  i n t e n t i o n  i s  not t o  examine t h e  s o c ia l

phenomena of  a whole e r a .  Though he admits  t h a t  th e  V i c t o r i a n  upper-

middle  c l a s s  l i e s  "embalmed" in  h i s  pages ,  he e x p l i c i t l y  r e f u t e s  the

idea t h a t  t h a t  was h i s  p u rp o se :

I f  t h e s e  c h r o n i c l e s  had been a r e a l l y  s c i e n t i f i c  s tudy  of  
t r a n s i t i o n  one would have dwel t  probably  on such f a c t o r s  as the  
inven t ion  o f  b i c y c l e ,  m o to r - c a r ,  and f ly in g -m a ch in e ;  t h e  
a r r i v a l  o f  a cheap P r e s s ;  t h e  d e c l in e  o f  coun t ry  l i f e  and 
in c rease  of  t h e  towns; t h e  b i r t h  o f  t h e  Cinema. . . .

But t h i s  long t a l e  i s  no s c i e n t i f i c  s tudy  o f  a p e r io d ;
i t  i s  r a t h e r  an in t im a te  i n c a r n a t io n  o f  t h e  d i s tu r b a n c e  t h a t
Beauty e f f e c t s  in th e  l i v e s  o f  men. ( x i i )

R a ther  than  be ing  th e  pr im ary  concern in t h e  sequence ,  th e  F o r s y t e  family 

s e rv es  as  a r i c h l y  s u g g e s t iv e  background a g a i n s t  which Galsworthy can 

s tudy  h i s  p r i n c i p a l  theme.

This  theme i s  embodied in Soames and h i s  r e l a t i o n s h i p s  w i th  Irene 

and o t h e r s .  Thus appears  t h e  second r e s u l t  which Galsworthy achieved 

th rough  the  d u r a t io n  of  The F o r s y t e  Saga—t h e  c a u s e - e f f e c t  p a t t e r n  which 

spans a man’ s e n t i r e  mature l i f e t i m e .  A major  premise  which Galsworthy 

p r e s e n t s  i s  t h a t  th e  sense  o f  p rope r ty  i s  no t  a temporary n o t io n  but a 

permanent d i s p o s i t i o n  which governs  a man’s  whole l i f e .  A second premise  

i s  t h a t  Beauty and th e  c la im s  of  Freedom— both  m a t t e r s  of  S p i r i t — d i s t u r b  

th e  p o s se s s iv e  man by c a l l i n g  upon him t o  g ive  of  h imse lf  and t o  seek 

no th ing  in r e t u r n .  The c o n c lu s io n  to  which Galsworthy comes i s  t h a t  the

"man of p r o p e r t y "  who s e l f i s h l y  a t tem pts  t o  p o s se s s  Beauty must endure

a l i f e  of  f r u s t r a t i o n  and unhapp iness .  T h i s  c onc lus ion  he i l l u s t r a t e s  

in th e  l i f e  o f  Soames.

Soames’ i n i t i a l  d i s s a t i s f a c t i o n  w i th  h i s  marr iage  t o  I rene  stems 

from h i s  b e l i e f  t h a t  p r o p e r ty  should g ive  h ap p in es s ;  Soames th e reb y  r e v e a l s
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h i s  s e l f i s h n e s s  and th e  s p i r i t u a l  b l in d n e s s  of the  sense  of p r o p e r t y .

His  f u r t h e r  e f f o r t s  t o  i s o l a t e  and possess  Irene having f a i l e d ,  Soames 

a s s e r t s  what he t h in k s  of  as  p ro p e r ty  r i g h t s  and f o r c i b l y  p o s se s s e s  I r e n e ' s  

body; here  Soames commits not only the  "supreme a c t  o f  P r o p e r ty "  but a l so  

t h e  supreme a c t  o f  s e l f i s h n e s s :  he g r a t i f i e s  h i s  own d e s i r e s  a t  th e  

expense  of a n o t h e r ' s  s e n s i b i l i t i e s .  The r e s u l t  o f  t h i s  deed i s  t h a t  

I r ene  f l e e s ;  t h u s ,  Soames loses  what he most wishes  t o  own. His f u r t h e r  

a t t e m p t s  t o  r e g a i n  Irene  in d i c a t e  th e  misery  o f  h i s  f r u s t r a t e d  d e s i r e s .  

E v e n tu a l ly ,  s t i l l  d e s i r i n g  I rene ,  ye t  more g r e a t l y  d e s i r i n g  an h e i r ,  he 

seeks  new p r o p e r t y ,  A n n e t te .  Yet h e re ,  t o o ,  he f a i l s  to  f in d  h a p p in e s s :  

Anne t te  i s  co ld  and u n f a i t h f u l ;  h i s  dau g h te r ,  s e l f - c e n t e r e d  and w i l l f u l .  

Soames'  c o n fe s s io n  t o  F l e u r  t h a t  he i s  h e l p l e s s  s i g n a l s  t h e  d e f e a t  caused 

by h i s  own s e l f i s h n e s s  and b l in d n e s s .  Defeated bu t ,  being a F o r s y t e ,  s t i l l  

u n w i l l in g  to  " l e t  g o , "  Soames f i n a l l y  s i t s  in th e  Highgate  Cemetery,  

y e a rn in g  f o r  what he can never  have— " t h e  beauty and th e  loving in th e  

w o r l d . "  (921)

Within t h i s  sequence of e v e n t s ,  Galsworthy c o n s t r u c t s  a t i g h t  

c au sa l  p a t t e r n  i l l u s t r a t i n g  h i s  theme. Stemming from Soames'  deep sense  

o f  p ro p e r ty ,  t h e  e v en ts  p ro g res s  from Soames'  d i s s a t i s f a c t i o n  w i th  h i s  

m a r r i a g e ,  to  h i s  extreme a c t  o f  s e l f i s h  p o s s e s s iv e n e s s ,  t o  h i s  i n t e n s e  

unhappiness ,  t o  h i s  admission of  h e l p l e s s n e s s ,  t o  h i s  complete d e f e a t .

Thus,  by t r a c i n g  th e  l i f e  t ime o f  a man governed by th e  sense  o f  p r o p e r t y ,  

Galsworthy i l l u s t r a t e s  t h e  u t t e r  inadequacy o f  F o r sy t i sm  as  a way o f  l i f e .

The second noteworthy a sp e c t  o f  h i s  hand l ing  o f  t ime i s  t h e  

s e l e c t i v i t y  w i th  which Galsworthy covers  t h e  t h i r t y - f i v e  y e a r  d u r a t i o n  in 

The F o r sy te  Saga . His i n t e n t i o n  t o  d e p i c t  F o r sy t i sm  as a way o f  l i f e
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m a n i f e s t l y  c a l l s  fo r  cov e r in g  such a d u r a t i o n .  But,  as  A. A. Mendilow 

p o i n t s  o u t ,  a l l  f i c t i o n  n e c e s s i t a t e s  some s e l e c t i o n :

Use whatever method he w i l l ,  t h e  n o v e l i s t  must,  i f  he but 
g iv e s  h i s  mind t o  i t ,  become aware t h a t  a t  every s t e p  t h e r e  con
f r o n t s  him th e  n e c e s s i t y  t o  employ some kind o f  s e l e c t i o n .  No 
techn ique  can escape i t ,  no device  o f  language o r  s t r u c t u r e  
d i spense  w i th  i t .  I t  i s  t h e  fundamental  c o n d i t i o n  o f  th e  a r t  
o f  f i c t i o n .

Thus,  r a t h e r  than  a t t e m p t in g  t o  cover  a l l  o f  th e  t ime span ,  Galsworthy 

s e l e c t s  two minor and t h r e e  major p e r io d s  of  h i s  f i c t i v e  t ime t o  cover  

t h o ro u g h ly .  His cho ice  i s  a p p a r en t ly  governed by th e  s i g n i f i c a n c e  of 

h i s t o r i c a l  even ts  and th e  log ic  o f  h i s  n a r r a t i v e .  The f i r s t  major p e r io d  

i s  s e t  in 1886, a t  t h e  " h ig h e s t  e f f l o r e s c e n c e  o f  th e  F o r s y t e s . ”  As 

Stevenson remarks,  t h e  complacent s o l i d a r i t y  of  t h e  F o r s y t e s  had not ye t  

been shaken by t h e  Fab ian  S o c i e ty ,  t h e  growth of th e  Labor P a r t y ,  or  

t h e  f i n  de s i e c l e  f l o u t i n g  o f  V i c t o r i a n  dogma conce rn ing  m o r a l i t y ,  

m a r r i a g e ,  and family  l o y a l t y . 1® The second major p e r io d  f a l l s  dur ing  

t h e  Boer War, an event which r a t t l e d  t h e  B r i t i s h  Empire and F o r sy t e a n  

f a i t h  in Im per ia l ism.  The t h i r d  major p e r io d  occurs  a f t e r  World War I ,  

a t im e  when F o r sy t i sm  was menaced by h ig h e r  t a x e s ,  t h e  p o l i c i e s  o f  t h e  

Labor P a r ty ,  and t h e  r e s t i v e n e s s  of t h e  working c l a s s .  Thus,  Galsworthy 

s e l e c t s  h i s t o r i c a l l y  s i g n i f i c a n t  p e r io d s  which mark t h e  d e c l i n e  of  

F o r s y t i s m .

More im p o r tan t ly ,  he s e l e c t s  p e r i o d s  l o g i c a l l y  c o n s i s t e n t  w i th  

h i s  theme and n a r r a t i v e .  In o rd e r  t o  t r a c e  h i s  theme th rough  t h r e e  or  

f o u r  g e n e r a t io n s  o f  a family  and the  e n t i r e  mature  l i f e  o f  an i n d i v i d u a l ,  

Galsworthy must n e c e s s a r i l y  a llow time f o r  s i g n i f i c a n t  even ts  t o  dev e lo p .  

T h e r e f o r e ,  the  f i v e  y e a r s  between The Man o f  P r o p e r ty  and " I n d ia n  Summer"
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a l lo w  time f o r  I rene  t o  leave Soames and f o r  o ld  Jo lyon to  s e t t l e  a t  

Robin H i l l  and t o  develop an a p p r e c i a t i v e  d e s i r e  fo r  Beauty.  The 

fo l low ing  seven y e a r s  in te r im  up to  In Chancery a l lows  t ime f o r  Soames 

t o  grow concerned about h i s  c h i l d l e s s n e s s ,  t o  r e a l i z e  h i s  d read fu l  

y ea rn in g  fo r  an h e i r ;  t h i s  d e s i r e ,  o f  c o u r s e ,  m o t iv a te s  h i s  a c t i o n  

th roughout  t h e  n o v e l .  The e i g h t  year  i n t e r im  u n t i l  "Awakening”  pe rm i ts  

Jon t o  grow o ld  enough t o  a p p r e c i a t e  Beauty ; t h i s  i n t e r l u d e  th e re b y  

p r e p a r e s  f o r  J o n ' s  f i d e l i t y  t o  Irene and h i s  d e c i s io n  in To L e t .  The 

e leven  y ea r s  u n t i l  t h e  l a s t  p e r io d  a llow time f o r  Jon and F l e u r  t o  grow 

o ld  enough t o  be lo v e rs  and t im e  enough f o r  Soames a t  s i x t y - f i v e  t o  

r e a l i z e  t h e  b i t t e r  emptiness  o f  h i s  e n t i r e  l i f e .  T h e re fo re ,  from th e  

com puls ion  o f  h i s  c h ro n o io g ic a l  development,  Galsworthy s e l e c t s  p e r io d s  

l o g i c a l l y  c o n s i s t e n t  w i th  h i s  n a r r a t i v e .

However, Galsworthy does not com ple te ly  ignore t h e s e  i n t e r i m s .

W ith in  th e  f i r s t  c h a p te r  or  s e c t i o n  o f  each s u c c e s s iv e  p a r t ,  he p r e s e n t s  

an e x p o s i t i o n  of  t h e  s i g n i f i c a n t  even ts  o f  t h e  i n t e r v a l .  Fo r  i n s t a n c e ,  

in t h e  f i r s t  few pages  o f  " in d i a n  Summer" we i e a r n  t h a t  Ir ene  had l e f t  

Soames th e  morning a f t e r  her r e t u r n  and t h a t  o ld  Jolyon has never  a ttempted 

a r e c o n c i l i a t i o n  w i th  h i s  b r o t h e r s .  S i m i l a r l y ,  a t  the  beg inn ing  t o  To 

Let we lea rn  of t h e  dea th s  o f  v a r io u s  F o r s y t e s ,  t h e  r e a c t i o n  o f  t h e  family 

t o  World War I ,  t h e  s t a t u s  o f  Soames'  m a r r iage  t o  Anne t te ,  and h i s  ador

a t i o n  of  F l e u r .  Through h i s  use of  such l i n k i n g  ex p o s i to ry  p a s s a g e s ,  

Galsworthy overcomes one o f  t h e  inhe ren t  l i a b i l i t i e s  o f  th e  sequence  

no v e i—  i t s  app a ren t  d i s c o n t i n u i t y .

By s e l e c t i n g  b r i e f  p e r io d s  r a t h e r  th a n  a t t em p t ing  t o  c o v e r  the  

whole d u r a t i o n ,  Galsworthy ach ieves  ye t  a n o th e r  important e f f e c t — a g r e a t e r  

d e n s i t y  in th e  t e x t u r e  of h i s  n a r r a t i v e .  Mendilow in d i c a t e s  t h e  r e l a t i o n s h i p
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between s e l e c t i v i t y  and t e x t u r e :

The degree  o f  d i sc repancy  between ch ro n o lo g ic a l  and 
f i c t i o n a l  t ime  has an obvious connec t ion  w i th  th e  t h i n n e s s  
o r  c lo se n e s s  of  t e x t u r e  o f  a n o v e l .  A s h o r t  novel 
sp re ad in g  evenly  over  a whole g e n e r a t io n  would c l e a r l y  
be more s e l e c t i v e  in th e  c h o ice  o f  th e  mental  o r  ph y s ica l  
e v en ts  p r e s e n te d  th a n  a long novel cov e r in g  only one hour 
o f  f i c t i o n a l  t im e .? *

T h e r e f o r e ,  Galsworthy i s  a b l e  t o  ach ieve  an e f f e c t  o f  f u l l n e s s  and c o n t in u 

i t y  by fo c u s s in g  upon and tho rough ly  develop ing  r e l a t i v e l y  b r i e f  p e r io d s  

w i t h i n  t h e  whole d u r a t i o n  o f  t h e  sequence.

Thus,  th rough  t h e  c h ro n o lo g ic a l  p r o g r e s s i o n  over a lengthy 

d u r a t i o n  of  f i c t i v e  t ime and th rough  the  s e l e c t i v i t y  w i th  which t h i s  

t im e i s  t r e a t e d ,  Galsworthy*s hand l ing  of  t ime h e lp s  shape th e  form of  

The F o r s y t e  Saga .

Equa l ly  important in shap ing  th e  form o f  t h e  sequence i s  t h e  au thor*s  

p o i n t  of  view. Gaisworthy employs a t h i r d - p e r s o n ,  o m n i s c ie n t - a u th o r  

n a r r a t i v e  t e ch n iq u e  stemming from th e  t r a d i t i o n  o f  t h e  n i n e t e e n t h  c e n t u r y .  

However, he makes im por tan t m o d i f i c a t i o n s  in t h i s  t r a d i t i o n a l  p o in t  o f  

view.

These m o d i f i c a t i o n s  a r e  governed by G a lsw o r th y ' s  co ncep t ion  of 

th e  a r t i s t  and h i s  a r t .  Galsworthy b e l i e v ed  t h a t  t h e  m o r a l i s t ,  "by 

n e g a t in g  ind iv id u a l  p l e a s u r e ,  s e c o n d a r i l y  s e c u r e s  t h e  p l e a s u r e  o f  th e  

g r e a t e r  number,"  but t h a t  t h e  a r t i s t  works "w i th  t h e  primary o b j e c t  of 

s t i r r i n g  t h e  emotiona l ne rves  o f  h i s  aud ience ,  and th e re b y  d i r e c t l y ,  

a c t i v e l y  g iv in g  p l e a s u r e . H e n c e ,  Galsworthy though t  t h a t  t h e  a r t i s t  

must never  " p r e a c h "  t o  h i s  r e a d e r s ;  he doubted t h a t  i t  was p o s s i b l e  " t o  

f o r c e  goodness on t h e  c o n sc io u sn ess  o f  t h e  r e a d e r  or  s p e c t a t o r  excep t  by 

n e g a t i v e  methods.^^ In s tead  o f  d i r e c t  d i d a c t i c i s m ,  he b e l iev ed  t h a t
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"human l i f e  and in c id e n t  t r e a t e d  by a temperament t h a t  has some f e e l i n g ,

i n t e l l i g e n c e ,  and ph i losophy  w i l l  i n e v i t a b l y  sugges t  much, and have some

f i n a l  meaning.  • .  That i s ,  " t h e  temperament o f  t h e  w r i t e r  w i l l

supply  a l l  th e  moral o r  meaning t h a t  i s  n e e d e d . " ^  I f  an a r t i s t  chooses

t o  deal w i th  a " s p i r i t u a l  i d e a , "  t h e n ,  Galsworthy b e l i e v e d ,  t h e  w r i t e r

" m u s tn ' t  f o r ce  i t  by machinery from w i th o u t ,  but must l e t  i t  ge rm ina te ,

u n t i l  i t  f o r c e s  the  f u l f i l m e n t  from w i t h i n . F r o m  t h i s  t e ch n iq u e ,

he t h o u g h t ,  comes t h e  power of th e  n o v e l :

The novel i s  t h e  most p l i a n t  and f a r - r e a c h i n g  medium o f  
communication between minds— t h a t  i s ,  i t  can be— j u s t  
because  i t  does no t  p reach ,  but s u p p l i e s  p i c t u r e s  and 
ev idence  from which each r e a d e r  may t a k e  t h a t  food which 
b e s t  s u i t s  h i s  growth . I t  i s  t h e  g r e a t  f e r t i l i s e r ,  t h e  
q u i e t  f e r t i l i s e r  o f  p e o p l e ' s  im a g in a t io n s .  . . .  To a l t e r  
a l i n e  o f  a c t i o n  i s  no th ing  l i k e  so  im por tan t  a s  t o  a l t e r  
a p o i n t  o f  view ove r  l i f e ,  a mood o f  l i v i n g .  Such e n l a r g e 
ment i s  only a t t a i n e d  by those  temperamental  e x p re s s io n s  
which we know as  works o f  a r t  and not as  t r e a t i s e s  in f i c t i o n - f o r m .  
The purpose o f  a l l  a r t  i s  r e v e l a t i o n  and d e l i g h t ,  and t h a t  
p a r t i c u l a r  form o f  a r t ,  th e  n o v e l ,  s u p p l i e s  r e v e l a t i o n  in ,  I 
t h i n k  t h e  most s e c r e t ,  thorough ,  and s u b t l e  form— r e v e l a t i o n  
browsed upon, brooded oyer ,  soaked up in to  t h e  f i b r e  o f  the  
mind and c o n sc ie n c e .  I b e l i e v e  t h e  novel t o  be a more 
powerful d i s s o l v e n t  and re - fo rm er  than  even th e  p l a y ,  because 
i t  i s  so much more s low ly ,  s e c r e t l y ,  and thorough ly  d i g e s t e d ;  
i t  has  changed t h e  c u r r e n t s  o f  Judgment in a man's  mind be fo re  
he even s u s p e c t s  t h e r e  i s  any change going on; t h e  more 
unaware he i s ,  t h e  more s u r e l y  he i s  undermined, f o r  he has 
no means of  m o b i l i z in g  h i s  d e fe n c e s .

In The F o r s y t e  Saga.  Galsworthy i s  indeed p r e s e n t i n g  a " s p i r i t u a l  

idea"— " t h e  s o u l - d e s t r o y i n g  e f f e c t s  o f  p r o p e r t y . C o n s e q u e n t l y ,  he 

p r e s e n t s  t h e  idea in such  a way t h a t  i t  w i l l  " g e rm in a te ,  u n t i l  i t  f o r c e s  

th e  f u l f i l m e n t  from w i t h i n , "  so t h a t  i t  w i l l  "change t h e  c u r r e n t s  of 

judgment in a man's mind before  he even s u s p e c t s  t h a t  t h e r e  i s  any change 

going o n . "  In P r o f e s s o r  B ooth 's  t e r m s , 2?  Galsworthy p r e s e n t s  th e  idea 

th rough  a r e l i a b l e  n a r r a t o r  who conveys t h e  norms of t h e  novel and whose
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commentary r e l i a b l y  guides  th e  r e a d e r  toward u n de rs tand ing  th e  id e a ,  w i th 

out d i d a c t i c  comments o r  d e s t r u c t i o n  of  t h e  r e a d e r ' s  c r e d i b l e  r e c e p t i v i t y  

t o  t h a t  id e a .

To ach ieve  t h i s  g o a l ,  Galsworthy uses  an impersonal ly  omnisc ien t 

implied a u t h o r .  That i s ,  he c r e a t e s  not  a " p e r so n "  but a "p re se n c e "  

which n a r r a t e s  th e  s t o r y .  Again in P r o f e s s o r  B oo th ' s  te rm s ,  he p rov ide s  

an undramatized n a r r a t o r — a s e l e c t i v e  and f i l t e r i n g  consc iousness  which 

i s  n e v e r t h e l e s s  u n o b t ru s iv e .  T h i s  i s  not t o  say  t h a t  the  n a r r a t i o n  i s  

through t h e  " o b j e c t i v e  n a r r a t o r "  which Booth d i s c u s s e s , 28 nor t h a t  th e  

n a r r a t o r  makes no comments upon t h e  c h a r a c t e r s  or  e v e n t s ,  f o r  he does 

indeed;  i t  i s  t o  say ,  however, t h a t  th e  n a r r a t o r ' s  " p e r s o n a l i t y "  i s  

des igned ly  inconsp icuous .

Galsworthy ga in s  t h i s  impersonal q u a l i t y  in s ev e ra l  ways.  F i r s t ,  

he com ple te ly  e l im in a t e s  d i r e c t  a u t h o r i a l  a d d re ss  t o  th e  r e a d e r .  T r o l lo p e  

and Thackery ,  f o r  i n s t a n c e ,  c u s to m ar i ly  s p r i n k l e  "Gent le  r e a d e r "  and "Dear 

r e a d e r "  remarks  through t h e i r  n o v e ls ;  George E l i o t  sometimes i n j e c t s  a 

"you and me" appeal t o  her  r e a d e r ;  even H. G. Wel ls  and Arnold B enne t t ,  

G a lsw or thy 's  con tem p o ra r ie s ,  o c c a s io n a l l y  a d d re s s  a s i d e s  d i r e c t l y  t o  

t h e i r  r e a d e r s .  In The F o r s y t e  Saga no such a d d re s s e s  o ccu r .  The e f f e c t  

o f  t h i s  e l i m i n a t i o n  i s  t o  in c r e a s e  the  r e s p o n s iv e  d i s t a n c e  between th e
PQ

r e a d e r  and th e  implied a u t h o r .

Second, a l though  th e  n a r r a t o r  i s  o m n isc ien t ,  th e  t o t a l i t y  of  

in fo rm at ion  i s  p re sen te d  in a m a t t e r - o f - f a c t  manner.  T h i s  p o r t r a i t  of 

Sw i th in  F o r s y t e  i l l u s t r a t e s  t h e  p o i n t :

S in ce  h i s  r e t i r e m e n t  from land agency,  a p r o f e s s i o n  d e p lo r 
ab le  in h i s  e s t i m a t i o n ,  e s p e c i a l l y  as  t o  i t s  au c ib b n ee r in g  d e p a r t 
ment, he had abandoned h im s e l f  t o  n a t u r a l l y  a r i s t o c r a t i c  t a s t e s .
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The p e r f e c t  luxury  of h i s  l a t t e r  days had embedded him 
l i k e  a f l y  in s u g a r ;  and h i s  mind, where very l i t t l e  took
p la c e  from morning t i l l  n i g h t ,  was t h e  j u n c t i o n  o f  two
c u r i o u s l y  o p p o s i t e  emotions ,  a l i n g e r i n g  and s tu rd y  s a t i s 
f a c t i o n  t h a t  he had made h i s  own way and h i s  own f o r t u n e ,  
and a sense  t h a t  a  man o f  h i s  d i s t i n c t i o n  should  never  have 
been allowed t o  s o i l  h i s  mind w i th  work.

He s tood  a t  t h e  s ideboa rd  in a w h i te  w a i s t c o a t  w i th  la rge  
gold  and onyx b u t t o n s ,  watching h i s  v a l e t  screw th e  necks of 
t h r e e  champagne b o t t l e s  deeper  i n to  i c e - p a i l s .

T o t a l l y  om n isc ien t ,  t h e  passage  c r i s p l y  t i c k s  o f f  S w i t h i n ’s p a s t ,  h i s  

menta l  p r o c e s s e s ,  and h i s  appearance ;  i t  th u s  has something of th e  a s s u re d  

manner of a h i s t o r i a n ,  and as such ,  i t  p a r t a k e s  o f  th e  a u t h e n t i c i t y  o f

h i s t o r y .  This  d i r e c t n e s s  of  s ta t em en t  i s  m a in ta ined  even when the  n a r r a 

t o r  p r e s e n t s  i r o n i c  i m p o s s i b i l i t i e s :

When a F o r s y t e  was engaged, m a r r i e d ,  o r  born ,  the  
F o r s y t e s  were p r e s e n t ;  when a F o r s y t e  d ie d — but no F o r s y t e  
had as  y e t  d ie d ;  th e y  did  not d i e ;  dea th  being  c o n t r a r y  
t o  t h e i r  p r i n c i p l e s ,  they took p r e c a u t i o n s  a g a i n s t  i t ,  
t h e  i n s t i n c t i v e  p r e c a u t i o n s  o f  h igh ly  v i t a l i z e d  persons  
who r e s e n t  encroachments  on t h e i r  p r o p e r t y .  (4)

Third, Galsworthy usual  ly employs a tone  o f  c i v i l  detachment 

when remarking upon t h e  F o r s y t e s .  This impersonal q u a l i t y  i s  i l l u s t r a t e d  

in t h e s e  p a ssag es :

To anyone i n t e r e s t e d  p s y c h o lo g i c a l ly  in F o r s y t e s ,  t h i s  
g r e a t  s a d d le - o f - m u t to n  t r a i t  i s  o f  prime importance; not 
only does i t  i l l u s t r a t e  t h e i r  t e n a c i t y ,  both  c o l l e c t i v e l y  
and as  i n d i v i d u a l s ,  but i t  marks them as  be longing  in f i b r e  
and i n s t i n c t s  t o  t h a t  g re a t  c l a s s  which b e l i e v e s  in n o u r i s h 
ment and f l a v o u r ,  and y i e l d s  t o  no s en t im e n ta l  c ra v in g  f o r  
b eau ty .  (42)

I f  some one had asked him in th o se  d ays ,  " In  co n f idence— 
a r e  you in love w i th  t h i s  g i r l ? "  he would have r e p l i e d :  " In  
love?  What i s  l o v e ? "  . . .  And i f  th e  e n q u i r e r  had pursued 
h i s  que ry ,  "And do you t h i n k  i t  was f a i r  t o  have tempted t h i s  
g i r l  t o  give h e r s e l f  to  you f o r  l i f e  u n l e s s  you have r e a l l y  
touched he r  h e a r t ? "  he would have answered: "The French see  
t h e s e  t h in g s  d i f f e r e n t l y  from u s .  . . . "

And i f ,  i n s a t i a t e ,  th e  e n q u i r e r  had gone on, "You do not 
look,  t h e n ,  f o r  s p i r i t u a l  union in t h i s  m a r r i a g e ? "  Soames
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would have l i f t e d  h i s  sideway sm i le ,  and r e j o i n e d :  " T h a t ' s  
a s  i t  may be .  I f  I ge t  s a t i s f a c t i o n  from my s e n s e s ,  p e rp e tu 
a t i o n  o f  myse l f ,  good t a s t e  and good humour in the  house,  i t  
i s  a l l  I can expect a t  my age .  . .  . "  Whereon, the  e n q u i r e r  
must in good t a s t e  have ceased e n q u i ry .  (608-609)

Though t h e y  obviously  come from a n a r r a t o r ,  t h e  ob l iqueness  of the

p a ssa g es  implies  an impersonal ,  c i v i l  detachment from the  s u b j e c t  o f f e re d

t o  t h e  r e a d e r ' s  a t t e n t i o n .

Through th e se  t h r e e  methods, Galsworthy ach ieves  t h e  e f f e c t  of 

an im persona l ly  omnisc ient a u th o r .  The r e s u l t  of  t h i s  p o in t  of view is  

a more i n t e n s e  focus upon t h e  s t o r y :  not be ing  Jjn a n a r r a t i v e  but being 

only an unob t ru s ive  p r e s e n c e ,  th e  n a r r a t o r  can comment upon a i l  m a t t e r s  

from h i s  p o s i t i o n  o f  unobserved o b se r v e r .

However, Galsworthy r e t a i n s  one c h a r a c t e r i s t i c  of th e  t r a d i t i o n a l  

p o in t  o f  view— th e  b re a d th  o f  t h e  n a r r a t o r ' s  omnisc ience .  Thus,  the  

n a r r a t o r  c o n s t a n t ly  s h i f t s  t h e  focus of  a t t e n t i o n  from c h a r a c t e r  to  

c h a r a c t e r ,  from a view of  p hys ica l  appearance  t o  a view of mental  p r o c e s s e s ,  

from scene  to  summary and back to  scene a g a i n .  Fo r  i n s t a n c e ,  in "Dinner 

a t  S w i t h i n ' s , "  Chapter  3 o f  The Han of  P r o p e r t y ,  th e  major s h i f t s  of 

a t t e n t i o n  fo llow t h i s  sequence :

S w i t h i n ' s  d in ing  room/ S w i th i n ' s  c h a r a c t e r ,  ap p ea ra n ce /
S w i t h i n ' s  thoughts  on h i s  b r o th e r ,  nephew, I r ene ,  champagne, 
th e  d i n n e r /  Aunt J u l e y ' s  appearance ,  c h a r a c t e r ,  h a b i t s ,  and 
appearance  a g a i n /  N icho las  F o r s y t e ' s  b u s in e s s  acumen/ S w i t h i n ' s  
r e a c t i o n  to  I r e n e /  Soames'  thoughts  on I r e n e /  S w i t h i n ' s  
p r a i s e  of I r e n e ' s  n e c k l a c e /  F o r sy te  d in n e r  t r a d i t i o n s /  
d e s u l t o r y  d inne r  c o n v e r s a t i o n /  F o r s y t e  t a s t e  in fo o d /  Soames* 
r e f l e c t i o n s  on a r c h i t e c t u r e /  Soames'  watching  I r en e ,  watching  
B o s in n e y /  James '  c o n v e r s a t io n  w i th  June and worry over money/
J u n e ' s  r e a c t i o n  t o  Jam es '  rem arks /  J u n e ' s  concern  over Bos inney 's  
l ack  o f  money/ Jam es '  concern  over money/ the  F o r sy te  'Change 
g o s s ip  about I r e n e /  J am es '  w orr i e s  about Soames'  c h i l d l e s s n e s s /  
a marb le  s t a t u e /  genera l  c o n v er sa t io n  about t h e  va lue  o f  th e  
s t a t u e /  Bosinney 's  a p p r a i s a l .

W ith in  t h i s  t h i r t e e n  page c h a p t e r ,  th e  n a r r a t o r  markedly s h i f t s  t h e  focus
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of  a t t e n t i o n  twenty-two t i m e s .  However, in  many scenes  th e  n a r r a t o r  

does m a in ta in  a s teady  focus  upon a s i n g l e  c h a r a c t e r .  Fo r  i n s t a n c e ,  in 

t h e  c h a p te r  immediately p re c ed in g  "Dinner a t  S w i t h i n ' s , "  th e  n a r r a t o r  

fo cuses  upon o ld  Jo lyon— h is  l o n e l i n e s s ,  h i s  evening  a t  th e  opera  and 

memories of  o t h e r  o p e ra s ,  h i s  yearn ing  f o r  h i s  son ,  h i s  c a l l i n g  upon 

young Jo lyon ,  and h i s  r e a c t i o n s  upon s ee in g  h i s  son again  a f t e r  many 

y e a r s .  S i m i l a r l y ,  immediately fo llowing "D inner  a t  S w i t h i n ' s , "  th e  

n a r r a t o r  c o n c e n t r a t e s  on Soames— h is  worry about  I r ene ,  h i s  walk th rough  

London, h i s  d e c i s i o n  t o  b u i l d  a country  house ,  h i s  c o n v e r sa t io n  w i th  

Bosinney, and h i s  s e l e c t i o n  o f  a b u i ld in g  s i t e  a t  Robin H i l l .  Here 

a g a in ,  however,  even though t h e  n a r r a t o r  fo cu ses  whole c h a p te r s  upon 

ind iv id u a l  c h a r a c t e r s ,  no s i n g l e  c h a r a c t e r  i s  t h e  c o n s t a n t  c e n t e r  of 

a t t e n t i o n ;  t h e  n a r r a t o r  r e p e a t e d l y  s h i f t s  t h e  focus  of  a t t e n t i o n  from 

c h a r a c t e r  t o  c h a r a c t e r ,  from t h e  main p l o t  l i n e  t o  the  s u b p lo t s  and back 

a g a in .

However, Galsworthy does impose one major l i m i t a t i o n  upon th e

n a r r a t o r ' s  om nisc ience :  t h e  though ts  of  t h r e e  important c h a r a c t e r s —

Irene ,  Bosinney,  and A nne t te— a r e  never d i r e c t l y  r e v e a l e d .  As Galsworthy 

remarks in th e  "A u th o r ' s  P r e f a c e , "  "The f i g u r e  o f  Irene / T ^  never  . . .  

p r e s en t  excep t  th rough  t h e  s e n s e s  of  o t h e r  c h a r a c t e r s .  . . . "  ( x i i )  

G e n e ra l ly ,  t h e  same t r e a tm e n t  i s  accorded t o  Bosinney and A n n e t t e .  

Galsworthy ach ieves  t h i s  e f f e c t  in two ways.  F i r s t ,  in scenes  in which 

they  a re  d i r e c t l y  invo lved ,  he l im i t s  t h e  n a r r a t i v e  t o  only  t h e i r  words 

and deeds,  never  r e p o r t i n g  t h e i r  though ts  o r  emot ions .  The scene  in 

which Irene asks  Soames f o r  h e r  freedom i l l u s t r a t e s  t h i s  method:

"Before  we were m ar r ied  you promised t o  l e t  me go i f
our m ar r iage  was no t  a su c c e s s .  Is  i t  a s u cc e ss?"
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Soames frowned.
" S u c c e s s , "  he stammered— " I t  would be a success  i f  

you behaved y o u r s e l f  p r o p e r l y ! "
"I have t r i e d , "  s a i d  I r e n e .  % l  11 you l e t  me go?"
Soames tu rn e d  away. . . .
"Then you w on ' t  l e t  me go?"
He f e l t  h e r  eyes r e s t i n g  on him w i th  a s t r a n g e ,  

touching look.
"Let you g o !"  he s a i d ;  "and what on e a r t h  would you 

do w i th  y o u r s e l f  i f  I d id ?  You've got no money!"
"I could  manage somehow."
He took  a s w i f t  t u r n  up and down th e  room; then came 

and s tood  b e fo re  h e r .
"U n d er s tan d ,"  he s a i d ,  "once and f o r  a l l ,  I won ' t  have 

you say t h i s  s o r t  o f  t h i n g .  Go and ge t  your ha t  o n . "  . . .
I rene  got up s lowly  and l e f t  t h e  room. She came down 

w i th  he r  ha t  on.  (202)

S i m i l a r l y ,  when Soames i s  pu rsu in g  A nne t te ,  t h e  n a r r a t o r  r e p o r t s  only 

he r  words and deeds:

Soames took  advantage  of  t h e  moment. Very gen t ly  
touch ing  A n n e t t e ' s  arm, he s a i d :

*41 ow do you l i k e  my p l a c e ,  A n n e t te ? "
She d id  not s h r i n k ,  d id  not respond ;  she looked 

a t  him f u l l ,  looked down, and murmured:
%ho would not l i k e  i t ?  I t  i s  so b e a u t i f u l ! "  (436)

Second, he r e f l e c t s  some scenes  invo lv ing  t h e s e  c h a r a c t e r s  through th e  

c onsc iousness  of  o t h e r  c h a r a c t e r s .  Euphemia F o r s y t e ' s  encounte r  w i th  

I rene  and Bosinney i l l u s t r a t e s  t h i s  second method:

A young man coming from th e  Drugs had sna tched  o f f  
h i s  ha t  and was a c c o s t in g  t h e  lady w i th  t h e  unknown back .

I t  was th e n  t h a t  she saw w ith  whom she / Ê u p h e m i ^  
had t o  d e a l ;  t h e  lady was undoubtedly Mrs.  Soames, th e  
young man Mr. Bos inney .  Concealing h e r s e l f  r a p i d l y  over 
t h e  purchase  o f  a box of  T u n i s i a n  d a t e s ,  f o r  she was 
im pa t ien t  o f  awkwardly meet ing people  w i th  p a r c e l s  in he r  
hands,  and a t  t h e  busy t ime of  t h e  morning,  she was q u i t e  
u n i n t e n t i o n a l l y  an i n t e r e s t e d  o b se rv e r  of  t h e i r  l i t t l e  
in te rv ie w .

Mrs.  Soames, u s u a l l y  somewhat p a l e ,  had a d e l i g h t f u l  
c o lo u r  in her cheeks ;  and Mr. B os in n ey 's  manner was 
s t r a n g e ,  though a t t r a c t i v e .  . . .  He seemed to  be p le a d i n g ,  
indeed, they  t a l k e d  so  e a r n e s t l y — o r ,  r a t h e r ,  he t a l k e d  so 
e a r n e s t l y ,  f o r  Mrs.  Soames d id  not say  much— t h a t  they 
caused ,  i n c o n s i d e r a t e l y ,  an eddy in t h e  t r a f f i c .  One n ice
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o ld  G enera l ,  going towards  C ig a r s ,  was o b l ig ed  t o  s t e p  q u i t e  
out of  t h e  way, and chancing  t o  look up and see  Mrs. Soames*s 
f a c e ,  he a c t u a l l y  took o f f  h i s  h a t ,  t h e  o ld  f o o l .  So l ik e  
a man!

But i t  was Mrs.  Soames*s eyes  t h a t  w or r ied  Euphemia.
She never  once looked a t  Mr. Bosinney* u n t i l  he moved on, 
and then  she looked a f t e r  him. And, oh,  t h a t  look!

On t h a t  look Euphemia had spen t  much anxious  th o u g h t .
I t  i s  no t to o  much t o  say t h a t  i t  had h u r t  he r  with  i t s  
d a rk ,  l i n g e r in g  s o f t n e s s ,  f o r  a l l  t h e  world a s  though th e  
woman wanted t o  drag  him back , and unsay something she had 
been s a y in g .  (140)

S i m i l a r l y ,  B os in n ey 's  wra th  a t  Soames* v i o l a t i o n  of Ir ene  i s  observed  by

George F o r s y t e ;

And now he followed Bosinney more c l o s e l y  than  ever— up 
th e  s t a i r s ,  p a s t  t h e  t i c k e t  c o l l e c t o r  i n to  t h e  s t r e e t .  In 
t h a t  p r o g r e s s ,  however,  h i s  f e e l i n g s  underwent a change; no 
longer mere ly  c u r i o u s  and amused, he f e l t  s o r r y  f o r  t h e  poor 
f e l lo w  he was shadowing. *The Buccaneer* was not drunk, but 
seemed t o  be a c t i n g  under t h e  s t r e s s  o f  v i o l e n t  emotion; he 
was t a l k i n g  t o  h im s e l f ,  and a l l  t h a t  George cou ld  c a t c h  were 
t h e  words **0h God!* Nor d id  he ap p ea r  t o  know what he was 
doing ,  o r  where going ;  but s t a r e d ,  h e s i t a t e d ,  moved l i k e  a 
man out of h i s  mind; and from being mere ly  a jo k e r  in sea rch  
of amusement, George f e l t  t h a t  he must see  t h e  poor chap 
th ro u g h .  (263-264)

Through t h e s e  two methods,  Galsworthy,  w h i le  informing th e  r e a d e r  o f  t h e

c h a r a c t e r s *  a c t i o n s ,  c r e a t e s  a d i s t a n c e  from which th e  r e a d e r  may ga in  a

more o b j e c t i v e  p e r s p e c t i v e  o f  them.

G a lsw o r th y 's  handl ing  of p o in t  of  view in The F o r s y t e  Saga has 

t h r e e  s i g n i f i c a n t  e f f e c t s  upon t h e  theme and form of  th e  sequence .  F i r s t ,  

Galsworthy does p rov ide  th rough h i s  p o i n t  o f  view t h a t  " r e l i a b l e  commentary" 

by which t h e  norms of  t h e  work become a p p a r e n t .  Beyond th e  c h a r a c t e r s  and 

a c t i o n s  which embody t h e  th em a t ic  c o n f l i c t ,  Galsworthy p r e s e n t s  h i s  theme

and shapes  th e  r e a d e r ' s  response  t o  i t  in t h r e e  o t h e r  ways.  The f i r s t  i s  

t h e  e v a l u a t i v e  comments which t h e  n a r r a t o r  makes about even ts  o r  c h a r a c t e r s :

She was sombrely m ag n i f ic an t  t h i s  evening  in black 
bombazine,  w i th  a mauve f r o n t  cu t  in a shy t r i a n g l e ,  and
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crowned w i th  a b lack  v e l v e t  r ibbon  round t h e  base of her 
t h i n  t h r o a t ;  b lack  and mauve fo r  evening wear was esteemed 
very c h a s t e  by n e a r ly  every  F o r s y t e .  (39)

B os in n ey 's  unc le  by m a r r i a g e ,  Baynes,  o f  Baynes and 
Bl ldeboy,  a F o r sy te  In I n s t i n c t s  I f  not In name, had but 
l i t t l e  t h a t  was worthy t o  r e l a t e  of h i s  b r o t h e r - i n - l a w .
(85)

These a r e  but two of  many such  passages  In which th e  n a r r a t o r  d e f t l y  

e v a lu a t e s  what he Is d e s c r i b i n g .  The supposed c h a s t e n e s s  of  b lack  and 

mauve and th e  F o r sy te n e s s  o f  Baynes a re  e s s e n t i a l l y  e x t raneous  t o  the  

f a c t s  of  what th e  woman wore o r  who th e  man was; ye t  t h e  n a r r a t o r  I n s e r t s  

them, fo r  by t h e s e  d e t a i l s  he Impl ies  an e v a l u a t i o n  of  motive or ch a rac 

t e r ,  a s i g n i f i c a n c e  beyond t h e  mere d e t a i l  o f  c o l o r  o r  name I t s e l f .

The second of  t h e s e  ways Is  s t y l i s t i c  c o l o r a t i o n .  Through h i s  

cho ice  of  words and Images, t h e  a r t i s t  shapes  t h e  r e a d e r ' s  re sponse  t o  

a c h a r a c t e r  o r  e v e n t .  For I n s t a n c e ,  in the  f i r s t  o f  t h e  p reced ing  

p a s sa g es ,  th e  words sombre ly ,  s h y , and crowned a r e  more th a n  merely 

n ecessa ry  d e s c r i p t i o n :  they  convey the  n a r r a t o r ' s  and c r e a t e  t h e  r e a d e r ' s  

a t t i t u d e  toward the  s u b j e c t .  Perhaps a more s i g n i f i c a n t  example o f  how 

Galsworthy p rov ides  r e l i a b l e  commentary th rough  s t y l i s t i c  c o l o r a t i o n  i s  

h i s  d e p ic t i o n  o f  th e  rape  s c e n e ;  two s e n te n c es  w i l l  s u f f i c e  t o  show th e  

p o i n t :

He was s t i l l  haunted by t h e  odd, i n t o l e r a b l e  f e e l i n g  o f  
remorse and shame he had f e l t ,  as he s tood  looking a t  he r  
by th e  flame of th e  s i n g l e  c a n d le ,  be fo re  s i l e n t l y  s l i n k i n g  
away.

Without t h e  In cen t iv e  o f  Mrs.  HacAnder 's words he might 
never have done what he had done. Without  t h e i r  i n c e n t iv e  and 
th e  a c c id e n t  o f  f in d in g  h i s  w i f e ' s  door f o r  once unlocked,  
which had enabled him t o  s t e a l  upon her a s l e e p .  (258-259)

Here,  even though the  scene  i s  r e p o r te d  th rough  th e  consc iousness  of

Soames, the  ph rases  s i l e n t l y  s l i n k i n g  away and t o  s t e a l  upon her  he lp
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c r e a t e  th e  r e a d e r ' s  r e p u l s io n  toward Soames* deed .

The t h i r d  method by which Gaisworthy shapes  the  r e a d e r ' s  response  

i s  i ro n y .  Though he e f f e c t i v e l y  uses irony o f  s i t u a t i o n — such as Soames'  

be ing  mis taken  f o r  I r e n e ' s  lover  In P a r i s — Gaisworthy more f r e q u e n t l y  

employs i r o n i c  s t a t e m e n t s .  Examples abound:

When a F o r s y t e  was engaged, m ar r ied ,  o r  born ,  the  
F o r sy te s  were p r e s e n t ;  when a F o r sy te  d ied— but no F o r sy te  
had as ye t  d i e d ;  they d id  not d i e ;  dea th  being c o n t r a ry  
t o  t h e i r  p r i n c i p l e s ,  they to o k  p r e c a u t io n s  a g a i n s t  i t .
. . .  (4)

She b e l i e v e d ,  as she o f t e n  s a i d ,  in p u t t i n g  t h i n g s  on 
a commercial b a s i s ;  th e  p rope r  fu n c t io n  o f  t h e  Church, of  
c h a r i t y ,  indeed ,  of  e v e r y th in g ,  was t o  s t r e n g t h e n  t h e  f a b r i c  
of  ' S o c i e t y . '  Indiv idual  a c t i o n ,  t h e r e f o r e ,  she  cons ide red  
immoral. . . .  The e n t e r p r i s e s  t o  which she le n t  her name were 
organized  so admirably t h a t  by th e  t ime th e  t a k i n g s  were handed 
over ,  they  were indeed skim milk  d iv e s t e d  o f  a l l  cream of  
human k in d n e ss .  But as  she o f t e n  j u s t l y  remarked, s en t im en t  
was t o  be d e p re c a te d .  (210)

Soames belonged to  two c l u b s ,  'The C o n n o i s s e u r s , '  which 
he put on h i s  c a r d s  and seldom v i s i t e d ,  and 'The Remove,'  
which he d id  not put on h i s  ca rds  and f r e q u e n te d .  (444)

S t i l l ,  . . .  they d id  f e e l  t h a t  heaven cou ld  not be q u i t e  
so cosy as  t h e  rooms in which they and Timothy had been 
w a i t in g  so long . Aunt H e s t e r ,  e s p e c i a l l y ,  cou ld  not bear  
th e  thought o f  th e  e x e r t i o n .  Any change, o r  r a t h e r  the  
thought  of  a  change— f o r  t h e r e  never  was any— always upset 
he r  very much. Aunt J u l e y ,  who had more s p i r i t ,  sometimes 
thought i t  would be q u i t e  e x c i t i n g ;  she  had so enjoyed 
t h a t  v i s i t  t o  Brighton  th e  yea r  dear  Susan d i e d .  But then 
Brigh ton  one knew was n i c e ,  and i t  was so d i f f i c u l t  t o  t e l l  
what heaven would be l i k e ,  so on th e  whole she was more than  
c o n ten t  t o  w a i t .  (621-622)

They . . .  reached London somewhat a t t e n u a t e d ,  having 
been away s i x  weeks and two days,  w i thou t  a s i n g l e  a l l u s i o n  
t o  t h e  s u b j e c t  which had ha rd ly  ever  ceased  t o  occupy t h e i r  
minds .  (765)

^ t  MLord's"(X What r e s e r v e  power in t h e  B r i t i s h  realm— 
enough p ig eo n s ,  l o b s t e r s ,  lamb, salmon mayonnaise,  s t r a w b e r r i e s ,  
and b o t t l e s  o f  champagne t o  feed th e  l o t !  No m i r a c le  in 
p ro s p e c t— no case  of  seven loaves and a few f i s h e s — f a i t h
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r e s t e d  on s u r e r  foundations* S ix  thousand top  h a t s ,  four 
thousand p a r a s o l s  would be do f f ed  and f u r l e d ,  t e n  thousand 
mouths a l l  speak ing  t h e  same E n g l i sh  would be f i l l e d .  There 
was l i f e  in t h e  o ld  dog y e t !  T r a d i t i o n !  And ag a in  T r a d i t i o n !
How s t ro n g  and how e l a s t i c !  Wars might r a g e ,  t a x a t i o n  p rey .
Trades  Unions t a k e  t o i l ,  and Europe p e r i s h  o f  s t a r v a t i o n ;  but 
th e  t e n  thousand would be fed ;  and,  w i th in  t h e i r  r i n g  fence ,  
s t r o i l  upon green  t u r f ,  wear top  h a t s ,  and meet— themseives*
(836)

in t h e s e  passages  an i r o n i c  d i s c rep an cy  e x i s t s  between what th e  n a r r a t o r  

r e p o r t s  and what t h e  r e a d e r  presumabiy b e i i e v e s  t o  be r i g h t  or knows t o  

be t r u e .  Thus, th rough  e v a i u a t i v e  comments, s t y l i s t i c  c o l o r a t i o n ,  i rony ,  

o r  a combination of t h e  t h r e e  t e c h n i q u e s ,  G a lsw o r th y 's  handl ing  of  p o in t  

o f  view guides  th e  r e a d e r  toward a p ro p e r  comprehension of  t h e  theme.

Second, t h e  l i m i t a t i o n s  which Gaisworthy imposes upon h i s  p o in t  

o f  view a l s o  a f f e c t  h i s  theme and form. The th o u g h t s  o f  I r en e ,  Bosinney,  

and Annette  a r e  never  d i r e c t l y  r e v e a le d  by th e  n a r r a t o r ;  t h e i r  a c t i o n s  

and words a r e  always e i t h e r  s imply s t a t e d  or e l s e  r e f l e c t e d  th rough  th e  

consc iousness  o f  a n o th e r  c h a r a c t e r .  Because o f  t h i s  f a c t ,  some c r i t i c s  

have desc r ibed  them, p a r t i c u l a r l y  I r en e ,  as ^ m y s t e r i o u s , "  "shadowy,"  or  

s y m b o l ic a l ly  u n s u b s t a n t i a l . ^ ^  These  c h a r a c t e r s  a r e  indeed l e s s  f u l l y  

d e p ic t e d  than o t h e r  comparably im por tant c h a r a c t e r s .  However, t h i s  f a c t  

in  i t s e l f  i s  o f  t h e m a t i c  s i g n i f i c a n c e .  Through t h e  " r e l i a b l e  commentary" 

o f  h i s  n a r r a t o r ,  Galsworthy e s t a b l i s h e s  t h a t  I r e n e ,  Bosinney, and , t o  a 

l e s s e r  degree ,  Anne t te  r e p r e s e n t  s p i r i t u a l  q u a l i t i e s ;  he c r e a t e s  a d i s t a n c e  

between them and th e  r e a d e r  but a l s o  a d i s p o s i t i o n  in th e  r e a d e r  t o  view 

them f a v o ra b ly .  However, G a lsw o r th y 's  i n t e r e s t  in  The F o r s y t e  Saga i s  

not Beauty but t h e  e f f e c t s  o f  Beauty upon a p o s s e s s i v e  world— t h a t  i s ,  

no t  I r ene ,  Bosinney, and Annet te  but  t h e i r  e f f e c t s  upon th e  F o r s y t e s .  

Consequent ly ,  he p r e s e n t s  t h e s e  c h a r a c t e r s  " th ro u g h  t h e  senses  o f  o t h e r
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charac te rs ,**  th e  F o r s y t e s .  But th e  F o r s y t e s ,  i n t e r e s t e d  only in m a te r ia l  

t h i n g s ,  a r e  b l i n d  t o  t h e  s p i r i t u a l  t r u t h s  benea th  th e  s u r f a c e  o f  words 

and deeds .  Thus,  t h e  scenes  which r e f l e c t  t h e s e  c h a r a c t e r s  th rough  a 

Fo rsy tean  c o n sc io u sn ess  rev ea l  only s u r f a c e  d e t a i l s  and th e  misconcep

t i o n s  of t h e  r e f l e c t o r ;  t h e m a t i c a l l y ,  t h e s e  scenes  i l l u s t r a t e  t h e  i n a b i l i t y  

of  th e  F o r s y t e s  t o  p e rc e iv e  deeply  or  s p i r i t u a l l y .  Only o ld  Jo ly o n ,  who 

fo r sa k es  t h e  F o r s y t e  co n v en t io n s ,  young J o ly o n ,  who d e s c r ib e s  h im se l f  as 

only " h a l f  F o r s y t e " ,  and Jon can p e rc e iv e  t h e  s p i r i t u a l  e ssence  o f  Beauty 

in I r ene ;  Soames, th e  " p u re "  F o r s y t e ,  never  can do so ; c o n se q u e n t ly ,  he 

can never  u n ders tand  why I rene  lo a th e s  him and wishes he r  freedom nor 

why Annet te  f e e l s  contempt f o r  him. Thus,  by r e f l e c t i n g  t h e s e  c h a r a c t e r s  

th rough  t h e  consc io u sn ess  o f  t h e  F o r s y t e s ,  Gaisworthy r e v e a l s  a d iscrepancy  

between t h e  con cep t io n  of  them which th e  r e l i a b l e  commentary c r e a t e s  f o r  

th e  r e a d e r  and t h e  way th e  F o r s y t e s  r e a c t  t o  them; he the reby  i n t e n s i f i e s  

h i s  idea t h a t  t h e  F o r s y t e s  a r e  b l in d  to  m a t t e r s  of  th e  s p i r i t .

T h i s  l i m i t a t i o n  o f  p o in t  o f  view a f f e c t s  the  n a r r a t i v e  in yet  

a no the r  way. Because he l i m i t s  h i s  d e p i c t i o n  of  th e se  c h a r a c t e r s ,  Gals

worthy i s  in a way hampered in r e v e a l in g  t h e i r  a c t i o n s .  However, these  

a c t i o n s  a r e  n e ce s sa ry  in deve lop ing  th e  p l o t .  For i n s t a n c e ,  t h e  r eader  

must c l e a r l y  unders tand  th e  n a tu re  and i n t e n s i t y  of  Irene and Bosinney*s 

love fo r  each o t h e r  be fo re  he can unders tand  e i t h e r  Soames* b ehav io r  or 

t h e  in te n se  lo a th in g  which makes I rene  f l e e  from Soames and t h i r t y - f o u r  

y e a r s  l a t e r  urge Jon not t o  marry F l e u r .  |n  o rd e r  t o  r evea l  such m a te r ia l  

and ye t  m a in ta in  t h e  p a t t e r n  o f  h i s  po in t  o f  view, Galsworthy employs 

some unusual d e v i c e s .  Fo r  example,  he f i r s t  r e v e a l s  th e  growing love of 

I rene  and Bosinney by r e f l e c t i n g  i t  th rough  t h e  " s p i r i t "  of t h e  s l e e p in g  

Sw i th in :
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From him, th u s  s lum ber ing ,  h i s  j e a l o u s  F o r s y t e  s p i r i t  
t r a v e l l e d  f a r .  In to  God-knows-what ju n g le  o f  f a n c i e s ;  w i th  
th o s e  two young p e o p le ,  t o  see  what they  were do ing down t h e r e  
In the  copse .  • • ; t o  see  what they  were do ing ,  walking a long 
t h e r e  so c l o s e  t o g e t h e r  on th e  pa th  t h a t  was too  narrow; walking 
a long t h e r e  so c l o s e  t h a t  they  were always t o u c h in g .  . . .
And a g re a t  unseen chaperon , h i s  s p i r i t  was t h e r e  . . . .  (122)

He r e v e a l s  t h e  a r d o r  of  t h e i r  love by t e l l i n g  what Montague D a r t i e  d id

not w i tn e s s :

F o r t u n a t e l y ,  he could  not h ea r  Bosinney*s p a s s io n a t e  
p le ad in g  .  • • ; he could  not see  I rene  s h i v e r i n g ,  as  though 
some garment had been t o r n  from h e r ,  nor he r  e y e s ,  b lack  and 
mournfu l,  l i k e  t h e  eyes o f  a beaten  c h i l d .  He could  not 
h e a r  Bosinney e n t r e a t i n g ,  e n t r e a t i n g ,  always e n t r e a t i n g ;  
could  not h e a r  h e r  sudden, s o f t  weeping, nor see  t h a t  poor 
hungry - look ing  d e v i l ,  awed and t r e m b l in g ,  humbly touching  
he r  hand. (190)

These d e v ic e s ,  however, a r e  e c c e n t r i c i t i e s ;  h i s  usual method i s  s imply  

t o  r e f l e c t  th e  n e ce s sa ry  scenes  th rough th e  Im press ions  o f  a n o th e r  c h a r a c 

t e r .  Thus, George F o r s y t e  fo l low s  t h e  d i s t r a u g h t  Bosinney th rough  t h e  

fog ,  and by George*s r e a c t i o n s ,  t h e  r e a d e r  a c q u i r e s  t h e  necessa ry  I n f o r 

m a t ion .

Th is  t e c h n iq u e  i n e v i t a b l y  a f f e c t s  t h e  n a r r a t i v e  and i t s  r e s u l t a n t  

form: even ts  in s t ru m en ta l  in th e  p l o t  a r e  o c c a s i o n a l l y  not d r a m a t i c a l l y

d e p i c t e d ;  i n s t e a d ,  they  a re  only r e f l e c t e d  th rough  a n o th e r  c h a r a c t e r .

The most im por tant In s tance  Is  t h e  scene in which Soames a s s e r t s  h i s  

con jugal  r i g h t s .  T h i s  scene s i g n a l s  a major change In Soames* b e h a v io r ;  

i t  c o n s t i t u t e s  t h e  breaking  p o in t  in Soames and I r e n e ’ s m ar r iag e ;  I t  

m o t iv a te s  I r e n e ’ s  a t t i t u d e  th roughou t  th e  remainder  o f  th e  sequence ,  and 

th rough  he r  a t t i t u d e ,  i t  i n f lu e n c e s  t h e  a c t i o n s  o f  o t h e r s  such a s  young 

Jo ly o n  and Jon ;  s t r u c t u r a l l y ,  i t  i s  th e  c r i s i s  o f  The Man o f  P r o p e r ty  

and t h e  d e f i n i t i o n  scene  o f  t h e  e n t i r e  sequence .  And ye t  t h e  scene  Is
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not f u l l y  d ram at ized .  Galsworthy undoubtedly  faced a dilemma h e re :  

i f  t h e  scene were d ram a t ized ,  he must show I r e n e ' s  r e sp o n se s— her 

i n t e n s e  h o r r o r ,  he r  f u t i l e  r e s i s t a n c e ,  h e r  smothered sobb ing ;  ye t  i f  he 

showed th e se  r e s p o n s e s ,  he must l o g i c a l l y  e i t h e r  r e v e a l  he r  th o u g h ts  o r  

e l s e  r i s k  w r i t i n g  a d e s t r u c t i v e l y  i n e f f e c t i v e  scene ;  moreover,  i f  he 

showed he r  th o u g h t s ,  he would v i o l a t e  t h e  co n s i s te n cy  o f  th e  th em a t ic  

p a t t e r n  of h i s  p o in t  o f  view. T h e r e f o r e ,  he chose t o  adhere  t o  h i s  

p a t t e r n  and t o  r e f l e c t  t h e  scene th rough  Soames* remembrance of i t .  By 

so cho o s in g ,  he r e v e a l s  much about Soames but he d im in ish e s  t h e  i n t e n 

s i t y  o f  the  scen e ;  and t o  the  e x t e n t  t h a t  th e  e f f e c t i v e n e s s  of a s t r u c t u r e  

i n c r e a s e s  w i th  t h e  g r e a t e r  i n t e n s i t y  o f  i t s  important s c e n e s ,  he th e re b y  

weakens t h e  formal s t r u c t u r e  of  th e  e n t i r e  sequence.

T h i r d ,  d e s p i t e  t h e s e  s p e c i f i c  l i m i t a t i o n s ,  G a lsw o r th y 's  p o in t  of 

view a f f e c t s  th e  form o f  th e  sequence th rough  th e  scope of  i t s  om nisc ience .  

As p r e v io u s ly  i n d i c a t e d ,  t h e  n a r r a t o r  r e p e a t e d l y  s h i f t s  t h e  focus  of 

a t t e n t i o n  from p h y s ica l  a c t i o n  to  menta l  p r o c e s s e s ,  from c h a r a c t e r  t o  

c h a r a c t e r ,  from scene t o  scene .  The e f f e c t s  of  t h i s  scope  of  omnisc ience  

a r e  tw o fo ld .  F i r s t ,  i t  pe rm i ts  Galsworthy t o  range w ide ly  over h i s  

F o r s y t e a n  world ;  indeed , i t  pe rm i ts  him t o  c r e a t e  t h i s  w or ld .  As t h e  

sequence  p r o g r e s s e s ,  Galsworthy i n t r o d u c e s  an i n c r e d i b l e  a r ray  o f  minor 

c h a r a c t e r s  and secondary  i n c id e n t s —Timothy, th e  r a r e l y  seen but f r e q u e n t l y  

mentioned o ld e r  F o r s y t e  who s t i r s  i n to  view on ly  d u r in g  t h e  Boer War and 

whose w i l l  i s  a monument t o  F o r sy te  t e n a c i t y ;  Mrs.  McAnder, whose i d l e  

g o s s ip  provokes Soames'  j e a l o u s  r e s p o n se ;  Madame LaMotte,  whose greed 

s u r r e n d e r s  Annette  t o  Soames; P ro sp e r  Profond ,  th e  d isen c h a n ted  European 

who "amuses" Annette  and r e v e a l s  t h e  s e c r e t  t o  F l e u r ;  Michael Mont, who
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pursues  F le u r  and m ar r ie s  her on the  rebound; th e  c l e r k s ,  maids ,  b u t l e r s ,  

n u r s e s ,  and cooks whose l o y a l t i e s  to  the  F o r s y t e s  a r c  but p o o r ly  rewarded, 

and th e  innumerable o th e r  c h a r a c t e r s  who swarm throughout t h e  sequence 

and fo r  a moment r e c e iv e  th e  focus  of t h e  n a r r a t o r ' s  a t t e n t i o n .  The 

r e s u l t  o f  t h i s  m u l t i p l i c i t y  of minor c h a r a c t e r s  and secondary  in c id e n t s  

i s  an e x t r a o r d i n a r i l y  dense n a r r a t i v e  t e x t u r e  which g ives  th e  work a 

sense  of s o l i d i t y  and r e a l i t y  but which a l s o  s w e l l s  t h e  form f a r  beyond 

th e  space  needed s o l e l y  f o r  th e  main p l o t .

Second, t h e  scope of th e  omnisc ient p o i n t  of view p e rm i t s  a g r e a t e r  

complexi ty  of interwoven p lo t  s t r u c t u r e s .  I t  would seem ax iom at ic  t h a t  

a na rrowly  r e s t r i c t e d  po in t  of view l i m i t s  t h e  p o s s i b i l i t y  of  n a r r a t i n g  

a c t i o n  o u t s id e  of t h a t  focus ;  c o n v e r se ly ,  an omnisc ient p o in t  o f  view 

makes n a r r a t i n g  many th re a d s  of  a c t i o n  p o s s i b l e .  That i s ,  t h e  g r e a t e r  

the  b read th  of p o in t  of  view, t h e  more p l o t s  a s t r u c t u r e  may encompass.  

T h e re fo re ,  h i s  po in t  of view a l low s  Galsworthy  t o  give c h a r a c t e r s  a 

s e p a r a t e  e x i s t e n c e  and t o  e s t a b l i s h  them in s e p a r a t e  su b p lo t  l i n e s .  For 

in s t a n c e ,  i t  pe rm i ts  him t o  focus  upon old J o l y o n ' s  growing d i s s a t i s f a c t i o n

and even tua l  r e j e c t i o n  of F o r sy t i sm ;  t o  focus  upon W i n i f r e d ' s  problems 

w i th  D a r t i e  and a l s o  upon J o l y o n ' s  growing a ttachment t o  I r e n e ;  and to  

focus upon Jon and F l e u r ' s  p ledg ing  t h e i r  love and p lan n in g  t h e i r  d e ce p t io n .  

More im por tan t ,  i t  pe rm i ts  him t o  b u i ld  t h e  t i g h t  causa l  p a t t e r n  which 

in te rw eaves  t h e se  s u b p lo t s  and b r in g s  them t o  bear  upon th e  main p l o t .

In b r i e f ,  G a lswor thy 's  omnisc ient po in t  of  view makes more den se ly  t e x tu r e d

and more numerous s u b p lo t s  p o s s i b l e .  I t  t h e r e f o r e  pe rm i t s  a more complex

s t r u c t u r a l  development and a more complex sequence form.

In summary, t h e n .  The F o r sy te  Saga c o n s i s t s  of f i v e  s e p a r a t e  works,  

each an a r t i s t i c  e n t i t y  w i th  i t s  own formal s t r u c t u r e ;  when viewed t o g e t h e r  

t h e s e  s e p a r a t e  works c o n s t i t u t e  a sequence of  events  m a n i f e s t i n g  an inclusive
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s t r u c t u r e .  From t h e  s i g n i f i c a n t  e v en t s  w i th in  t h i s  s t r u c t u r e ,  t h e  theme 

o f  t h e  whole emerges .  However, bo th  theme and s t r u c t u r e  a r e  shaped 

by f i c t i v e  t ime and p o i n t  of  view: t h e  c h ro n o lo g ic a l  p r e s e n t a t i o n  o f  the  

e v en t s  pe rm i t s  a t i g h t  causa l  p a t t e r n  t o  be pursued  th rough a man*s 

l i f e t i m e ;  the  g e n e r a l l y  omnisc ient p o in t  o f  view p e rm i t s  a " r e l i a b l e "  

n a r r a t o r  and a den se ly  t e x t u r e d  p l o t  com pl ica ted  w i th  numerous s u b p l o t s .  

Thus,  G a lsw or thy 's  hand l ing  o f  t ime  and p o in t  o f  view de te rm ines  t h e  

form of h i s  sequence n o v e l .

11.  The Memoirs o f  George S h e r s to n

The Memoirs o f  George Sh e rs to n  by S i e g f r i e d  Sassoon r e p r e s e n t s  

a second major form o f  t h e  sequence n o v e l ;  t h e  e v en t s  p ro g r e s s  chrono

l o g i c a l l y  th roughou t  t h e  sequence and a re  n a r r a t e d  by a s i n g l e  In d iv id u a l  

w i th in  t h e  n a r r a t i v e .

The sequence focuses  upon even ts  in t h e  you th  and m i l i t a r y  c a r e e r  

o f  George S h e r s to n .  More s i g n i f i c a n t  than t h e  e v en t s  th em se lv es ,  however, 

a r e  S h e r s t o n ' s  a t t i t u d e s  and emotions  which r e s u l t  from or  cau se  t h e  

e v e n t s ,  f o r  The Memoirs of George Sh e rs to n  i s  a BiIdungsroman t r a c i n g  

S h e r s t o n ' s  p ro g r e s s  toward "biental m a t u r i t y "  and s e l f - e s t e e m .  Through 

t h e  sequence,  Sassoon develops t h e  theme t h a t  man's  s o c i a l  i n s t i t u t i o n s — 

such as  h i s  c l a s s  s t r u c t u r e s ,  p o l i t i c s ,  and even h i s  pas t im es— b l i n d  man 

t o  h i s  own unique r n d i v i d u a l i t y  and involve him in unspeakable  h o r r o r s  

such as  modern war.  Thus,  in t h e  l a s t  pa rag raph  of  t h e  sequence ,  She rs ton  

s t a t e s ,  " I t  i s  only from th e  inmost s i l e n c e s  o f  t h e  h e a r t  t h a t  we know 

t h e  world f o r  what i t  i s ,  and o u r s e lv e s  f o r  what t h e  world has  made us ."^^

An examination  of  the  p l o t  s t r u c t u r e  of  each novel in t h e  sequence
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w i l l  i n d i c a t e  how t h i s  theme emerges.  Memoirs of  a Fox-Hunting Man.

th e  f i r s t  volume, covers  George S h e r s t o n ’s in t r o d u c t io n  to  the  s o c i e ty

32of s p o r t i n g  gen t ry  and t o  th e  h o r ro r s  of war.

Memoirs of a Fox-Hunting Man might well  be s u b - t i t l e d  " I l l u s i o n s , "

fo r  i t  r eco rds  G eorge ' s  you th fu l  i l l u s i o n s  about h im se l f  and s o c i e t y .

The n a r r a t i v e  r e v e a l s  t h e  s o c i a l  p r e s s u r e s  which shaped George and h i s  

r e sp o n se s  t o  t h e se  p r e s s u r e s .  The p l o t ,  t h e r e f o r e ,  is  p r i m a r i l y  not 

one of a c t i o n  but of t h o u g h t ;  i t  t r a c e s  G eorge ' s  a t t i t u d e s  and a c t i o n s  

in r e l a t i o n  t o  the  s o c i a l  code which he b e l i e v e s  he must fo l low .

The I n t r o d u c t io n  p r e s e n t s  the  f o r c e s  which shaped the  s o c ia l  

awareness  of George as  a c h i l d ,  as well  as  George 's  r e a c t i o n s  t o  th e se

f o r c e s .  The f i r s t  o f  t h e s e  i s  Aunt Evelyn:

Now and aga in  she took  me t o  a c h i l d r e n ' s  p a r t y  given by 
one of th e  local  g e n t r y :  a t  such fu n c t io n s  I was awkward and
uncom for tab le ,  and something u s u a l l y  happened which inc reased  
my sense  of i n f e r i o r i t y  t o  th e  o t h e r  c h i l d r e n ,  who were 
b e t t e r  a t  ev e ry th in g  th a n  I was and made no a t tempt  t o  a s s i s t
me out of my sh y n es s .  I had no f r i e n d s  of my own age .  I
was s t r i c t l y  fo rb idden  t o  ' a s s o c i a t e '  w i th  th e  v i l l a g e  boys.
And even th e  sons of  t h e  neighbour ing  farmers were con
s id e r e d  ' u n s u i t a b l e '  though I was t o o  shy and nervous
t o  speak t o  them.

I do not blame my aunt f o r  t h i s .  She was merely con
forming t o  he r  s o c i a l  code which d iv id e d  the  world i n t o  people  
whom one could  ' c a l l  on '  and people  who were s o c i a l l y  
' i m p o s s i b l e . '  ( I ,  2 -3 )

The second major fo rce  i s  Dixon:

I t  was Dixon who ta u g h t  me t o  r i d e ,  and my adm ira t ion  fo r
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him was u n q u a l i f i e d .  And s i n c e  he was what I a f t e rw a r d s  
l e a r n t  t o  c a l l  ' a  p e r f e c t  g en t lem an ' s  s e r v a n t , '  he never  
al lowed me t o  f o r g e t  my p o s i t i o n  a s  ' a  l i t t l e  g e n t l e m an ' :  
he always knew e x a c t ly  when t o  become d i s c r e e t l y  r e s p e c t f u l .
In f a c t  he 'knew h i s  p l a c e . '  ( I ,  2)

Under h i s  t u t e l a g e ,  George deve lops  an en thus iasm  f o r  fo x -h u n t in g  and 

looks t o  Dixon f o r  guidance  in t h e  p rope r  mode of  b e h av io r .  The t h i r d  

major fo rce  i s  s o c i e t y  i t s e l f ,  r e p r e s e n t e d  by Denis Milden, who e p i t o 

mizes what George would l i k e  t o  become:

I n o t i c e d  f o r  t h e  f i r s t  t ime a n o th e r  boy o f  about my own ag e .
Dixon was watching him a p p ro v in g ly .  E v id e n t ly  t h i s  was a boy 
to  be i m i t a t e d ,  and my own u n s o p h i s t i c a t e d  eyes  a l r e ad y  t o l d  
me t h a t .

All  h i s  movements were c o n t r o l l e d  and modest ,  but t h e r e  was 
a su g g es t io n  of a r rogance  in th e  s t e a d y ,  un recogn iz ing  s t a r e  
which he gave me when he became co n sc io u s  t h a t  I was looking 
a t  him so i n t e n t l y .  Our eyes met,  and h i s  calm s c r u t i n y  r e 
minded me o f  my own d e f i c i e n c i e s  in d r e s s .  . . .  When I had 
scrambled up on t o  S h e i l a  ag a in — a f e a t  which I could  only  j u s t  
accomplish w i thou t  a s s i s t a n c e — I f e l t  what a poor f i g u r e  I must 
be c u t t i n g  in D ixon 's  eyes  w hi le  he compared me w ith  t h a t  o th e r  
boy, who had h im se l f  tu rn e d  away w i th  a s l i g h t  s m i l e .  . • .  ( I ,  32-33}

These t h r e e  f o r c e s — h i s  a u n t ,  Dixon, and t h e  s o c i e t y  r e p r e s e n te d  by Milden

— c r e a t e  a code of  c l a s s  d i s t i n c t i o n s  and " c o r r e c t ”  behav io r  which George

acc e p ts  u n h e s i t a t i n g l y :  "My a t t i t u d e  was an a c q u ie s c e n t  one .  I have

always been in c l in e d  t o  a c c e p t  l i f e  in t h e  form in which i t  has imposed

i t s e l f  upon me. .  . ( I ,  35)

The D e f i n i t i o n  scene  i s  G eorge ' s  g r e a t  faux pas w h i le  h u n t in g :

Something r u s t l e d  t h e  dead le aves ;  not more than  te n  yards
from where we s to o d ,  a smal l  r u s s e t  animal s t o l e  out on to
th e  p a th  . . . .  i t  was t h e  f i r s t  t im e  I had ever  seen a fox ,  
though I have seen a g r e a t  many s i n c e — both  a l i v e  and dead .
By t h e  t ime i t  had s l i p p e d  out o f  s i g h t  aga in  I had j u s t  begun 
t o  r e a l i z e  what i t  was t h a t  had looked a t  me w i th  such human 
a l e r t n e s s .  Why I shou ld  have behaved a s  I d id  I w i l l  not 
a t t em p t  t o  e x p la i n ,  but when Denis s to o d  up in h i s  s t i r r u p s  and 
e m i t ted  a s h r i l l  " H u ic k - h o l1 e r , "  I f e l t  spon taneous ly  alarmed 
f o r  th e  f u t u r e  of  th e  fox .
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"D on ' t  do t h a t ;  t h e y ' l l  c a t c h  him!" I excla imed .
The.words were no sooner out o f  my mouth than  I knew I 

had made ano ther  foo l  o f  m y se l f .  Denis gave me one blank  
look and ga l loped  o f f  t o  meet t h e  huntsman . . . .

Dixon then made h i s  only r e f e r e n c e  t o  my r e c e n t  miscon
c e p t i o n  of t h e  r e l a t i o n s h i p  between foxes  and hounds.
"Young Hr.  Milden w o n ' t  t h i n k  much o f  you i f  you t a l k  l ik e  
t h a t .  He must have thought you a r e g u l a r  booby!"  F lushed  
and m o r t i f i e d ,  I promised t o  be more c a r e f u l  in f u t u r e .
But I knew only t o o  well  what a mol lycoddle  I had made of 
mysel f  in the  e s t i m a t i o n  of  t h e  p rope r  l i t t l e  spor tsman on 
whom I had hoped t o  model m y s e l f . . . .  "D o n ' t  do t h a t ;  
t h e y ' l l  c a t c h  h im!"  . . . .  I t  was too  awful t o  dwell on.
Lord Dumborough would be c e r t a i n  t o  hea r  about i t ,  and 
would t h in k  worse o f  me than  ever  he d id  o f  a keeper who 
l e f t  t h e  e a r t h s  uns topped .  . . .  And even now some very 
s p o r t i n g - l o o k i n g  peop le  were g lanc ing  a t  me and laughing 
t o  one ano ther  abou t  something . What e l s e  could  they  be 
laughing about excep t  my mol lycoddle  remark? Denis must 
have t o l d  them, o f  c o u r s e .  My h e a r t  was f u l l  o f  m ise ry .
( I ,  49 ,  51 .  S a s s o o n ' s  unspaced e l l i p s e s )

H ere in  i s  de f ined  th e  b a s ic  c o n f l i c t  w i th in  t h e  remainder o f  t h e  volume:

G eorge ' s  i n s t i n c t i v e ,  i n d iv id u a l  r e sp o n ses  c l a s h  w i th  t h e  mode of  s o c i a l

behav io r  expected o f  him. F a i l i n g  t o  adhere  t o  t h i s  code of " c o r r e c t "

behav io r  and f e e l i n g  g u i l t y  because o f  t h i s  f a i l u r e ,  George s t r i v e s  ever

more f e r v e n t l y  t o  conform.

The Comp I i c a t i o n .  or R i s in g  A c t io n ,  i s  a s e r i e s  of even ts  in which 

George a t t e m p t s ,  w i th  va ry ing  degrees  of  s u c c e s s ,  t o  behave " c o r r e c t l y . "  

When Dixon a r ranges  f o r  him t o  p lay  in th e  Flower Match Show, George is  

ex t remely  anxious t h a t  he do well  in t h e  op in ion  o f  Dixon and th e  towns 

p e o p le .  By th e  t ime he is  tw en ty -one ,  G eorge ' s  awareness  of c l a s s  

d i s t i n c t i o n  and decorum is  a c u t e .  Fo r  i n s t a n c e ,  he i s  in t e n s e ly  embar

r a s s e d  when Aunt Evelyn brews her  own t e a  in a f i r s t - c l a s s  t r a i n  c a r r i a g e *

I was consc ious  t h a t  our f e l lo w  t r a v e l l e r s  were exchanging 
sca n d a l i z e d  g l a n c e s ,  and t h e i r  h a u g h t in e s s  i n t e n s i f i e d  
i t s e l f  w i th  every phase o f  t h e  c a p r i c i o u s  conduct of the  
I amp . . . .
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As fo r  me, 1 co n s id e re d  t h a t  Aunt Evelyn was making a 
r e g u l a r  e x h i b i t i o n  o f  h e r s e l f ,  and when he r  p e r s i s t e n c e  had 
been rewarded by a c loud  of  s team and she he ld  out a cup 
of  modera te ly  hot China  t e a ,  I f e l t  so annoyed t h a t  I could  
have chucked i t  ou t o f  th e  window. ( I l l ,  92)

S i m i l a r l y ,  he condescends t o  t h e i r  k in d -h e a r t e d  s e r v a n t :

In th o s e  days I used to  look upon her  as a b i t  o f  a joke ,  
and I took f o r  g ra n te d  the  innumerable l i t t l e  jobs  she d id  
f o r  me. She was no more than an odd- look ing  fac to tum, 
whose homely methods and manners o c c a s io n a l l y  in curred  my 
d i s a p p r o v a l ,  f o r  I had a we 11-developed bump of  snobbishness  
as  r e g a rd s  flunkeydom and c a r r i a g e - a n d - p a i r  o s t e n t a t i o n  as 
a whole .  ( I l l ,  97)

His  d e s i r e  t o  conform t o  t h e  s o c i a l  code i s  m a n i f e s t  in h i s  concern  for

wearing th e  p roper  c l o t h i n g .  During h i s  f i r s t  encounte r  w i th  Milden,

George i s  consc ious  o f  h i s  own " d e f i c i e n c i e s  in d r e s s . "  Years l a t e r  he

grows d i s s a t i s f i e d  w i th  h i s  f i r s t  p a i r  of  r e a l  hun t ing  boots  because

they  a r e  "p a lp ab ly  p r o v i n c i a l  in o r i g i n . "  Determined to  equip h im se l f

w i th  t h e  very bes t  boots  and h a b i t ,  George pu rchases  them from th e  bes t

London shops:

When I had made my inaugura l  v i s i t s  t h e  i n d i v i d u a l s  who 
p a t r o l l e d  t h e  i n t e r i o r s  of t h o s e  eminent e s t a b l i s h m e n t s  
had r e c e iv e d  me w i th  such l o f t y  condescens ion  t h a t  I had 
begun by f e e l i n g  an i n t r u d e r .  My c l o t h e s ,  I f e a re d ,  had 
not q u i t e  th e  c u t  and s t y l e  t h a t  was expec ted  o f  them by 
f i rms  which had t h e  names of  r e ig n in g  s o v e r e ig n s  on t h e i r  
books,  and I was abashed by my ignorance o f  t h e  s p e c i a l i z e d  
a r t i c l e s  which I was o r d e r i n g .

My boots  . .  .  were c l o s e - f i t t i n g  and h igh  in th e  leg and 
a l t o g e t h e r  c a l c u l a t e d  t o  make me fee l  t h a t  t h e r e  were very 
few fences  I would no t  cram my horse  a t .  In outward 
appearance ,  a t  l e a s t ,  I was now a very  p r e s e n t a b l e  fox -  
h u n t e r .  (IV, 131-132, 135)

He i s  p a r t i c u l a r l y  impressed by th e  f a c t  t h a t  Colonel Hesmon owns twenty-

seven p a i r s  of  b o o t s .  S i m i l a r l y ,  George views ho rses  as an a d ju n c t  of

" c o r r e c t "  beh av io r .  For  i n s t a n c e ,  he buys a f i n e  new mount, Cockbird ,
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even though he cannot a f f o r d  him. His d e s i r e  t o  perform as  expected of

him I n t e n s i f i e s  when Milden re a p p e a r s  as  Master o f  the  Ringwell  Hunt;

George e a r n e s t l y  c o u r t s  M i ld e n ' s  ap p ro v a l .  Idhen Milden i n v i t e s  George

t o  s t a y  w i th  him, George i s  d e l i g h t e d .  T h e r e a f t e r ,  he a d r o i t l y  p a t t e r n s

h im se l f  a f t e r  Milden:

My r e g u l a r  v i s i t s  t o  th e  Kennels,  and t h e  f a c i l i t y  with 
which I echoed th e  Maste r*s  ideas  and o p in io n s ,  b o l s t e r e d  up 
my se l f -com placence  and gave me a c e r t a i n  r e f l e c t e d  importance 
among th e  members of  th e  Hunt,  which I shou ld  o the rw ise  have lacked .
I now wore t h e  Hunt b u t to n  and was rega rded  as  be ing **in t h e  know" 
. . . .  (V II ,  255)

When Milden becomes Master o f  th e  s u p e r i o r  P a c k ie s to n e  Hunt,  George

a r r a n g e s  t o  go a long a l s o ,  d e s p i t e  c e r t a i n  shor tcom ings :

I was p u t t i n g  myself  in a f a l s e  p o s i t i o n  in more ways than  one: 
f i n a n c i a l l y ,  because I should  be spending my whole y e a r ' s  
income in l e s s  than s i x  months;  and s o c i a l l y ,  because th e  
people  in t h e  P a c k ie s to n e  Hunt q u i t e  n a t u r a l l y  assumed t h a t  
I was much b e t t e r  o f f  than  I r e a l l y  was.  ( V I I I ,  264)

Though he i s  c i v i l l y  r e c e i v e d ,  George f e e l s  somewhat uncomfor tab le  among

t h e  wealthy  and s o c i a l l y  s u p e r i o r  Hunt members. N e v e r t h e l e s s ,  when the

season  i s  o v e r ,  he r e t u r n s  r e l u c t a n t l y  t o  But l ey ,  deeply in d e b t .  All

of  t h e se  e v e n t s ,  c o n s t i t u t i n g  t h e  R is ing  Act ion  o f  t h e  n a r r a t i v e ,  i l l u s t r a t e

G eorge ' s  u n th in k in g  adherence to  th e  code of  s o c i a l  behav ior  and h i s  e f f o r t s

t o  do well  in t h e  op in ions  of  o t h e r s .  Throughout t h e se  e v e n t s ,  George 's

emotional s t a t e s  a re  a n x i e t y ,  joy when he performs w e l l ,  and g u i l t  when

he f a i l s  t o  meet the  s t a n d a r d s  expected of him.

The C r i s i s  is  G eorge ' s  e n l i s tm e n t  in t h e  Army. L i t e r a l l y ,  the

deed i s  a t u r n i n g  po in t  from c i v i l i a n  to  m i l i t a r y  l i f e ,  and from p r o v in c i a l

amusements t o  s e r i o u s  n a t io n a l  co n ce rn s .  Two days be fore  t h e  d e c l a r a t i o n

of war,  George impuls ively  responds  t o  th e  menace t o  h i s  coun t ry  by
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e n l i s t i n g  In t h e  ranks  of th e  Yeomanry;

Never b e fo re  had I known how much I had to  l o s e .  Never be fo re  
had I looked a t  t h e  l i v i n g  world w i th  any degree of i n t e n s i t y .
I t  seemed almost as  i f  I had been w a i t in g  fo r  t h i s  t h in g  to  
happen, a l though  my own p a r t  in i t  was so obscure  and subm iss ive .

I had l e f t  But ley  w i th o u t  t e l l i n g  anyone t h a t  I had made up my 
mind to  e n l i s t .  On t h a t  ominous J u l y  3 1 s t  I s a i d  long and 
s e c r e t  goodbyes t o  e v e ry th in g  and everyone.  . . .  So I looked 
my l a s t  and rode  away t o  the  War on my b i c y c l e .  Somehow I knew 
t h a t  i t  was i n e v i t a b l e ,  and my one idea was t o  be f i r s t  in the  
f i e l d .  In f a c t ,  I made q u i t e  an impress ive  inward emotional 
e xper ience  out of  i t .  I t  d id  not occur t o  me t h a t  everyone 
e l s e  would be ru sh in g  o f f  t o  e n l i s t  next  week. My g e s tu r e  was, 
so t o  speak ,  an ind iv id u a l  one,  and I g l o r i e d  in i t .  (iX, 291, 303)

His  e n l i s tm e n t  i s  th u s  a tu r n i n g  p o in t  in t h e  c o n f l i c t ,  f o r  George,  by

re spond ing  t o  h i s  i n s t i n c t i v e  impulse toward in d iv id u a l  a c t i o n ,  r e j e c t s

t h e  code of ^ c o r r e c t "  beh av io r ,  which would expect him to  s e rve  as a

commissioned o f f i c e r :

The idea o f  my be ing  any s o r t  of o f f i c e r  in th e  Army seemed 
a b su r d .  I had a l r e a d y  been o f f e r e d  a commission in my own 
Yeomanry, but how cou ld  I have accep ted  i t  when everybody was 
s ay in g  t h a t  the  Germans might land a t  Dover any day?

But s e v e r a l  of t h e  o f f i c e r s  had known me out hun t ing  w i th  the  
R in g w e l l ,  and my p re sen ce  in the  ranks  was rega rded  as a b i t  of 
a joke ,  a l though  in my own mind my d u t i e s  were no laughing m a t t e r  
and I had s e r i o u s  a s p i r a t i o n s  to  hero ism in t h e  f i e l d .  (IX, 290-291)

The R eso lu t io n  i s  George 's  r e q u e s t  f o r  a commission in a r e g u l a r

b a t t a l i o n .  His  e x p e c t a t i o n s  of i n s t a n t  heroism a r e  f r u s t r a t e d ,  and

m i l i t a r y  r o u t i n e  p a l l s :  "Raking up horse-dung be fo re  b r e a k f a s t  had ceased

t o  be a new e x p e r i e n c e . "  (IX, 299) More impor tan t ,  George becomes a c u t e l y

co n sc io u s  of  th e  s o c i a l  d i s t i n c t i o n s  between e n l i s t e d  men and o f f i c e r s :

As I was lead ing  Cockbird back from w a te r ing  I passed Nigel 
Crop lady ,  who was one o f  th e  t ro o p  l e a d e r s .  He stopped  t o  
t o  speak to  me f o r  a moment, and asked whether  I had heard 
from Denis Milden l a t e l y ;  t h i s  caused me t o  f e e l  s l i g h t l y  
l e s s  d e c l a s s / .  C a l l i n g  th e  o f f i c e r s  ' s i r '  and s a l u t i n g  them 
s t i l l  made me f e e l  s i l l y .
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Dixon had s a i d  • • • t h a t  i f  I had to  be in the  ranks  I ought 
t o  have done i t  somewhere where I w a s n ' t  so well  known. I 
found a f te rw ard s  t h a t  t h e r e  was a g r e a t  deal  o f  t r u t h  in h i s  
remark .  The Yeomanry would have been more com for tab le  f o r  me 
i f  none of th e  o f f i c e r s  had known me b e fo re  i j o i n e d ,  i now 
f e l t  s t r o n g l y  in favou r  o f  g e t t i n g  r i g h t  away from my old  a s s o c i 
a t i o n s .  (IX, 293, 308)

Consequent ly ,  he asks  C ap ta in  Huxtable  f o r  a id  in g e t t i n g  a commission in

th e  F l i n t s h i r e  F u s i l i e r s .  Thus,  for  r ea so n s  based upon h i s  l i f e - l o n g

conformity  t o  a code o f  " c o r r e c t *  behav io r ,  George r e g r e t s  h i s  in d iv id u a l

a c t i o n  and seeks  t o  " c o r r e c t "  i t ;  in so do ing ,  he merely ex tends  h i s

s o c ia l  and s p o r t i n g  code toward ano ther  one;

Eve ry th in g  connected  w i th  Capta in  H u x t a b l e ' s  reg imenta l  
c a r e e r  had suddenly become s i g n i f i c a n t  and s t i m u l a t i n g .  The 
F i i n t s h i r e  F u s i l i e r s ,  which I had so o f t e n  heard him speak 
about (and had taken  so l i t t l e  i n t e r e s t  i n ) ,  had become 
something t o  be l ived  up t o .  i would be a c r e d i t  t o  him,
I r e s o l v e d ,  as  I went home ac ross  t h e  da rk  f i e l d s .  (IX, 307)

Again t h i s  d e s i r e  to  perform as  o th e r s  expect of  him is  r e f l e c t e d  in

G eorge ' s  a t t i t u d e  toward c l o t h i n g :  "Order ing  my uniform from Craven and

Sons was q u i t e  en joyab ie— almost l ik e  g e t t i n g  hun t ing  c l o t h e s . "  (IX, 309)

Thus ,  h i s  ind iv idua l  a c t i o n  proving u n s a t i s f a c t o r y ,  George r e v e r t s  t o  a

code of " c o r r e c t "  and s o c i a l l y  acc e p tab le  beh av io r .

The Denouement i s  George 's  d e s i r e  t o  d i e .  George no longer wants

to  be a h e ro :  "Learning how to  be a second l i e u t e n a n t  was a r e l i e f  t o

my mind. I t  made the  war seem f a r t h e r  away."  (IX, 319) L a t e r ,  in th e  

t r e n c h e s ,  t h e  s u f f e r i n g  o f  t h e  men and th e  s q u a l i d  t r e n c h  l i f e  dep re ss  

him. More impor tan t ,  t h e  p a s t ,  which had given him s t a b i l i t y  and a sense  

of  i d e n t i t y ,  begins  t o  s l i p  away. Stephen Colwood i s  k i l l e d  w hi le  George

is  s t i l i  in t r a i n i n g .  George hopes t o  ge t  Dixon t r a n s f e r r e d  t o  h i s

company:
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Every th ing  I had known be fo re  t h e  War seemed t o  be w i th e r in g  
away and f a l l i n g  t o  p i e c e s .  Denis seldom w ro te  t o  me, and 
he was t r y i n g  t o  ge t  a job on t h e  S t a f f ;  but  w i th  Dixon t o  t a l k
to  I should  s t i l l  f e e l  t h a t  t h e  p a s t  was h o ld in g  i t s  own with
th e  war; and I wanted th e  p a s t  t o  su rv iv e  and t o  begin ag a in ;  
t h e  idea was l i k e  d a y l i g h t  on t h e  o th e r  s i d e  o f  t h i s  bad weather  
in which l i f e  and d e a th  had come so c lo s e  t o  one a n o th e r .  (X, 353}

But be fo re  th e  t r a n s f e r  is  a r r a n g e d ,  Dixon d i e s  o f  pneumonia. When George

spends  a b r i e f  leave  in B u t ley ,  he sen se s  h i s  l o s s :

Looking round t h e  room a t  t h e  en larged  photographs  of  my 
h u n te r s ,  I began t o  r e a l i z e  t h a t  my pas t  was wear ing  a b i t  
t h i n .  The War seemed t o  have made up i t s  mind t o  o b l i t e r a t e  
a l l  those  e a r l y  adven tu res  o f  mine.  P o i n t - t o - p o i n t  cups shone, 
but w i thou t  c o n v i c t i o n .  And Dixon was d e a d . . . .  (X, 359.
S a s so o n ' s  e l l i p s e s . )

Then Dick Ti ltwood is  k i l l e d .  B i t t e r l y ,  George seeks  revenge: "I  went 

up t o  th e  t r e n c h e s  w i th  th e  i n t e n t i o n  of t r y i n g  t o  k i l l  someone. I t  was 

my idea of g e t t i n g  a b i t  of  my own b a ck ."  (X, 367) F a i l i n g  to  gain

s a t i s f a c t i o n  in t h i s  way, George c o n s id e r s  dea th  t h e  p r e f e r a b l e  a l t e r 

n a t i v e :

As f o r  me, I had more o r  l e s s  made up my mind t o  d i e ;  t h e
idea made t h i n g s  e a s i e r .  In t h e  c i r c u m s ta n c e s ,  t h e r e  d i d n ' t
seem to  be any th ing  e l s e  t o  be done.

I s t a r e d  a t  the  t a n g l e s  of  w i r e  and th e  le an in g  p o s t s ,  and 
t h e r e  seemed no s o r t  of  comfort  in l i f e .  My s t e e l  ha t  was 
heavy on my head w h i le  I thought  how I ' d  been on leave l a s t  
month.  I remembered how I ' d  l e a n t  my elbows on Aunt E v e ly n ' s  
f r o n t  g a te  . . . .  John Homeward had come p a s t  w i th  h i s  van, 
p lodding be s ide  h i s  weary h o r s e .  . . .  He p u l l e d  up f o r  a few 
m inu tes ,  and we'd t a l k e d  about Dixon, who had been such an old  
f r i e n d  of  h i s .  .  .  . H e  had s a i d  good-bye and good-n ight and 
s e t  h i s  h o r s e  going a g a in .  As he tu rned  t h e  c o rn e r  th e  p a s t  
seemed t o  go w i th  h i m . . . .  (X, 373, 376. S a s s o o n ' s  unspaced 
e l l i p s e s . )

Thus ,  w i th  h i s  in d iv id u a l i sm  r e p r e s s e d ,  h i s  d e s i r e  f o r  heroism or  revenge 

th w a r te d ,  and h i s  beloved f r i e n d s  and h i s  p a s t  e q u a l ly  dead, George 

b e l i e v e s  t h a t  h i s  only  a l t e r n a t i v e  i s  a l s o  d e a t h .  His  h a b i tu a l  p r a c t i c e
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of do ing what o th e r s  expec t of him— h i s  code of " c o r r e c t "  behavior— 

proves  inadequate  t o  cope w i th  the  h o r r i b l e  r e a l i t y  which he f a c e s .

The Denouement i s  t h e m a t i c a l l y  l o g i c a l :  i t  r e v e a l s  t h a t  t h e  person

who is  shaped by s o c i a l  p r e s s u r e s  and governed by e x t e r n a l  codes i s  

h o p e l e s s l y  a d r i f t  i f  t h e s e  a re  d e s t r o y e d .

Memoirs of An I n f a n t r y  O f f i c e r , t h e  second volume in the  sequence ,

n a r r a t e s  George ' s  lo ss  o f  b e l i e f  in t h e  war and h i s  f u t i l e  e f f o r t s  to

s h o r t e n  i t .

A f i t t i n g  s u b - t i t l e  f o r  Memoirs of An In f a n t r y  O f f i c e r  might 

well  be " D i s i l l u s i o n m e n t , "  f o r  t h i s  volume r e v e a l s  the  s t e a d y  e ros ion  

of G eorge ' s  u n c r i t i c a l  b e l i e f  in the  war and th e  s o c i e t y  which produced

i t ,  and h i s  in d iv id u a l  e f f o r t s  t o  s h o r t e n  i t .

The I n t r o d u c t io n  p r e s e n t s  G eorge ' s  u n th ink ing  accep tan ce  of th e  

war.  Though George has decided  t o  d ie  "because  in th e  c i rcum stances

t h e r e  d i d n ' t  seem any th ing  e l s e  t o  be d o n e , "  ( I ,  9) he does not q u e s t io n

th e  war i t s e l f .  When ordered  t o  an Army sch o o l ,  he f i n d s  t h e  t r a i n i n g

t o  be i r r e l e v a n t  t o  t h e  a c t u a l i t i e s  of t r e n c h  w a r f a r e .  Yet he s t r i v e s

t o  do w e l l :  "The adm irab le  s e r g e a n t - i n s t r u c t o r  was p o l i t e  and u n fo r -

m idab le ,  and as  I d i d n ' t  want him t o  t h i n k  me a dud o f f i c e r ,  I d id  my

b es t  t o  become p r o f i c i e n t . "  ( I ,  16) More im por tan t ,  he i s  eager  t o

f i g h t  in o rd e r  t o  prove h im s e l f :

S ix  years  b e fo re  I had been am bi t ious  of winning r a c e s
because  t h a t  had seemed a s i g n i f i c a n t  way of  dem o n s t ra t in g  my
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e q u a l i t y  w i th  my c o n tem p o ra r ie s .  And now I wanted t o  
make t h e  World War s e r v e  a s i m i l a r  pu rpose ,  fo r  i f  only 
I could  ge t  a M i l i t a r y  Cross  I should  fee l  com para t ive ly  
s a f e  and c o n f id e n t .  ( I I ,  24)

L a t e r ,  George rescues  a wounded man under f i r e  and does indeed win a 

M i l i t a r y  C r o s s .  Thus, t h e  I n t r o d u c t io n  p r e s e n t s  George 's  a t t i t u d e s :  

an u n c r i t i c a l  acceptance  of  th e  war and a w i l l i n g n e s s ,  almost an 

e ag e rn e s s ,  t o  r i s k  h i s  l i f e .

The D e f in i t i o n  c o n s i s t s  of  George 's  i n i t i a l  r e a l i z a t i o n s  of 

th e  in h u m a n i t i e s ,  i n j u s t i c e s ,  and hypocr isy  of war.  At th e  Army 

sch o o l ,  George grows aware of  the  dehumanizing n a tu r e  of war;

C h i ld ren  in a v i l l a g e  s t r e e t  s u r p r i s e d  me: I saw a l i t t l e
one f a l l ,  t o  be g a th e r e d  up, dus ted ,  c u f f e d  and c h e r i sh e d  
by i t s  mother .  Up in t h e  l in e  one somehow lo s t  touch  w i th  
such hum an i t ie s .  ( I ,  10}

The S e r g e a n t ,  a t a l l  sinewy machine, had been t r a i n e d  t o  
such a p i t c h  of f r i g h t f u l n e s s  t h a t  a t  a moment 's warning 
he cou ld  d iv e s t  h im se l f  o f  a l l  semblance o f  humanity .
( I ,  1 5 ) .

L a t e r  he becomes consc ious  of  the  i n j u s t i c e  of  s o c i a l  and rank d i s t i n c 

t i o n s  in t h e  Army:

I f  an o f f i c e r  crumpled up Kinjack sen t  him home as use 
l e s s ,  w i th  a c o n f i d e n t i a l  r e p o r t .  Severa l  such o f f i c e r s  

were u s u a l l y  d r i f t i n g  about at  t h e  Depot,  and most of  them 
ended up with  s a f e  jo bs  in England. But i f  a man became a 
dud in th e  ranks ,  he j u s t  remained where he was u n t i l  he 
was k i l l e d  o r  wounded. D e l i ca te  d i s c r i m i n a t i o n  about 
p r i v a t e  s o l d i e r s  w a s n ' t  p o s s i b l e .  ( I l l ,  44)

While on leave he re c o g n ize s  the  d i s p a r i t y  between t h e  b r u t a l  r e a l i t i e s
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of  war and th e  c i v i l i a n  a t t i t u d e  toward i t :

I found ^ a p t a i n  H u x t a b l ^  chubby-cheeked as  e v e r ,  and 
keeping up what might be c a l l e d  a J u s t i c e  o f  th e  Peace 
a t t i t u d e  towards t h e  War. Any a b le -b o d ied  pan  not s e rv in g  
in H.M. Forces  should  be r e q u i r e d  to  show a th unde r ing  
good reason  fo r  i t ,  and th e  sooner  c o n s c r i p t i o n  came in 
th e  b e t t e r .  That  was h i s  op in ion  . . . .  I gave him to  
unders tand  t h a t  i t  was a j o l l y  f i n e  l i f e  out a t  the  F r o n t ,  
and, f o r  t h e  moment, I probably  b e l ieved  what I was s ay in g .
I wasn*t going t o  wreck my leave  w i th  f a c in g  f a c t s ,  and 
Md succeeded in conv inc ing  m yse l f  t h a t  I r e a l l y  wanted to  
go back . ( I l l ,  49}

In t r u t h ,  he yearns  f o r  r e l e a s e  from th e  d i s c o m f o r t s ,  s q u a lo r ,  and

c o n s t a n t  dangers  of  t r e n c h  l i f e .  N e v e r t h e l e s s ,  George s t i l l  f e e l s  ded i 

c a t e d  to  th e  cause f o r  which he o r i g i n a l l y  e n l i s t e d :

Death would be ly ing  in w a i t  f o r  t h e  t ro o p s  n ex t  week, and 
now th e  f l a v o r  of  l i f e  was doubly s t r o n g .  . . .  I w a sn ' t  
s o r r y  t o  be back; I was su re  o f  t h a t ;  we'd a l l  got to  go 
th rough  i t ,  and I was t r y i n g  t o  co nver t  the  idea of  dea th  in 
b a t t l e  in to  an emotional e x p e r i e n c e .  Courage,  I argued,  is  
a b e a u t i f u l  t h i n g ,  and next  w eek 's  a t t a c k  i s  what I have 
been w a i t i n g  f o r  s in c e  I f i r s t  jo in e d  the  army. ( I l l ,  56-57)

I was m e d i t a t i n g  about England, v i s u a l i z i n g  a gray day down 
in Sussex ;  dark green woodlands w i th  pigeons  c i r c l i n g  above 
th e  t r e e - t o p s ;  dogs b a rk in g ,  cocks crowing, and a l l  the
casua l  t a p p in g s  and tw in k l in g s  o f  t h e  coun t ry  s i d e .  I
thought of the  huntsman walk ing out in h i s  long white  c o a t  with  
th e  hounds; of Parson Colwood p u l l i n g  up weeds in h i s  garden 
t i l l  t e a - t i m e ;  of  C ap ta in  Hux tab le  he lp ing  h i s  men get in the  
l a s t  load of hay w h i le  a shower o f  r a i n  moved along the  b lu r r e d  

Weald below h i s  meadows. I t  was f o r  a l l  t h a t ,  I supposed, t h a t  
I was in th e  f r o n t - l i n e  w i th  soaked f e e t ,  t rench-m outh ,  and 
f e e l i n g  s h o r t  of  s l e e p  . . . .  (IV, 64-65)

Thus emerges a c o n f l i c t  in G eorge ' s  a t t i t u d e s  toward th e  war: d i s q u i e t -

en ing  doubts  t r o u b l e  h i s  p rev io u s  u nques t ion ing  accep tance  of i t .

The Comp I i c a t i o n .  or  R is in g  A c t io n ,  r e v e a l s  George 's  lo s s  of 

b e l i e f  in th e  war.  When d e f i c i e n t  w ire  c u t t e r s ,  muddled o r d e r s ,  and 

f a u l t y  s t a f f  i n t e l l i g e n c e  lead t o  t h e  deaths o f  men, George beg ins  to  

r e s e n t  the  waste  of  l i f e .  Shaken by K end le ' s  d e a th ,  George watches  new
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rep la ce m e n ts  a r r i v e :

They were mostly  u n d e r s i z e d  men, and as  I watched them 
a r r i v i n g  a t  the  f i r s t  s t a g e  of  t h e i r  b a t t l e  exper ience  I 
had a sense  of  t h e i r  v i c t i m i z a t i o n .  . . .  V i s u a l i z i n g  
t h a t  f o r l o r n  crowd o f  khaki f i g u r e s  under the  t w i l i g h t  of
th e  t r e e s ,  I can b e l i e v e  t h a t  I saw t h e n ,  fo r  the  f i r s t
t im e ,  how b l in d ly  War d e s t r o y s  i t s  v i c t i m s .  . . .  Two 
days l a t e r  t h e  Welsh D iv i s i o n ,  o f  which they  were a u n i t ,  
was involved in m assacre  and c o n fu s io n .  (IV, 94-95)

George t r i e s  t o  shut out t h e  agony of o t h e r s ;  ye t  everywhere he s ee s  th e

f u t i l e  was te  of e f f o r t  and l i v e s .  He d ec id e s  t h a t  even i f  he cannot

save  h i s  men from d e s t r u c t i o n ,  he can a t  l e a s t  s h a r e  t h e i r  dangers  and

d i s c o m f o r t s ,  but even t h i s  in d iv idua l  e f f o r t  seems f u t i l e :

I cou ld  s t a r e  a t  t h e  War as I s t a r e d  a t  t h e  s u l t r y  sky,  
longing fo r  l i f e  and freedom and vagueiy a l t r u i s t i c  about 
my f e l l o w - v i c t i m s .  But a s e c o n d - l i e u t e n a n t  could  a t tem pt  
n o th in g — except  t o  s a t i s f y  h i s  s u p e r i o r  o f f i c e r s ;  and 
a l t o g e t h e r ,  I conc luded ,  Armageddon was too  immense fo r  
my s o l i t a r y  u n d e r s t a n d in g .  (IV, 112)

An exhaus ted  d i v i s i o n  r e t u r n i n g  from the  F ron t  appears  t o  him as  **an army

o f  g h o s t s . "  (IV, 115)

When he c o n t r a c t s  e n t e r i t i s ,  he is  ambivalent about h i s  i l l n e s s :

The door t o  s a f e t y  was h a l f  open, and though an im p ar t ia l  
New Zealand d o c to r  dec ided  o n e ' s  d e s t i n y ,  t h e r e  was a not 
u n n a tu ra l  impulse t o  f i g h t  f o r  o n e ' s  own l i f e  in s te ad  of 
a g a i n s t  th e  Germans. Less  than  two weeks ago i ' d  been 
s i t t i n g  in a t e n t  t h i n k i n g  noble  th o u g h ts  about s h a r in g  th e  
a d v e r s i t i e s  of my f e l l o w  F u s i l i e r s .  But t h a t  emotional 
de fense  w ou ldn ' t  work now, and th e  u n u t t e r a b l e  words "Wangle 
my way home" fo rced  t h e i r  way o b s t i n a t e l y  t o  the  fo reground ,  
suppor ted  by a crowd o f  smug-faced ex cu se s .  (V, 118-119)

Back in England,  he s e n s e s  a d i f f e r e n c e  in th e  peop le :

Emerging from my r e t r o s p e c t i v e  r e v e r i e ,  I f e l t  t h a t  t h i s  
war had made th e  p a s t  seem very p e c u l i a r .  People  w e r e n ' t  
t h e  same as  they used t o  be, o r  e l s e  I had changed. Was i t  
because i had e x p e r ien ced  something t h a t  they  c o u l d n ' t  s ha re  
or  imagine? (V, 126)

When he l e a rn s  of th e  dec im at ion  of  h i s  b a t t a l i o n ,  George t r i e s  not to
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t h i n k  about i t .  He a l s o  su p p re s s e s  h i s  gloomy thoughts  whi le  r i d i n g

w i th  th e  RingwelI :

We'd had a good woodland hunt w i th  one q u i t e  n ice  b i t  in th e  
open, and I ' d  jumped a l o t  of  t imber  and thoroughly  enjoyed 
my day.  S t a r i n g  a t  th e  dim brown landscape I decided t h a t  the  
War was worth whi le  i f  i t  was being  c a r r i e d  on t o  s a f eg u a rd  t h i s  
s o r t  of  t h i n g .  Was i t ?  I wondered; and i f  a doubt a ro s e  i t  
was d i sm issed  before  i t  had been fo rm u la ted .  (V, 139)

But back a t  C l i t h e r l a n d ,  he n o t i c e s  a no the r  change:

The raw m a te r i a l  to  be t r a i n e d  was growing s t e a d i l y  worse .
Most o f  th o s e  who came in now had jo ined  t h e  Army u n w i l l i n g l y ,  
and t h e r e  was no reason  why they  should f i n d  m i l i t a r y  s e r v i c e  
t o l e r a b l e .  The War had become u n d i sg u i se d ly  mechanical  and 
inhuman. What in e a r l i e r  days had been d r a f t s  of v o lu n te e r s  
were now droves  o f  v i c t i m s .  I was j u s t  beg inn ing  t o  be aware 
of  t h i s .  (VI, 143)

He a l s o  n o t i c e s  the  w a r - p r o f i t e e r s  in a L iverpool  h o t e l :  " In  th e  d in in g 

room I began t o  observe t h a t  some non-combatants  were doing themselves  

p r e t t y  well  ou t of th e  war.  They were people  whose faces  lacked n o b i l i t y ,  

as  they  o rdered  l o b s t e r s  and s e l e c t e d  c o lo s s a l  c i g a r s . "  (VI,  150)

He l e a r n s  t h a t  h i s  b a t t a l i o n  had been d e s t ro y ed  in a hope less  decoying 

a c t i o n .  He r e f l e c t s  upon t h e  p ro g r e s s  of  th e  war thus  f a r ;

The autumn a t t a c k s  had been a sprawl ing  muddle of a t t r i t i o n  and 
in c o n c l u s iv e n e s s .  In th e  e a r l y  summer t h e  Fo u r th  Army had been 
ready t o  advance with a new impetus .  Now i t  was s tuck  in th e  
f rozen  mud in f r o n t  of Bapaume, l ik e  a d e r e l i c t  t a n k .  And th e  
s t o r y  was th e  same a l l  th e  way up to  Ypres .  B e l l i c o s e  p o l i t i c i a n s  
and j o u r n a l i s t s  were fond of  us ing  th e  word " c r u s a d e . "  But th e  
" c h i v a l r y "  .  . .  had been mown down and blown up in J u l y ,  August ,  
and September,  and i t s  remnants  had f i n i s h e d  th e  y e a r ' s  " c r u s a d e "  
in a morass  of  torment and f r u s t r a t i o n .  (VI,  159-160)

Back in F ran c e ,  he senses  a new a t t i t u d e  of cyn ic i sm  among h i s  fe l low

o f f i c e r s ;  moreover ,  h i s  own a t t i t u d e ,  he d i s c o v e r s ,  has a l s o  changed:

I thought  o f  th e  leng then ing  s p r in g  t w i l i g h t s  and the  lovely  
wakening of  the  y e a r ,  f o r g e t f u l  of  th e  " S p r in g  O f f e n s i v e . "
But i t  was only f o r  a s h o r t  w h i l e ,  and t h e  b i t t e r  r e a l i t y  r e 
tu rn ed  to  me . . .  .  I was lo s in g  my b e l i e f  in the  War, and
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I longed f o r  mental  acqu iescence— to  be l i k e  young P a t t e r s o n ,  
who had come out t o  f i g h t  f o r  h i s  coun t ry  undoubt ing ,  who 
could  s t i l l  kneel by h i s  bed and say h i s  s imple  p r a y e r s ,  
s t e a d f a s t l y  b e l i e v i n g  t h a t  he was in t h e  F i e l d  A r t i l l e r y  to  
make th e  world a b e t t e r  p l a c e .  I had b e l i e v ed  l i k e  t h a t ,  once 
upon a t im e ,  but now th e  only p raye r  which seemed worth u t t e r 
ing was Omar Khayyam's:

For  a l l  t h e  S in  wherewith the  Face of Man Is  blackened—
Man's f o r g iv e n e s s  g ive— and t a k e .  (VII ,  169)

He i s  r e p e l l e d  by th e  Army's b r u t a l  t r e a tm en t  o f  c o n s c i e n t io u s  o b j e c t o r s ,  

by th e  Church 's  a t t e m p ts  t o  yoke r e l i g i o u s  f e r v o r  t o  t h e  war e f f o r t ,  and

by th e  d i s d a i n f u l  a t t i t u d e  o f  t h e  c lu b b i s h  Base o f f i c e r s  toward th e  men

a s s ig n e d  to  th e  F ron t  l i n e  companies.

When he r e t u r n s  t o  t h e  t r e n c h e s ,  he a t t e m p t s  t o  r e g e n e r a t e  h i s

en thus iasm  f o r  th e  war;

My thoughts  a s su re d  me t h a t  I wou ldn ' t  go back t o  England t o 
morrow i f  I were o f f e r e d  an improbable cho ice  between t h a t
and b a t t l e .  . . .  Here was I ,  working myself  up i n to  a . .  . 
mental  c o n d i t i o n ,  as though going over th e  top  were a sp ec ie s  
of  r e l i g i o u s  e x p e r i e n c e ,  was i t  some s u i c i d a l  s e l f - d e c e i v i n g  
escape from the  l i m i t l e s s  malevolence of  t h e  F r o n t  Line?
W ei l ,  what ev e r  i t  was, i t  was some compensation f o r  th e  loss  of 
l a s t  y e a r ' s  day-dreams about England (which I cou ld  no longer 
indulge in ,  owing t o  an i n d e f i n i t e  h o s t i l i t y  t o  "peop le  a t  
home who c o u l d n ' t  u n d e r s t a n d . " )  I was beg inn ing  t o  f ee l  r a t h e r  
a r ro g a n t  toward "peop le  a t  home." But my mind was in a muddle; 
t h e  War was too  b ig  an even t  fo r  one man t o  s t a n d  a lone  in .
A l l  I knew was t h a t  I ' d  l o s t  my f a i t h  in i t ,  and t h e r e  was
no th in g  l e f t  t o  b e l i e v e  in except " th e  B a t t a l i o n  s p i r i t . "  The 
B a t t a l i o n  s p i r i t  meant l i v i n g  o n e se l f  in to  c o m fo r tab le  companion
sh ip  w i th  t h e  o f f i c e r s  and N .C .O . ' s  around one; i t  meant winning 
t h e  r e s p e c t ,  or  even th e  a f f e c t i o n ,  o f  p la toon  and company.
But while  e x p lo r in g  my way in to  the  War I had d i s co v e red  the  
impermanence of i t s  h u m a n i t i e s .  . . .  I knew t h a t  a s o l d i e r
s igned  away h i s  independence; we were a t  t h e  f r o n t  t o  f i g h t ,
no t  t o  t h i n k .  But i t  became a b i t  awkward when one c o u l d n ' t  look 
even a week ahead .  . . .

That was the  b leak  t r u t h ,  and th e r e  was on ly  one method o f  
evading i t ;  t o  make a l i t t l e  drama out o f  my own exper ience—  
t h a t  was t h e  way o u t .  I must p lay  a t  being a he ro  in sh in in g  
armor ,  as I ' d  done l a s t  y e a r ;  i f  I d i d n ' t ,  I might crumple up 
a l t o g e t h e r .  (V I I I ,  194-196)



136

Though a p p a l l ed  by th e  h o r r o r s  o f  t h e  war,  he i s  n e v e r t h e l e s s  a b l e  to

t a k e  some p r i d e  in doing h i s  d u t i e s  w e l l ;  y e t ,  he i s  s t i l l  plagued w i th

doub ts  about h i s  adequacy:  " I t  seemed t o  me, in my confused and exhaus ted

c o n d i t i o n ,  t h a t  I was a t  a c r i s i s  in my m i l i t a r y  c a r e e r ;  and, a s  u s u a l ,

my main f e a r  was t h a t  I should  make a fool o f  m y s e l f . *  (V II I ,  217)

While  b rave ly  lead ing  an a t t a c k ,  George i s  wounded. Sent toward the

r e a r  l i n e s  and thus  f r e e d  from th e  " B a t t a l i o n  S p i r i t *  and from t h e  f e a r

of  making a fool of  h im s e l f ,  he i s  a b le  t o  look a t  th e  war with  " l i b e r a t e d

e y e s . "  What he sees  i s  only waste  and f u t i l i t y :  "The a c t i v i t i e s  of  the

a t t a c k  had s u b s id e d ,  and we seemed t o  be walking in a waste  land where

dead men had been l e f t  out in t h e  r a i n  a f t e r  being k i l l e d  fo r  no apparen t

r e a s o n . "  (VI11, 231)

Returned t o  England a g a in ,  George grows b i t t e r .  He begins  t o  read

The UnconservativeIWeeklv .  a p a c i f i s t  p u b l i c a t i o n ,  and becomes in c r e a s in g ly

c r i t i c a l  of the  war.  He is  an tagon ized  by the  c i v i l i a n  a t t i t u d e s  and

propaganda about th e  war:

I wondered why i t  was necessa ry  f o r  t h e  Western F ro n t  t o  be 
" a t t r a c t i v e l y  a d v e r t i s e d "  by such i n t o l e r a b l e  tw add le .  What 
was t h i s  camouflage War which was manufactured by the  p re s s  t o  
a i d  th e  imagina t ions  o f  peop le  who had never  seen  th e  r e a l  
t h i n g ?  Many of them probab ly  s a i d  t h a t  the  p ape rs  gave them 
a sane and v igorous  view of  t h e  overwhelming t r a g e d y .  . . .
Such people  needed to  have t h e i r  noses  rubbed in a few rank 
phys ica l  f a c t s ,  such as  what a company of  men smel t  l ik e  a f t e r  
t h e y 'd  been in a c t i o n  fo r  a week. (IX, 254)

While  co n va le sc ing  a t  Nutwood Manor, t h e  e s t a t e  o f  Lord and Lady A s t e r i s k ,

he d i s c u s s e s  t h e  war w i th  h i s  h o s t e s s :

Outwardly e m o t io n le s s ,  she  symbolized th e  p a t r i c i a n  p r i v i l e g e s  
f o r  whose p r e s e r v a t i o n  I had chucked bombs a t  Germans and c a r e 
l e s s l y  o f f e r e d  m y se l f  as  a t a r g e t  f o r  a s n i p e r .  When I b l u r t e d
out my op in ion  t h a t  l i f e  was p r e f e r a b l e  t o  th e  Roll  of  Honor
she  put a s id e  he r  r e t i c e n c e  l i k e  a r i c h  c l o a k .  "But dea th  i s
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n o t h i n g , "  she s a i d .  " L i f e ,  a f t e r  a l l ,  i s  only th e  beg inn ing .
And those  who a r e  k i l l e d  in th e  War— they  he lp  us from up t h e r e .
. . .  I t  i sn* t  as  though you were h e i r  t o  a g r e a t  name. No;
I can# t  see  any d e f i n i t e  reason  f o r  your keeping  out o f  danger .
But,  o f  c o u rse ,  you can only  decide  a t h i n g  l i k e  t h a t  fo r
y o u r s e l f . "  (IX, 256-257)

The c o n v e r sa t io n  leaves  him f e e l i n g  " e s t r a n g e d  and c y n i c a l , "  and George 

leaves  Nutwood Manor a lmost g l a d l y .

Through t h i s  long s e r i e s  of even ts— th e  g r e a t e r  p o r t i o n  of  th e  

n a r r a t i v e —George 's  a t t i t u d e  toward the  war s lowly  changes:  a f t e r  an

u n q u es t io n in g  accep tance ,  George begins vaguely  t o  sense  th e  w a r ' s  inhu

m a n i t i e s  and i n j u s t i c e s ;  he grows more a c u t e l y  aware of  the  v i c t i m i z a t i o n  

of t h e  men and of  th e  f u t i l i t y  o f  t h e i r  d e a t h s ;  he a t tem p ts  t o  supp ress  

h i s  doubts  and to  immerse h im s e l f  in the  "War m ach ine ,"  but he soon 

r e a l i z e s  t h a t  he has lo s t  h i s  b e l i e f  in t h e  war;  he t r i e s  to  r e g e n e r a t e  

h i s  en thus iasm,  but he i s  unab le  to  shut out a r e c o g n i t i o n  of th e  w as te ,  

f u t i l i t y ,  and h o r r o r  o f  th e  war;  when c o n f ro n te d  w i th  c i v i l i a n  ignorance 

and complacency toward t h e  war,  he becomes b i t t e r l y  c r i t i c a l .  Thus,  the  

R i s in g  Action  re c o rd s  a r e v e r s a l  in George 's  a t t i t u d e .

The C r i s i s  i s  G eorge ' s  d e c i s io n  t o  make a p u b l i c  p r o t e s t  in an 

e f f o r t  t o  sh o r te n  th e  war.  While s t i l l  a t  Nutwood Manor, George w r i t e s  

Markington, th e  e d i t o r  of The Unconservative  Weekly,  s ay ing ,  " I 'm  fed up 

w i th  a l l  t h e  hanky-panky in t h e  d a i l y  p a p e r s , "  (X, 264) and o f f e r s  to  

p ro v id e  t r u t h f u l  informat ion  about the  war.  Lunching with  t h e  e d i t o r ,  

he e x p la i n s  h i s  a t t i t u d e :  " 'What I f ee l  now is  t h a t  i f  i t ' s  got to  go

on t h e r e  ought t o  be a j o l l y  sound reason f o r  i t ,  and I c a n ' t  he lp  t h in k in g  

t h a t  the  t ro o p s  a re  being done in the  eye by t h e  people  in c o n t r o l . ' "

(X, 267) S t im u la ted  by h i s  d i s c u s s io n  w i th  Markington, George goes to
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H a r k in g to n ' s  o f f i c e  the  fo l lo w in g  week and o f f e r s  t o  make a p u b l i c  

p r o t e s t :

" I  s ay ,  l*ve been t h in k in g  i t  a l l  o ve r ,  and l*ve made up my 
mind t h a t  I ought t o  do something about i t .  .  .  .  I c a n ' t  
j u s t  s i t  s t i l l  and do n o t h i n g .  You s a i d  t h e  o th e r  day t h a t  
you c o u l d n ' t  p r i n t  any th in g  r e a l l y  outspoken, but I d o n ' t  see  
why I s h o u l d n ' t  make some s o r t  o f  s t a t e m e n t— about how we ought 
t o  p u b l i s h  our War Aims, and a l l  t h a t ,  and th e  t ro o p s  not 
knowing what t h e y ' r e  f i g h t i n g  abou t .  I t  might do q u i t e  a lo t  
o f  good, m i g h t n ' t  i t ? "  My h e a r t  was b e a t in g  v i o l e n t l y .  I 
knew t h a t  I c o u l d n ' t  t u r n  back now. (X, 270}

The e d i t o r  sends  him to  Thornton T y r r e l l ,  who urges  George to  t h i n k

independent ly  and to  a c t  f e a r l e s s l y  on h i s  moral c o n v i c t i o n s .  Encouraged,

George composes a s ta tem en t  of  p r o t e s t .  Though he knows t h a t  he may be

s u b j e c t  t o  a r r e s t  and c o u r t - m a r t i a l ,  he n e v e r t h e l e s s  w orr i e s  about  what

" p e o p le "  w i l l  say  o f  him; however,  T y r r e l l  d i s p o se s  of t h i s  u n c e r t a i n t y :

" l i fha t  people  say  d o e s n ' t  m a t t e r .  Your own b e l i e f  in what you a r e  doing

i s  th e  only t h i n g  t h a t  c o u n t s J  Knowing t h a t  he was r i g h t ,  I f e l t  abashed ."

(X, 282) At B u t le y ,  amidst  t h e  t r a d i t i o n s  and t h e  s o c i e ty  which had

shaped him, he s u f f e r s  a " p u r g a t o r y "  o f  a n x i e t y ,  but he remains determined

t o  p r o t e s t :

I knew t h a t  no r igh t -m inded  Butley  man could  t ak e  i t  upon h im se l f  
t o  a f f i r m  t h a t  a European war was being n e e d l e s s l y  pro longed by 
th o se  who had th e  power t o  end i t .  They would t a p  t h e i r  f o r e 
heads and s y m p a t h e t i c a l l y  assume t h a t  I ' d  seen more of th e  f i g h t 
ing than  was good f o r  me. But I f e l t  t h e  d e s i r e  t o  s u f f e r ,  and 
once aga in  I had a gl impse o f  something beyond and above my 
p r e s e n t  t r o u b l e s — as though I c o u ld ,  by c u t t i n g  myself  o f f  from 
my p re v io u s  e x i s t e n c e ,  ga in  some new s p i r i t u a l  freedom and l i v e  
as I had never  l ived  b e f o r e .  (X, 295)

Thus,  when he i s  due to  r e p o r t  back t o  C l i t h e r l a n d ,  he sends h i s  s ta tem ent  

i n s t e a d :

" I  am making t h i s  s t a t em e n t  as  an a c t  o f  w i l f u l  d e f i a n ce  of  
m i l i t a r y  a u t h o r i t y ,  because I b e l i e v e  t h a t  t h i s  War is  being 
d e l i b e r a t e l y  pro longed by th o se  who have th e  power to  end i t .
I am a s o l d i e r ,  convinced t h a t  I am a c t i n g  on b e h a l f  of s o l d i e r s .
I b e l i e v e  t h a t  t h i s  War,  upon which I e n te r e d  as  a war of de fen se
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and l i b e r a t i o n ,  has  now become a war of a g g re s s io n  and 
c o n q u e s t .  I b e l i e v e  t h a t  the  purposes  fo r  which I and my 
f e l l o w  s o l d i e r s  e n t e r e d  upon t h i s  War should  have been so 
c l e a r l y  s t a t e d  a s  t o  have made i t  impossible  t o  change them, 
and t h a t ,  had t h i s  been done, the  o b j e c t s  which a c tu a t e d  
us would now be a t t a i n a b l e  by n e g o t i a t i o n s .  I have seen 
and endured the  s u f f e r i n g s  of the  t r o o p s ,  and I can no longer 
be a p a r ty  t o  p ro long  t h e s e  s u f f e r i n g s  fo r  ends which I b e i iev e  
t o  be e v i l  and u n j u s t .  I am not p r o t e s t i n g  a g a i n s t  the  con
duc t  of th e  War, but  a g a in s t  t h e  p o l i t i c a i  e r r o r s  and i n s in c e r 
i t i e s  fo r  which t h e  f i g h t i n g  men a r e  being s a c r i f i c e d .  8n b eh a l f  
of  th o se  who a re  s u f f e r i n g  now I make t h i s  p r o t e s t  a g a i n s t  the  
d ecep t ion  which i s  being p r a c t i c e d  on them; a iso i b e i i e v e  t h a t  
I may help  t o  d e s t r o y  the  c a l l o u s  complacency w i th  which the  
m a j o r i t y  of  th o se  a t  home rega rd  th e  con t inuance  o f  agonies  
which they do not s h a r e ,  and which they  have no t  s u f f i c i e n t  
imagination  to  r e a l i z e . "  (X, 297-298)

With h i s  p r o t e s t  i r r e v o c a b ly  made, George senses  t h e  r i g h t n e s s  of  h i s

a c t i o n  and p repa res  t o  accep t  the  consequences .  Thus,  t h e  C r i s i s  marks

t h e  t u r n i n g  p o in t  in G e o rg e ' s  a t t i t u d e  toward th e  war:  from p a ss iv e

a cc e p tan ce  foliowed by aimost r e i u c t a n t  c r i t i c i s m ,  George tu rn s  t o  a c t i v e

h o s t i l i t y .  More impor tant t h e m a t i c a l l y ,  George c o n sc io u s ly  r e j e c t s  th e

p r e s s u r e s  t o  accept and conform and t u r n s  to  i n d i v i d u a l ,  s o l i t a r y  a c t i o n .

The R eso lu t io n  i s  George 's  r e a l i z a t i o n  of  t h e  f u t i l i t y  of h i s  

p r o t e s t  and h i s  agreement t o  go be fo re  a Medical Board.  Going back t o  

C l i t h e r l a n d ,  expec t ing  a r r e s t  and c o u r t - m a r t i a l ,  George suddenly has 

qualms about h i s  p r o t e s t :  "Alone in t h a t  f i r s t - c l a s s  compartment, I sh u t  

my eyes  and asked m yse l f  out loud what t h i s  t h in g  was which I was do ing ;  

and my mutinous a c t  suddenly  seemed ou trageous  and i n c r e d i b l e . "  (X, 306) 

However, he soon r e g a i n s  h i s  d e t e r m in a t io n .  At C l i t h e r l a n d ,  he i s  met 

n o t  w i th  a r r e s t  but w i th  embarrassed p l e a s  t h a t  he " f o r g e t "  h i s  p r o t e s t .  

But George remains f i r m ,  and on th e  A d j u t a n t ' s  s u g g e s t io n ,  goes t o  a 

L iverpoo l  h o t e l ;  he Is  r e l i e v e d  a t  not being thought mad. Three days 

l a t e r ,  when he i s  o rd e red  to  a t t e n d  a Spec ia l  Medical Board,  he sees  th e
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o rde r  as  a chance to  r e l e n t :

Here was chance o f  tu r n i n g  a s i d e  from th e  road  to  C o u r t -  
Martia ldom, and I t  would be I n a c cu ra te  were I t o  say t h a t  I 
never  gave th e  q u e s t i o n  two t h o u g h t s .  Roughly speak ing ,  two 
though ts  were e x a c t ly  what I d id  g ive  I t .  One thought urged 
t h a t  I might j u s t  as  well  chuck th e  whole b u s in e s s  and admit 
t h a t  my g e s tu re  had been f u t i l e .  The o th e r  one reminded me t h a t  
t h i s  was an I n e v i t a b l e  c o n ju n c tu re  In my p r o g r e s s ,  and t h a t  
such t em p ta t io n s  must be r e s i s t e d  I n f l e x i b l y .  Not t h a t  I ever  
adm i t ted  th e  p o s s i b i l i t y  of  my a c c e p t in g  th e  I n v i t a t i o n  . . .  ; 
but I d id  become consc ious  t h a t  a ccep tance  would be much 
p l e a s a n t e r  than r e f u s a l .  (X, 311)

A f t e r  r e f u s i n g  t o  meet th e  Board and then  w a i t in g  s ev e ra l  days f o r  the

Army t o  r e a c t ,  George grows nervous and d i s t r a u g h t .  One a f t e r n o o n ,  whi le

walking along the  s ea s h o re ,  he r i p s  o f f  h i s  M i l i t a r y  Cross  r ib b o n  and

f l i n g s  I t  In th e  w a te r .  But he suddenly  r e a l i z e s  t h a t  h i s  p r o t e s t ,  l ike

t h i s  g e s t u r e .  Is  f u t i l e :  *%fatchlng a b ig  boat which was s team ing  a long

th e  h o r i z o n ,  I r e a l i z e d  t h a t  p r o t e s t i n g  a g a i n s t  th e  p ro lo n g a t io n  of  the

War was about as  much use a s  sh o u t in g  a t  th e  peop le  on board t h a t  s h i p . "

(X, 315] The next morning. Cromlech a r r i v e s  and a t te m p ts  t o  d i s su a d e  him

from c o n t in u in g  h i s  p r o t e s t ,  but George p e r s i s t s  in h i s  p l a n :

"The main po in t  i s  t h a t  by backing out of  my s ta t em en t  I s h a l l  
be b e t r a y in g  my r e a l  c o n v ic t i o n s  and t h e  peop le  who a r e  su p p o r t 
ing me. Isn*t t h a t  worse cowardice than  being thought  c o ld 
foo ted  by o f f i c e r s  who r e f u s e  t o  t h i n k  about any th ing  except  
the  gentlemanly t r a d i t i o n s  of th e  Regiment? I*m not doing i t  
fo r  fun ,  am I? C a n ' t  you unders tand  t h a t  t h i s  i s  th e  most 
d i f f i c u l t  th in g  I ' v e  ev e r  done in my l i f e ?  (X, 319)

When Cromlech t e l l s  George t h a t  th e  Army p la n s  t o  committ him t o  an insane

asylum i f  he r e f u s e s  t o  meet th e  Board,  George y i e l d s :

"I  w o u ldn ' t  b e l i e v e  t h i s  from anyone but you. Wil l  you swear 
on t h e  Bib le  t h a t  y o u ' r e  t e l l i n g  me t h e  t r u t h ? "  He swore on 
an imaginary Bib le  t h a t  no th ing  would induce them t o  c o u r t -  
m a r t i a l  me and t h a t  I should  be t r e a t e d  as i n s an e .  "All  r i g h t
th e n .  I ' l l  g ive  way."  (X, 319-320)

With t h i s  d e c i s io n ,  George ' s  a n x ie ty  v a n i s h e s :  "Already I was aware t h a t



141

an enormous load had been l i f t e d  from my mmd. . « As soon as  I

was a lone ,  I s a t  back and c lo se d  my eyes w i th  a sense  of e x q u i s i t e  r e 

l i e f . "  (X, 320) He i s  unaware t h a t  Cromlech has  l i e d  t o  him.

The“Denouement i s  George’ s meet ing w i th  t h e  Medical Board 

and i t s  outcome. W ait ing  f o r  h i s  in te rv iew  w i th  t h e  Board, George 

f e e l s  c a r e f r e e :  "I f e l t  s e v e r a l  years  younger th a n  I ’d done two days

b e f o r e .  I was now an i r r e s p o n s i b l e  person a g a i n ,  absolved from any 

o b l i g a t i o n  t o  in te rv en e  in world a f f a i r s .  In f a c t  the  p resen t  p e r 

formance seemed r a t h e r  l u d i c r o u s .  . . . "  (X, 320-321) Ta lk ing  w i th

t h e  Army d o c t o r s ,  he answers t h e i r  q u e s t i o n s  e v a s iv e ly  but p o l i t e l y .  

They decide  t h a t  he i s  s h e l l - s h o c k e d  and o rd e r  him to  S l a t e f o r d  War

H o s p i t a l .  A f t e r  the  m ee t ing ,  George i s  c h e e r f u l  because i t  seems as

though he has f i n i s h e d  w i th  t h e  war.  The next  day he t r a v e l s  t o

Edinburgh and e n t e r s  S l a t e f o r d .

Thus,  through t h e  n a r r a t i v e  of th e  second volume, George 

grows d i s i l l u s i o n e d  about t h e  war and a t t e m p ts  f u t i l e l y  t o  end i t .

More important t h e m a t i c a l l y ,  he grows d i s i l l u s i o n e d  about h i s  own 

wor th  and th e  va lue  o f  i n d iv id u a l  e f f o r t s .

S h e r s t o n ’s P r o g r e s s , t h e  f i n a l  volume in th e  sequence,  

n a r r a t e s  George’ s r e t u r n  t o  t h e  war and h i s  s e a r c h  f o r  s e l f - r e s p e c t .

I f  volume one might be s u b - t i t l e d  " I l l u s i o n s ”  and volume two
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" D i s i l l u s i o n m e n t , "  then  S h e rs ton»s  P ro g re s s  might well  be s u b - t i t l e d  

" R e a l i t y  and Recovery":  in i t  George r e a l i z e s  t h a t  in d iv id u a l  e f f o r t s ,

even under impossible  c i r c u m s ta n c e s ,  g ive  meaning to  l i f e ,  and he r e g a i n s  

con f id en ce  in h im s e l f .

The I n t r o d u c t i o n  i s  George 's  ambivalent a t t i t u d e  a t  S l a t e f o r d .

S t i l l  b i t t e r  about t h e  war,  George t e l l s  R iv e r s  t h a t  th e  a t t i t u d e  expressed  

in h i s  s ta tem en t  is  unchanged: " ' J u s t  because they  r e f u s e d  to  c o u r t -

m a r t i a l  me, i t  d o e s n ' t  make any d i f f e r e n c e  t o  my s t i l l  being on s t r i k e ,  

does i t ? ' "  ( i ,  4) N e v e r t h e l e s s ,  h i s  b i t t e r n e s s  d im in i s h e s :  T h e  in t e n 

s i t y  of my ind iv id u a l  e f f o r t  t o  in f lu en c e  th e  A l l i e d  Governments had 

a b a t e d . "  ( I ,  7] He f e e l s  s a f e  and c o n ten t ed  a t  S l a t e f o r d :

For me, the  War f e l t  as  i f  i t  were a long way o f f  whi le  the  
summer of 1917 was coming t o  an end. Except f o r  keeping an eye 
on th e  c a s u a l t y  l i s t s ,  I d id  my b e s t  t o  t u r n  my back on the  e n t i r e  
b u s i n e s s .  Once, when I saw t h a t  one of  my b e s t  f r i e n d s  had been 
k i l l e d ,  I lapsed i n to  angry s e l f - p i t y ,  and t o l d  mysel f  t h a t  the  
War was "a  sham and a s t i n k i n g  l i e , "  and succeeded in f e e l i n g  
b i t t e r  a g a i n s t  t h e  u n s p e c i f i c  crowd o f  noncombatants who b e l ie v ed  
t h a t  t o  go th rough  w i th  i t  t o  th e  end was t h e  only way o u t .  But on 
t h e  whole I was p s y c h o lo g i c a l ly  p a s s iv e — c o n te n t  t o  mark t ime on 
th e  g o l f  l i n k s  and do some s tead y  re a d in g  a f t e r  d i n n e r .  The f a c t  
remained t h a t ,  when I awoke in t h e  morning, my f i r s t  consc ious  
thought  was no longer  an u n rep r ieved  awareness  t h a t  t h e  War would 
go on i n d e f i n i t e l y  and t h a t  sooner  or l a t e r  I should  be k i l l e d  
o r  m u t i l a t e d .  The p ro sp e c t  o f  be ing imprisoned as a war r e s i s t e r  
had a l s o  e v ap o ra te d .  To wake up knowing t h a t  I was going to  
b i c y c l e  o f f  t o  p lay  two rounds of  g o l f  was not a penance .  I t  was 
a reward .  ( I ,  9)

George a l s o  comes to  unde rs tand  th e  b a s i s  of  h i s  p r o t e s t :

Of cou rse  t h e  weak p o i n t  about my " p r o t e s t "  had been t h a t  i t  
was evoked by p e r so n a l  f e e l i n g .  I t  was an emotional idea based 
on my war e x p e r ien ces  and s t im u la t e d  by t h e  a c q u i s i t i o n  of  p o i n t s  
o f  view which I accep ted  u n c r i t i c a l l y .  ( I ,  10-11}

However, George grows uncomfortab le  about th e  s a f e t y  he e n jo y s :  T h e r e

was I ,  a h e a l th y  young o f f i c e r ,  dumped down among nu rse s  and nervous  wrecks .
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During my second month a t  t h e  hydro,  I t h i n k  I began to  f e e l  a sense  of 

h u m i l i a t i o n . "  ( I ,  13) His a t t i t u d e  becomes d e fe n s iv e :

Sometimes I had an uncomfor tab le  n o t io n  t h a t  none o f  them 
r e s p e c t e d  one a n o th e r ;  i t  was as  though t h e r e  were a t a c i t  
u n d e rs tan d in g  t h a t  we were a l l  f a i l u r e s ,  and t h i s  made me 
want t o  r e a s s u r e  m yse l f  t h a t  I w a sn ' t  t h e  same as  the  o t h e r s .
" A f t e r  a l l ,  I h a v e n ' t  broken down; I ' v e  only broken o u t ,
. .  . "  ( I ,  14)

One n ig h t  d u r ing  a s to rm,  he l i e s  awake b rood ing :

The longer  I lay awake th e  more I was reminded of  th e  t ro o p s  
in t h e  L in e .  There t h e y  were,  s t o i c a l l y  enduring  t h e i r  r o o f l e s s  
d i scom for t  whi le  I was s a f e  and warm. . . .  I thought  of  the  
Ypres s a l i e n t ,  t h a t  morass  of  misery and doom. I ' d  never  been 
t h e r e ,  but I almost wished I was t h e r e  now. ( I ,  20)

Thus,  th e  In t ro d u c t io n  p r e s e n t s  George 's  ambiva lence toward h i s  p r o t e s t

and h i s  s a f e t y  a t  S l a t e f o r d .

The D e f in i t i o n  acco u n ts  fo r  G eorge ' s  d e c i s io n  t o  r e t u r n  t o  a c t i v e

d u ty .  During h i s  s t a y  a t  S l a t e f o r d ,  George becomes deeply  a t t a c h e d  t o

R i v e r s :  " I  can only su g g es t  t h a t  my d e f i n i t e  approach to  mental m a tu r i t y

began w i th  my co n tac t  w i th  th e  mind of R i v e r s . "  ( I ,  32) When a c i v i l i a n

p a c i f i s t  u rges  him t o  leave  S l a t e f o r d ,  George r e f u s e s ;  one reason  i s  h i s

a t t i t u d e  toward R iv e r s :  " i  suppose I ought t o  have waxed in d ig n a n t ,  but

a l l  I though t  was, 'Good Lord ,  h e ' s  t r y i n g  t o  persuade me to  do the  d i r t y

on R i v e r s ! ' "  ( I ,  30] Though R ivers  p u t s  no p r e s s u r e  on him to  do so ,

George becomes in c r e a s in g ly  concerned w i th  what he must do about h i s

" d i s i l l u s i o n e d  s e l f . "  ( I ,  37) One evening he deba te s  w i th  h im se l f  on

t h i s  s u b j e c t :

While I con t inued  t o  c l e a n  my c l u b s ,  some inward monitor  
became uncomfortably  cand id  and remarked. T h i s  h e ro ic  g e s tu r e  of 
yours— 'making a s e p a r a t e  p e a c e '— is  ex tremely  conven ien t  fo r  
you, i s n ' t  i t ?  D o e sn ' t  i t  begin t o  look r a t h e r  l ik e  dodging th e  
K a i s e r ' s  well -a imed p r o j e c t i l e s ? "  P ro p e r  p r id e  a l s o  weighed in 
w i th  a few wel l -chosen  words.  T w e l v e  weeks ago you may have
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been a man w i th  a message .  Anyhow you genu ine ly  b e l i e v ed  your
s e l f  t o  be one .  But u n le s s  you can prove t o  y o u r s e l f  t h a t  your 
p r o t e s t  Is  s t i l l  e f f e c t i v e ,  you a re  he re  under f a l s e  p r e t e n s e s ,  
mere ly  skrimshanking snugly  a long  on what you d id  In th e  b e l i e f  
t h a t  you would be given a bad t ime fo r  doing It.** ( I ,  37-38)

He looks a t  a good-luck charm which he had c a r r i e d  in combat:

I t  .  .  .  s e t  up a mood o f  r e v e r i e  about th e  o ld  F ron t  
L in e ,  which r e a l l y  d id  f e e l  as  I f  i t  had been a b e t t e r  p lace  
than  t h i s  where I now s a t  in b i t t e r  s a f e t y  surrounded by the 
wreckage and d e f e a t  of th o se  who had once been b rav e .  ( I ,  40)

He remembers t h e  d iscom for t  and s q u a lo r  o f  t r e n c h  l i f e ,  bu t he a l s o  remem

b e r s  th e  noble conduct o f  t h e  men:

C h ee r fu ln es s  under bad c o n d i t i o n s  was by no means th e  l e a s t  
h e ro ic  element of  th e  War. Wonderful indeed had been t h a t  
whimsical  f o r t i t u d e  of  t h e  men who accep ted  i n t e n s e  bombardment 
a s  a l l  in t h e  day*s work and then  grumbled because t h e i r  c i g a r 
e t t e  r a t i o n  was one packe t  s h o r t .  ( I ,  41-42)

Yet he i s  s t i l l  a p p a l l e d  by th e  h o r r o r s  o f  war:  **The Idea of  going back

t h e r e  was indeed l i k e  death.** ( I ,  43) He a l s o  c o n s id e r s  h i s  p r e s e n t

s i t u a t i o n :

Humanity a s s e r t e d  i t s e l f  in t h e  form o f  a su lky  l i t t l e  lapse  
i n to  e x a s p e ra t io n  a g a in s t  t h e  people  who p i t i e d  my **Wronghead- 
edness** and rega rded  me as  **not q u i t e  normal.** In t h e i r  op in ion  
i t  was q u i t e  r i g h t  t h a t  I shou ld  be s a f e l y  out of  i t  and "be ing  
looked af te r .**  How e l s e  cou ld  I ge t  my own back on them but 
by r e t u r n i n g  t o  th e  t r e n c h e s ?  ( I ,  43)

F i n a l l y  he r each es  h i s  d e c i s i o n :

When the  windows were da rk  and I could  see  t h e  s t a r s ,  I s t i l l  
s a t  t h e r e  .  .  .  ,  a lone  w i th  what now seemed an i r r e f u t a b l e  
a ssu ran ce  t h a t  going back t o  th e  war  as soon as  p o s s i b l e  was 
my only chance of peace .  ( I ,  44)

Consequent ly ,  he t e l l s  R iv e r s ,  **l was g e t t i n g  t h i n g s  i n to  focus a b i t

w h i le  you were away and I see  now t h a t  the  only  t h i n g  f o r  me to  do i s  t o

ge t  back t o  th e  F ron t  as  qu ick  as I can.** ( I ,  46)

The D e f i n i t i o n  t h e r e f o r e  e s t a b l i s h e s  t h e  c o n f l i c t  which e x i s t s  in
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George:  on the  one hand, a sense  of  h u m i l i a t i o n  and i s o l a t i o n  and a lo s s

of  s e l f - e s t e e m ,  and, on th e  o t h e r ,  a d e s i r e  fo r  s e l f - r e s p e c t  and th e  

i d e n t i t y  o f  r e s p o n s i b l e  in d iv id u a l i s m .  He b i t t e r l y  remembers the  h o r r o r s  

o f  war :  *The idea of  going back t h e r e  was indeed l i k e  d e a t h . "  Yet he

w i l l i n g l y  submits  h im se l f  t o  t h e se  h o r r o r s  in o rde r  t o  gain  h i s  s e l f -  

r e s p e c t .  He now seeks  no t  peace w i th  t h e  enemy but peace with  h i m s e l f .

The Comp 11cat I on c o n s i s t s  of  even ts  which de lay  George 's  f i n d i n g  

p e a c e .  A f t e r  making h i s  d e c i s i o n ,  George s t i l l  has moments o f  doub t ,  

but he keeps in mind what he has learned  from R i v e r s :

There  had been t im es  s in c e  I came t o  S l a t e f o r d  when I 
had,  r a t h e r  gua rded ly ,  given myself  a glimpse o f  an ap rès  
de gue r re  e x i s t e n c e ,  but I h a d n ' t  done any cosy daydreaming 
about i t .  My t a l k s  w i th  R ive rs  had Increased  my awareness of 
t h e  l i m i t a t i o n s  o f  my prewar l i f e .  He had shown t h a t  he b e l ie v ed  
me t o  be capab le  of  a ch iev ing  something u s e f u l .  He had s e t  me 
on t h e  r i g h t  road and made me f e e l  t h a t  i f  t h e  War were t o  end 
to-morrow I should  be s t a r t i n g  a new l i f e ' s  journey  In which 
p o i n t - t o - p o i n t  r a c e s  and c r i c k e t  matches would no longer be 
supremely  important and a s t r e n u o u s  e f f o r t  must be made to  take  
some small  s h a r e  in t h e  r e a l  work of  the  w or ld .  ( I ,  57)

T h e r e f o r e ,  he p e r s e v e re s  in h i s  d e c i s i o n :

R e a l i z i n g  how much I wanted no t  t o  lose  t h a t  chance o f  a "new 
l i f e , "  I exper ienced  a s o r t  of ordea l  of s e l f - im m o la t io n .
Immolation f o r  what? I asked m y se l f .  I should  be r e t u r n i n g  
t o  t h e  war w i th  no b e l i e f  in what I was doing;  I should  go 
th rough  w i th  i t  in a s p i r i t  of l o n e l i n e s s  and detachment 
because  t h e r e  was no a l t e r n a t i v e .  Going back was t h e  only 
way out of  an im poss ib le  s i t u a t i o n .  At t h e  F ro n t  I should  a t  
l e a s t  f ind  f o r g e t f u l n e s s .  And I would r a t h e r  be k i l l e d  than 
s u r v iv e  as  one who had "wangled" h i s  way th rough  by say ing  t h a t  
t h e  War ought t o  s t o p .  B e t t e r  t o  be in th e  t r e n c h e s  with  those  
whose exper ience  I had shared  and unders tood . . . .  i t ' s  got 
t o  be done,  I t h o u g h t .  That was about a l l  I ' d  got to  keep me 
up t o  th e  s c r a t c h ,  and I went through some f a i r l y  murky moments 
in t h a t  l i t t l e  room o f  mine.  I t  was,  in f a c t ,  not a t  a l l  u n l i k e  
a r e n u n c ia t i o n  o f  l i f e  and a l l  t h a t  I t  had t o  o f f e r  me. ( I ,  58-59)

A f t e r  George Is  approved f o r  General  S e r v i c e ,  he b id s  R iv e r s  f a re w e l l

and leaves  S l a t e f o r d .  On leave a t  But ley  he f i n d s  no comfort  among i t s
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s e r e n i t y  and c i v i l i a n  co n ce rn s .  Repor t ing  f o r  duty in Limer ick ,  he

beg ins  h i s  r e a d ju s tm en t  to  m i l i t a r y  l i f e .  His  d u t i e s  be ing l i g h t ,  he

o f t e n  goes h u n t in g ,  b u t ,  though he s t i l l  en joys  th e  chase  and sometimes

f e e l s  " h e e d l e s s l y  happy ,"  he now se e s  the  p roceed ings  of the  Hunt as  "a

s o r t  of ex t ravaganza  of  good-humoured a b s u r d i t y . "  ( I I ,  97) Enroute  to

h i s  new b a t t a l i o n  in P a l e s t i n e ,  he exper iences  a f a m i l i a r  " f e e l i n g  of

detachment from a l l  world ly  b u s in e s s  which comes when one i s  'b ack  a t  the

W a r . ' "  ( I l l ,  124) Taking up h i s  d u t i e s  as  second-in-command of a

company, he f e e l s  a new sympathy and r e s p o n s i b i l i t y  fo r  h i s  men:

They a r e  only a p a r t  o f  t h e  huge dun-coloured  mass o f  v ic t im s
which p a s s e s  through th e  shambles of war i n to  the  gloom of 
d e a th .  . . .  But In t h e  p a t i e n c e  and s i m p l i c i t y  of  t h e i r  ou t
ward showing they  seem l i k e  one s o u l .  They a re  the  t r a d i t i o n  
o f  human s u f f e r i n g  and endurance ,  s t r i p p e d  o f  a l l  th e  s i l l y  
s e l f - g l o r i f i c a t i o n s  and embel li shments  by which human s o c i e t y  
seeks  t o  j u s t i f y  i t s  c o n v e n t i o n s .  ( I l l ,  159)

He a l s o  g a in s  a new persona l  p e r s p e c t i v e ;  " I  too  am t o r t u r e d ,  but I begin

t o  see  t h a t  t h e  War has remade me and done away w i th  a lo t  o f  my ideas

t h a t  were no good. So I am r e a l l y  b e t t e r  f o r  i t ,  in s p i t e  of scowling 

b i t t e r l y  a t  i t . "  ( I l l ,  160) When he i s  back in F rance ,  George d e t e r 

mines to  perform w e l l :

I now fe e l  r a t h e r  "on my t o e s "  about being in F rance ,  and am 
re s o lv e d  t o  make a good job of  i t  t h i s  t im e .  . . .  I t e l l  
mysel f  t h a t  I simply must become an e f f i c i e n t  Company Commander.
I t  i s  t h e  only way I can do th e  men any good, and they a r e  such 
a decen t  well -behaved l o t  t h a t  i t  i s  a p l e a s u r e  t o  work w i th  
them and do what one can f o r  t h e i r  com fo r t .  ( I l l ,  168)

He g a in s  i n t e n s e  s a t i s f a c t i o n  from h i s  e f f o r t s :

There  were f i v e  o f  my men who had come to o  l a t e  t o  get  any t e a .  
D i s c o n s o la t e l y  they  s tood  a t  t h e  en^ty d i x i e — t i r e d  out by th e  
long march and herded in to  a d i r t y  van t o  be c a r r i e d  a b i t  
n e a r e r  t o  H e l l .  But I managed t o  get  some hot t e a  f o r  them.
Alone I d id  i t .  Without me they  would have got none.  And f o r
th e  moment the  War seemed wor th  w hi le .  ( I l l ,  178-179)
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He s t i l l  seeks  t o  ga in  h i s  s e l f - r e s p e c t  a t  th e  F r o n t :

L e t t e r s  from England seem t o  come from a n o th e r  w or ld .  Aunt
Evelyn wants t o  know when I s h a l l  be coming home on le av e .
Damn leave ;  I d o n ' t  want I t .  And I d o n ' t  want t o  be wounded
and wangle a job a t  home. I want the  next s i x  weeks,  and
s u c c e s s .  ( I l l ,  180-181)

However, when h i s  men move toward the  F r o n t ,  George aga in  doubts  h i s  

a b i l i t y :  **l assumed t h a t  e v e r y th in g  would go wrong w i th  t h e  ' r e l i e f '

i f  I made th e  s l i g h t e s t  m is t a k e ,  and I f e l t  no c e r t a i n t y  t h a t  I could  

ach ieve  what I had been t o l d  t o  d o . "  (IV, 207) But,  seven months a f t e r  

l eav ing  S l a t e f o r d ,  when George f i n a l l y  s tan d s  in th e  t r e n c h e s  of France  

a g a in ,  he seems almost t o  have ach ieved  h i s  g o a l :  "That was one of my

u n t ro u b led  moments, when I could  b e l i e v e  t h a t  I ' d  got a f i rm  g r ip  on what 

I was doing and could  be o b l i v i o u s  t o  the  why 's  and w h e r e f o r e ' s  of th e  

War ."  (IV, 216) His  mind seeks  " t o  be detached from c logg ing  d iscom for t  

and to  a c h ie v e ,  in i t s  in d iv id u a l  i s o l a t i o n ,  some s o r t  of mastery  over 

t h e  ex per ience  which i t  shared  w i th  those  dead and s l e e p i n g  m u l t i t u d e s .  

. . . "  (IV, 218) Thus George a lmost  a t t a i n s  u n d e rs tan d in g  and s e l f 

esteem.

The C r i s i s  i s  G eorge ' s  be ing  wounded and r e t u r n e d  to  England.

George impuls ive ly  makes a s o l i t a r y  d a y l ig h t  p a t r o l  i n to  t h e  German t r e n c h e s ;  

t h i s  b r i e f  fo ray  e x h i l a r a t e s  him: " I t  had been g re a t  fun ,  I f e l t .  And

I rega rded  mysel f  as  having sco red  a p o in t  a g a i n s t  th e  people  who had 

a s s e r t e d  t h a t  I was s u f f e r i n g  from s h e l l - s h o c k . "  (IV, 224) The fo l low ing  

n i g h t ,  w h i le  r e t u r n i n g  from a bombing p a r t y ,  he i s  wounded in the  head 

and b e l i e v e s  t h a t  he i s  dying :  *^y whole body and being  were possessed

by a d read fu l  sense  o f  u n happ iness .  Body and s p i r i t  were one, and both 

must p e r i s h .  The world had been mine,  and t h e  f u l n e s s  of  l i f e ,  and in a
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moment a l l  had changed and I was t o  lose  it.** (IV, 233) However, he i s

a b le  t o  walk t o  a f i e l d  h o s p i t a l ;  he a s s u r e s  h i s  men t h a t  he w i l l  be back

in a week or  two. But,  a few days l a t e r  in th e  Base h o s p i t a l ,  he reco rd s

h i s  d iv id e d  a t t i t u d e :

**Time d r i f t s  between me and l a s t  week. Every th ing  g e t s  b l u r r e d .
I know t h a t  I fee l  amputa ted from th e  B a t t a l i o n .  I seemed a l l  
wrong t o  be leaving t h e  Company behind and going away in to  s a f e t y .  
. . .  Even now I hang on to  my o bsess ion  about not going to  
B l i g h t y .  I w r i t e  t o  peop le  a t  home say ing  t h a t  I*m s t a y i n g  in 
F rance  t i l l  I can go up to  the  Line a g a i n .  . . .

**lt seems as i f  t h e r e * s  no th ing  t o  go back to  in England as  long 
as  t h e  War goes on.  Up in the  Line I was a t  l e a s t  doing something 
r e a l ,  and I had l ived  mysel f  in to  a f e e l i n g  of  r e s p o n s i b i l i t y —  
i n e f f i c i e n t  and impuls ive  though I was when in c l o s e  c o n t a c t  with 
th e  Germans. AI I t h a t  was decent in me d i s l i k e d  leav ing  Velmore 
and Howitt  and th e  t r o o p s .  But now I begin  to  t e l l  m yse l f  t h a t
pe rhaps  h a l f  of them w i l l  be c a s u a l t i e s  by th e  t ime I ge t  back,
and I ask  how many o f f i c e r s  t h e r e  a r e  in th e  B a t t a l i o n  who would 
r e f u s e  t o  go to  England i f  i t  were made easy fo r  them.

**Not one, I b e l i e v e ;  so why should  I be th e  only one? They*d 
only t h i n k  me a f o o l ,  i f  they knew I*d gone back on purpose to  be 
w i th  them.

**Vet i t  i s  th e  supreme th in g  t h a t  i s  asked of  me, and a l ready  
I am shying  a t  i t .  .  .  .  In a f i n a l  e f f o r t  t o  q u e l l  th o se  
c r a v i n g s  f o r  s a f e t y  I t r y  t o  see on th e  dark  the  f a r - o f f  v i s io n  
of  th e  L ine ,  w ith  f l a r e s  going up and t h e  whine and c r a s h  of 
s h e l l s  s c a t t e r e d  a long th e  level  dusk.  . .  .  All  t h i s  I remember, 
w h i le  t h e  d e s i r a b l e  t h i n g s  of  l i f e ,  l i k e  l iv in g  phantoms, s t e a l  
q u i e t l y  in to  my b r a i n ,  look w i s t f u l l y  a t  me, and s t e a l  away 
a g a in — beckoning, p o i n t i n g — *to England in a few days .*  . . .
And though i t * s  wrong, I know I s h a l l  go t h e r e ,  because i t  is  
made so easy f o r  me.** (IV, 236-240)

Thus George r e t u r n s  t o  England. Th is  event i s  t h e  tu r n i n g  p o in t  of the

s t r u c t u r e ,  both in t h a t  George l i t e r a l l y  r e t u r n s  from th e  F r o n t ,  and more

im p o r tan t ,  in t h a t  by do ing so he abandons h i s  ques t  f o r  s e l f - r e s p e c t  and

u n d e r s ta n d in g .

The R eso lu t ion  i s  George 's  f in d in g  peace a t  l a s t .  In a London 

h o s p i t a l ,  George becomes extremely  dep re ssed :

Outwardly I was be ing  suavely  compensated fo r  whatever
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e x a c t io n s  th e  war machine had i n f l i c t e d  on me. . . .  But in 
wardly I was r e s t l e s s  and ove r-w rough t .  My war had s topped ,  
but I t s  a f t e r e f f e c t s  were s t i l l  w i th  me. . . .  My thoughts  
c o u l d n ' t  escape  from them selves  i n to  t h a t  completed  peace 
which was t h e  only t h i n g  I wanted.  I saw m ysel f  as  one who 
had ach ieved  no th ing  except an i d i o t i c  a n t i c l i m a x ,  and my mind 
worked i t s e l f  in to  a tan t ru m  o f  s e l f - d i s p a r a g e m e n t .  Why h a d n ' t  
I s t a y e d  in France  where I cou ld  a t  l e a s t  escape  from the  War 
by being  in i t ?  Out t h e r e  I had never  d e sp is e d  my e x i s t e n c e  as 
I d id  now.

I was s t i l l  worr ied  by f e e l i n g  so i n g l o r i o u s .  I was n e a r ly  
t h i r t y - t w o  and no th ing  t h a t  I ' d  done seemed t o  have been any 
good. . . .  When I t r i e d  t o  t h i n k  about t h e  f u t u r e  I found 
t h a t  I c o u l d n ' t  see  i t .  There  was no f u t u r e  excep t  " t h e  r e s t  
of  th e  W ar , "  and I d i d n ' t  want t h a t .  My k n i g h t - e r r a n t r y  about 
t h e  War had f i z z l e d  out in more ways than  one ,  and I c o u l d n ' t  
go back t o  begin th e  same as  I was b e fo re  i t  s t a r t e d .  The 
"good o ld  days"  had been p l e a s a n t  enough in t h e i r  way, but 
what cou ld  a r e p e t i t i o n  of  them p o s s i b l y  lead t o ?

How could  I begin my l i f e  a l l  over  aga in  when I had no 
c o n v ic t i o n  about any th ing  excep t  t h a t  t h e  War was a d i r t y  
t r i c k  p layed  on me and my g e n e r a t io n ?  (IV, 242-244)

Thus th e  b a s i c  c o n f l i c t  s t i l l  e x i s t s  in George: on t h e  one hand, he f e e l s

h u m i l i a t e d ,  i s o l a t e d ,  and w o r t h l e s s ;  on the  o t h e r ,  he d e s i r e s  s e l f - r e s p e c t

and a new l i f e  o f  r e s p o n s ib l e  i n d iv id u a l i s m .  Th is  c o n f l i c t  i s  r e so lv ed

w ith  th e  a r r i v a l  of R iv e r s :

My f u t i l e  demons f l e d  me— f o r  h i s  p re sence  was a r e f u t a t i o n  
of wrongheadedness .  I knew then  t h a t  I had been very lone ly  
w hi le  I was a t  the  War; I knew t h a t  I had a l o t  t o  l e a r n ,  and t h a t  
he was th e  only man who cou ld  he lp  me.

Without a word he s a t  down by th e  bed; and h i s  smile  was 
b e n e d ic t io n  enough f o r  a l l  I ' d  been th ro u g h .  "Oh, R iv e r s ,  I ' v e  
had such a funny t ime s i n c e  I saw you l a s t ! "  I excla imed. And 
I unders tood  t h a t  t h i s  was what I ' d  been w a i t i n g  f o r .

He d id  not t e l l  me t h a t  I had done my b e s t  t o  j u s t i f y  h i s  
b e l i e f  in me. He merely made me fe e l  t h a t  he took  a l l  t h a t  f o r  
g r a n te d ,  and now we must go on t o  something b e t t e r  s t i l l .  And 
t h i s  was t h e  beginning of t h e  new l i f e  toward which he had shown 
me th e  way. . . .  (IV, 245.  S a s s o o n ' s  e l l i p s e s )

Thus th e  c o n f l i c t  i s  r e s o l v e d :  R i v e r s '  concern  a s s u r e s  George o f  h i s  own

va lue  as an in d iv idua l  and, w i th  R i v e r s '  a i d ,  he can now look forward to

a f u t u r e .
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The Denouement, though m in imal ,  i s  an e x t r a o r d i n a r y  one,  fo r  i t  

i s  implied in th e  f a c t  o f  George S h e r s to n * s  having  reco rded  h i s  memoirs: 

**lt has been a long journey  from t h a t  moment t o  t h i s ,  when I w r i t e  the  

l a s t  words of  my book.*  (IV, 245) Thus ,  the  whole memoir i s  p re sen te d  

as  t h e  su cc e s s fu l  r e s u l t  o f  th e  new l i f e — the  " lo n g  journey*—which 

George looks forward to  a f t e r  R i v e r s '  v i s i t .  And th e  unde rs tan d in g  he 

has  gained dur ing  t h a t  " jo u rn ey *  co nc ludes  t h e  volume: "And my l a s t

words s h a l l  be t h e s e — t h a t  i t  i s  only from the  inmost s i l e n c e s  of the  

h e a r t  t h a t  we know th e  world f o r  what i t  i s ,  and o u r s e lv e s  f o r  what th e  

wor ld  has made u s . "  (IV, 245)

From the  t h r e e  s e p a r a t e  s t r u c t u r e s  in The Memoirs of George

S h e rs to n  emerges the  s t r u c t u r a l  p a t t e r n  of  th e  whole sequence .  The b a s i s

o f  t h i s  i n c lu s iv e  s t r u c t u r e  i s  a p l o t  no t  of a c t i o n  but o f  th o u g h t ;  t h a t  

i s ,  th e  p lo t  d e p i c t s  "a  completed p r o c e s s  of change in th e  thought of t h e  

p r o t a g o n i s t  and consequen t ly  in h i s  f e e l i n g s ,  c o n d i t i o n e d  and d i r e c t e d  by 

c h a r a c t e r  and a c t i o n . T r a c e d  th rough  the  sequence i s  t h e  change from 

G e o rg e ' s  u n c r i t i c a l  accep tance  o f  s o c i e t y  as t h e  c r i t e r i o n  o f  behav ior  

and b e l i e f  t o  h i s  accep tance  of h i s  own c o n sc ie n ce ,  o r  S e l f ,  as  th e  

c r i t e r i o n ,  based upon se l f -know ledge  and a r a t i o n a l  a p p r a i s a l  o f  r e a l i t y .  

Thus ,  th e  c o n f l i c t  upon which t h i s  change i s  based i s  t h a t  between, on th e  

one hand, George ' s  p l a s t i c i t y  under t h e  fo rm at ive  p r e s s u r e s  of  h i s  m i l i e u  

and th e  s o c i e t y  of t h e  world a t  l a rg e  and, on t h e  o t h e r ,  h i s  impulses

toward in d iv id u a l i s m .  In terms o f  t h i s  c o n f l i c t ,  t h e r e f o r e ,  th e  i n c l u s i v e

s t r u c t u r e  c o n s i s t s  not only o f  s i n g l e  d e t e r m in a t iv e  even ts  but a l s o  o f  

numerous minor even ts  which s lowly  c r e a t e  or  r e v e a l  G eorge ' s  a t t i t u d e s .

The i n c l u s i v e  i n t r o d u c t io n  c o n s i s t s  of  t h e  f i r s t  288 pages of
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Memoirs o f  a Fox-Hunting Man; i t s  I n t r o d u c t i o n , which d e p i c t s  the  forma

t i v e  p r e s s u r e s  (Aunt Evelyn,  Dixon, and th e  s o c i e t y  r e p r e s e n te d  by Milden) 

t h a t  mold G e o rg e ' s  a t t i t u d e s ;  i t s  d e f i n i t i o n  ( th e  hunt ing  faux p a s ) ,  which 

i l l u s t r a t e s  G eorge ' s  a n x ie ty  t o  conform to  t h e s e  p r e s s u r e s ;  and i t s  

c o m p l i c a t i o n ,  o r  r i s i n g  a c t i o n ,  which,  through a lengthy s e r i e s  of 

e p i s o d e s ,  r e v e a l s  George 's  c o n s t a n t l y  p l a s t i c  re sponses  t o  t h e  s o c i a l l y  

accep ted  b e l i e f s  and modes o f  beh av io r .  Thus,  th e  In c lu s iv e  i n t r o d u c t io n  

shows th e  wor ld  t h a t  "made'» George— th e  m i l i e u  t h a t  governs h i s  thoughts  

and a c t  io n s .  M ore . im p o r tan t ,  i t  shows what George i s  a s  a p roduc t  of 

t h i s  w o r ld :  h i s  a cu te  awareness  of  s o c i a l  d i s t i n c t i o n s ,  h i s  snobbish

i n s e n s i t i v i t y  t o  the  f e e l i n g s  of  h i s  i n f e r i o r s ,  and h i s  s l a v i s h  i m i t a t i v e 

ne ss  of  h i s  s u p e r i o r s .  T h e m a t i c a l l y ,  i t  shows how a v e i l  o f  s o c i a l  

i l l u s i o n  i n t e r p o s e s  between s e l f  and s e l f -k n o w led g e .  The i n c l u s i v e  

i n t r o d u c t i o n , t h e r e f o r e ,  p r e s e n t s  th e  s t a s i s  o f  George 's  world and h i s  

a t t i t u d e s .

The i n c lu s iv e  d e f i n i t i o n ,  which i s  t h e  c r i s i s  of  Memoirs of A 

Fox-Hunting  Man. breaks  t h i s  s t a s i s .  The war which t h r e a t e n s  h i s  country  

p r e s e n t s  George with  a s i t u a t i o n  o u t s id e  th e  normal governance of  h i s  

m i l i e u  and i t s  code of  " c o r r e c t "  behav io r .  Hence, George responds  in 

an i n d iv id u a l  manner by e n l i s t i n g  in the  ranks  o f  the  Yeomanry. He 

a n t i c i p a t e s  i n s t a n t  hero ism,  but he does not ga in  i t .  In s te ad  of the  

m a r t i a l  g lo ry  which would j u s t i f y  h i s  " i n c o r r e c t "  behav io r ,  he f in d s  him

s e l f  in a s i t u a t i o n  s t i l l  governed,  t o  a l a rg e  degree ,  by t h e  f a m i l i a r  

s o c i a l  code :  Dixon, h i s  groom, i s  a l s o  an e n l i s t e d  man, but S tephen ,

Milden , and even Nigel Croplady a r e  o f f i c e r s  and h i s  m i l i t a r y  s u p e r i o r s .  

Consequen t ly ,  George r e g r e t s  h i s  impuls ive a c t i o n .  His a c t  o f  in d iv id u a l i sm
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proves  u n s a t i s f a c t o r y  because h i s  a t t i t u d e s  a re  s t i l l  those  based upon 

h i s  customary s o c i a l  codes :  c l a s s  d i s t i n c t i o n s  and im i t a t i v e n e s s  of

o t h e r s .  Herein  c l e a r l y  l i e s  th e  c o n f l i c t  which governs  th e  p ro g r e s s io n  

o f  the  sequence: George’s p l a s t i c  r e sp o n s iv e n e ss  t o  s o c i a l  p r e s s u r e s

opposed to  h i s  impulses toward in d iv id u a l i s m ,  o r ,  in s l i g h t l y  d i f f e r e n t  

t e rm s ,  the  b e l i e f  t h a t  s e l f - r e s p e c t  i s  gained th rough  the  r e s p e c t  of 

o t h e r s  ve rsus  t h e  b e l i e f  t h a t  s e l f - r e s p e c t  i s  ga ined  p r i m a r i l y  through 

s a t i s f y i n g  one’ s own c r i t e r i a .

The i n c l u s i v e  com pl ica t ion  i s  n e c e s s a r i l y  a lengthy r i s i n g  a c t i o n  

which shows th e  ev o lu t io n  of George’ s thou g h t :  i t  c o n s i s t s  of the  l a s t  

s even ty  pages o f  Memoirs of a Fox-Hunting Man ( i t s  r e s o l u t i o n  and denoue

ment) and th e  f i r s t  263 pages o f  Memoirs of  an I n f a n t r y  O f f i c e r  ( i t s  

i n t r o d u c t i o n ,  d e f i n i t i o n ,  and c o m p l i c a t i o n ) .  T h e m a t i c a l l y ,  th e  i n c lu s iv e  

c om pl ica t ion  shows th e  s h a t t e r i n g  of  two of  George’s  i l l u s i o n s .  F i r s t ,  

George’s  seek in g  a commission r e v e r s e s  h i s  i n d i v i d u a l i s t i c  a c t  of 

e n l i s t i n g ;  f i n d i n g  h i s  d e v i a t i o n  from ’’c o r r e c t ”  behav io r  u n s a t i s f a c t o r y ,  

he r e t u r n s  t o  t h e  code of  h i s  you th fu l  m i l i e u .  But,  in t h e  t e r r i b l e  

bu tchery  of  war ,  when th e  people  and c i rcu m stan ces  which c r e a t e d  t h i s  

m i l i e u  d i e ,  then  George can f i n d  no reason  fo r  l i v i n g .  The code of 

” c o r r e c t ”  behav io r  upon which George had long based h i s  s e l f - e s t e e m  

s u p p l i e s  no s t a b i l i t y  or  suppor t  under new and g r e a t e r  c i r c u m s tan c es ;  i t  

p roves  inadequate  t o  cope w i th  th e  I i f e - o r - d e a t h  h o r r o r s  o f  war,  and th us  

George’s i l l u s i o n  of  i t s  supreme s u f f i c i e n c y  as  a guide t o  b ehav io r  is  

s h a t t e r e d .  Yet s im u l t a n e o u s ly ,  on a second l e v e l ,  George has a l s o  uncon

s c i o u s l y  adopted an a t t i t u d e  toward th e  war composed of  an assumption 

t h a t  th e  p o l i t i c a l  aims o f  the  war a re  j u s t ,  a c o n v i c t i o n  t h a t  he f i g h t s



153

f o r  t h e  s a l v a t i o n  of a b é n é f i c i e n t  and noble s o c i e t y ,  and a b e l i e f  t h a t  

th e  code of conduct in h e ren t  in m i l i t a r y  l i f e  w i l l  a s s u r e  t h a t  the  war 

w i l l  be conducted e f f i c i e n t l y ,  j u s t l y ,  and humanely. He u n c r i t i c a l l y  

forms t h i s  a t t i t u d e .  Ju s t  as  he had e a r l i e r  accep ted  th e  code of h i s  m i l i e u  

of sportsmen and gen try  u n c r i t i c a l l y .  More im p or tan t ,  w i th  t h i s  a t t i t u d e  

m o t iv a t in g  h i s  a c t i o n s ,  he t h i n k s  h i s  behavior  d e f i c i e n t ;  thus  h i s  

i l l u s i o n s  about what both he and th e  war should be a r e  a n o th e r  reason  t h a t  

he can  f in d  no reason  fo r  l i v i n g .  The in c lu s iv e  c o m p l ic a t io n  shows 

George’ s growing d i s i l l u s i o n m e n t  w i th  t h i s  a t t i t u d e .  He w i tn e s se s  the  

i n e f f i c i e n t ,  u n j u s t ,  and dehumanizing elements  o f  t h e  war machine; he 

s lowly  r e a l i z e s  t h a t  s o c i e t y  e i t h e r  e x p l o i t s  or  ig n o re s  the  s u f f e r i n g  of 

th e  men a t  war;  he g ra d u a l ly  r e c o g n iz e s  the  hypocr isy  of  th e  p o l i t i c a l  

pronouncements on the  war.  Thus,  a s  he comes to  view th e  war as  an 

enormous p ro c e ss  of v i c t i m i z a t i o n ,  he grows d i s i l l u s i o n e d  w i th  s o c i e t y  

and i t s  s t r u c t u r e s .  The a t t i t u d e  toward th e  war which he had adopted 

proves  incompat ib le  w i th  th e  h o r r i b l e  r e a l i t i e s  he e x p e r i e n c e s .

The in c iu s iv e  c r i s i s  i s  t h e  c r i s i s  of Memoirs o f  an In f an t r y  

O f f i c e r —George’s p r o t e s t  a g a i n s t  th e  war .  The d i s c rep a n c y  between 

George’s i l l u s i o n s  about t h e  war and h i s  exper iences  o f  i t s  r e a l i t i e s

s h a t t e r s  h i s  i l l u s i o n s .  Because he no longer b e l i e v e s  in th e  war as a

j u s t  c au se ,  he i s  no longer a b le  t o  s e r v e  com placen t ly .  He has only two

a l t e r n a t i v e s :  e i t h e r  t o  conform t o  s o c i e t y ’s e x p e c t a t i o n s ,  accep t  th e  war

as  i t  i s ,  and con t inue  t o  f i g h t  u n t i l  he d i e s ,  o r  t o  a t t em p t  i n d i v i d u a l l y  

t o  s h o r t e n  th e  war. George i s  c o n d i t i o n e d  by h i s  e n t i r e  p rev ious  l i f e  

t o  conform to  s o c i e t a l  p r e s s u r e s ,  but w i th  h i s  b e l i e f  in t h e s e  s o c i a l  

mechanisms d e s t r o y e d ,  he r e j e c t s  them and chooses  t h e  l a t t e r  a l t e r n a t i v e .
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T h e m a t i c a l l y ,  h i s  e f f o r t  i s  th e  t u r n i n g  po in t  away from e x te r n a l  format ive  

p r e s s u r e s  toward in d iv id u a l  a c t i o n .  However, i t  i s  not the  comple tion of 

th e  them at ic  c o n f l i c t ,  f o r ,  as  he l a t e r  r e a l i z e s ,  h i s  a c t i o n  is  an emo

t i o n a l ,  no t a r a t i o n a l  r e sp o n se ,  based upon inadequate  knowledge of the  

war and of  h im s e l f .  Thus,  George ach ie v e s  only p a r t i a l  l i b e r a t i o n .

A r e v e r s a l  o f  t h i s  c r i s i s  occurs  when George y i e l d s  and goes 

b e fo re  t h e  S p e c ia l  Medical Board.  T h e m a t ic a l ly ,  t h i s  r e v e r s a l  involves  

more than j u s t  h i s  f a i l u r e  t o  s top  t h e  war, f o r  w i th  h i s  f a i l u r e ,  George 

becomes d i s i l l u s i o n e d  about t h e  e f f i c a c y  of i n d iv id u a l i s m .  Now d i s s a t i s 

f i e d  w i th  both  s o c i e t y  and h im se l f  he e n t e r s  S l a t e f o r d  in a kind of 

s p i r i t u a l  vacuum. He now has no th ing  upon which t o  base s e l f - r e s p e c t :  

h i s  r a c in g  v i c t o r i e s  and s u p e r i o r  s o c i a l  m i l i e u  belong t o  a dead p a s t ;  

h i s  d u t i f u l  performance in an ignoble  war seems i t s e l f  ignoble ;  h i s  

y i e l d i n g  h i s  p r o t e s t  ( though a g r e a t  r e l i e f )  seems a wretched b e t r a y a l  

of  those  f o r  whom he saw h im se l f  an advoca te .  Hence, George d e s p a i r s  

o f  f in d i n g  any va lue  in h im se l f  o r  in s o c i e t y  and i s  c o n te n t  t o  v e g e t a t e  

a t  S l a t e f o r d ,  r e a d in g ,  p la y in g  g o l f ,  and c h a t t i n g  w i th  R iv e r s .

The i n c lu s iv e  r e s o l u t i o n , which is  th e  d e f i n i t i o n  o f  Shers ton*s  

P r o g r e s s , i s  George’s d e c i s io n  t o  r e t u r n  t o  th e  war .  A f t e r  s ev e ra l  

months a t  S l a t e f o r d ,  George cannot endure the  vacuum of  h i s  e x i s t e n c e :  

he f in d s  no comfort  in memories of h i s  dead p a s t ;  he no longer b e l i e v e s  

in th e  n o b i l i t y  of s o c i e t y ;  he cannot r e l a t e  t o  t h e  o th e r  o f f i c e r s  in 

t h e  h o s p i t a l ;  he can no longer  ag ree  w i th  c i v i l i a n  p a c i f i s t s  such as 

Macamble; he f in d s  t h e  comfort  and s a f e t y  of  S l a t e f o r d  i n t o l e r a b l e ;  and 

he f e e l s  as  i f  he were w i th o u t  i d e n t i t y  o r  v a lu e .  He s lowly  r e a l i z e s  t h a t  

only by h im s e l f  and w i th in  h im se l f  can he f in d  peace of  mind, only by
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succeed ing  in te rms of h i s  own e v a iu a t io n  can he ga in  s e l f - r e s p e c t .

Hence, he d e c id e s  t o  r e t u r n  t o  t h e  war .  T h e m a t i c a l iy ,  George chooses  

t h e  consc ience  o f  in d iv id u a i i sm  r a t h e r  than th e  fo rm at ive  p r e s s u r e s  of 

s o c i e t y  as  t h e  t r u e  c r i t e r i o n  o f  behav io r  and b e l i e f .  G eo rge ' s  f i r s t  

a b o r t i v e  a s s e r t i o n  of in d iv id u a l i sm — h is  e n l i s t m e n t — was m o t iva ted  oy an 

e g o i s t i c  d e s i r e  f o r  h e ro ic  g lo ry  and by a b e l i e f  in th e  war based upon an 

i l l u s i o n  about s o c i e t y ;  i t  was an emotional r e sp o n se  t o  e x t r a o r d i n a r y  

c i r c u m s tan c e ,  p a r t l y  caused by h i s  ignorance o f  t h e  n a tu r e  o f  war,  of 

s o c i e t y ,  and o f  h im s e l f .  But in t h i s  f i n a l  a s s e r t i o n  of  i n d iv id u a l i s m ,  

George has no i l l u s i o n s :  he commits h im se l f  now t o  p r e s e r v i n g  not s o c i e t y  

but h i s  own d i g n i t y  and s e l f - r e s p e c t  as a human b e in g ,  fo r  he b e l i e v e s  

t h a t  he can never  accept h im se l f  a g a in — never  have peace o f  mind— u n le s s  

he t e s t s  h im s e l f  a g a in s t  th e  c i r cu m stan ces  o f  r e a l i t y .

The i n c l u s i v e  denouement i s  the  r e s o l u t i o n  of  S h e r s t o n ' s  P r o g r e s s . 

The them at ic  c o n f l i c t  is  r e s o lv e d  when George chooses  t h e  i n d iv id u a l  

co nsc ience  a s  t h e  t r u e  c r i t e r i o n ,  by dec id ing  t o  r e t u r n  t o  t h e  war .  But 

t h e  v a l i d i t y  o f  t h i s  cho ice— th e  completed p ro c e ss  of  change— is  not 

confi rmed u n t i l  George proves  h im s e l f — u n t i l  a new s t a s i s  i s  e s t a b l i s h e d .  

T h i s  p rocess  inc ludes  th e  comp I i c a t  ion and th e  c r i s i s  of  S h e r s t o n ' s  P r o g r e s s . 

George f i n d s  immediate peace a f t e r  h i s  d e c i s i o n ,  but a long s e r i e s  of 

de lays  ( h i s  l e av e ,  the  weeks in I r e l a n d ,  the  jou rney  to  P a l e s t i n e  and h i s  

d u t i e s  t h e r e )  p reven t  a meaningful con f i rm a t ion  o f  h i s  c h o i c e .  However, 

back in th e  t r e n c h e s  of  F rance  where h i s  d i s i l l u s i o n m e n t  began,  George 

ga in s  both s a t i s f a c t i o n  from h i s  compass ionate  c a r e  of  h i s  men and a sense  

of  r e s p o n s i b l e  i d e n t i t y  from h i s  e f f i c i e n t  f u l f i l l m e n t  o f  h i s  d u t i e s .

But when he i s  wounded and r e t u r n e d  to  England, he momentari ly  d e s p a i r s .
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fo r  he t h i n k s  he has aga in  f a i l e d ;  he see s  h im se l f  a s  "one  who h a / s 7  

ach ieved  no th in g  except  an i d i o t i c  a n t i c l i m a x .  . . . "  (SP. 243) But 

t h i s  mood i s  d i s p e l l e d  when R iv e r s  a r r i v e s .  R ive rs  has never  ex er ted  any 

o v e r t  p r e s s u r e s  upon George; he has mere ly  in d ic a ted  a b e l i e f  in George ' s  

c a p a b i l i t i e s  a s  an i n d i v i d u a l .  Consequent ly ,  when R iv e r s  v i s i t s  him, 

George suddenly  unders tands  t h a t  he m e r i t s  s e l f - r e s p e c t  no t  fo r  a c h ie v in g  

g r e a t  f e a t s  but f o r  having  done h i s  b e s t  t o  do s o .  Hence,  through h i s  

c o n s c i e n t i o u s  e f f o r t s  a s  an i n d i v i d u a l ,  George f i n d s  peace of  mind. The 

v a l i d i t y  of  h i s  cho ice  i s  conf i rmed ,  and a new s t a s i s  o f  thought is  

e s t a b l i s h e d .

In b r i e f ,  th e  i n c l u s i v e  s t r u c t u r e  of  th e  sequence  i s  based upon 

a change in t h e  though ts  and f e e l i n g s  o f  th e  p r o t a g o n i s t .  Th is  p ro cess  

of change might be summarized t h u s :

(1) an u n c r i t i c a l  accep tance  of s o c i a l  codes as  t h e  c r i t e r i a  
of  behav io r ,  w i th  the  b e l i e f  t h a t  s e l f - r e s p e c t  i s  
ach ieved  th rough th e  r e s p e c t  o f  o t h e r s ,

(2) an emotional a s s e r t i o n  of  in d iv id u a l i sm  under e x t r a 
o rd in a ry  c i r c u m s tan c es ,

(3) a d i s s a t i s f a c t i o n  w i th  t h i s  a s s e r t i o n ,  lead ing  t o  renewed 
adherence  t o  t h e  s o c i a l  codes ,

(4) d i s i l l u s i o n m e n t  w i th  war,  s o c i e t y ,  and i t s  codes  of  
beh av io r ,

(5) an ind iv id u a l  e f f o r t ,  but aga in  an emotional one,  which 
c o n sc io u s ly  r e j e c t s  s o c i e t a l  p r e s s u r e s ,

(6) a r e c o g n i t i o n  o f  f a i l u r e  and a consequent d e s p a i r  and 
d i s i l l u s i o n m e n t  w i th  s e l f ,

(7) a d e c i s io n  t o  gain  s e l f - r e s p e c t  and peace of  mind through 
in d iv id u a l  e f f o r t s ,

(8) a b i t t e r  b e l i e f  in a no the r  f a i l u r e .
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(9) a t r u e  u n de rs tand ing  and accep tance  of what m e r i t s  s e l f -  
r e s p e c t — a c o n s c i e n t i o u s  e f f o r t  t o  do o n e ' s  bes t  accord ing  
t o  o n e ' s  own e s t i m a t i o n .

This  change of  thought t h u s  i l l u s t r a t e s  S a s so o n ' s  genera l  theme: " I t

i s  only from t h e  inmost s i l e n c e s  of th e  h e a r t  t h a t  we know t h e  world f o r  

what i t  i s ,  and ou rse lv es  f o r  what t h e  wor ld  has made u s . "

To p r e s e n t  t h i s  theme th rough a completed p roce ss  o f  change of 

th ough t ,  Sassoon n e c e s s a r i l y  had t o  ach iev e  fou r  g o a l s :  (1) t o  d e p ic t

the  i n i t i a l  a t t i t u d e  and i t s  b a s i s ,  (2) t o  show the  change and i t s  b a s i s ,

(3) t o  e s t a b l i s h  the  v a l i d i t y  o f  th e  change, and (4) t o  r e l a t e  th e  in t a n 

g i b l e  of though t  or f e e l i n g  t o  th e  c o n c r e t e  p a r t i c u l a r s  of c h a r a c t e r  and 

a c t i o n .  In o rd e r  best  t o  a ch ie v e  t h e s e  g o a ls  and th u s  convey h i s  theme 

in a meaningful p l o t  s t r u c t u r e ,  Sassoon chose  t o  employ a f i r s t - p e r s o n ,  

ch ro n o lo g ic a l  p a t t e r n . ^

The p r o g r e s s i v e  change in George ' s  thought i s  t r a c e d  c h ro n o lo g i 

c a l l y  from 1895 t o  1918. W ith in  t h i s  sp an ,  th e  spheres  of f i c t i v e  t ime 

c o n s t i t u t i n g  th e  s e p a r a t e  volumes of t h e  sequence a r e  c o n t ig u o u s :  Volume 

I reco rds  G e o rg e ' s  l i f e  from 1895, when he was n ine  years  o l d ,  u n t i l  th e  

s p r in g  of 1916; Volume I I ,  from th e  s p r in g  of  1916 u n t i l  t h e  summer of 

1917; Volume I I I ,  from t h e  summer of 1917 u n t i l  t h e  summer o f  1918.

This  c h r o n o lo g ic a l  c o n t i n u i t y  i s  r e i n f o r c e d  by th e  l in k in g  d e v ice s  which 

Sassoon u s e s .  For in s t a n c e .  Volume II beg ins  with a r e i t e r a t i o n  of s t a t e 

ments made in t h e  conc lus ion  o f  Volume I:

I have s a i d  t h a t  s p r i n g  a r r i v e d  l a t e  in 1916, and t h a t  up 
in t h e  t r e n c h e s  o p p o s i t e  Mametz i t  seemed as  though w i n t e r  

would l a s t  f o r e v e r .  I a l s o  s t a t e d  t h a t  as  f o r  me, I had more 
o r  l e s s  made up my mind t o  d ie  because _££ the  c i rcum stances  
t h e r e  d i d n ' t  seem a n y th in g  e l s e  t o  be done.  We 11,  we came back 
t o  Morlancour t  a f t e r  E a s t e r .  . . .  iMiO. 9}
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S i m i l a r l y ,  Volume II concludes  in t h i s  way: «Next morning I went to  Edin

burgh .  . . .  And w i th  my a r r i v a l  a t  S l a t e f o r d  War H osp i ta l  t h i s  volume 

can co n v en ie n t ly  be c o n c lu d e d ."  (MID, 322) Volume II I  begins  in t h i s  

manner:  "To be a r r i v i n g  a t  a s h e l l - s h o c k  h o s p i t a l  in a s t a t e  of  unm il i 

t a n t  d e f ian ce  o f  m i l i t a r y  a u t h o r i t y  was an e x p e r ien ce  p e c u l i a r  enough t o  

s t i m u l a t e  my s p e c u l a t i o n s  about th e  immediate f u t u r e . "  (SP, 3) Thus,  

developed c h r o n o l o g i c a l l y  and l inked  c o n t ig u o u s ly  from volume t o  volume, 

t h e  n a r r a t i v e  encompasses th e  whole of the  t h e m a t i c a l l y  s i g n i f i c a n t  

change of t h o u g h t :  from i n i t i a l  s t a s i s  through th e  change to  t h e  new

s t a s i s .

Th is  p r o g r e s s i o n ,  one might n o t e ,  i s  r e f l e c t e d  in the  t i t l e s  of 

t h e  s e v e ra l  volumes: Memoirs o f  A Fox-Hunting Man, Memoirs of an In f an t r y

O f f i c e r ,  and S h e rs ton*s  P r o g r e s s .  The f i r s t  two volumes show George*s 

p l a s t i c i t y  t o  s o c i a l  p r e s s u r e s ,  and t h e i r  t i t l e s  focus  upon s o c i e t a l  t y p e s ; 

only  t h e  t i t l e  o f  the  volume in which George a c c e p t s  in d iv id u a l i s m  as  h i s  

c r i t e r i o n  focuses  upon him as an i n d i v i d u a l .

Within  each volume, th e  n a r r a t i v e  a l s o  p ro g r e s se s  c h r o n o l o g i c a l l y .  

That i s ,  Sassoon uses  no loop ings ,  dramatized f l a s h b a c k s ,  o r  synchronous 

s c e n e s .  His c l o s e s t  approach to  such a device  i s  t h e  scene in which 

George has d in n e r  in a luxur ious  Liverpool h o te l  w i th  Durley,  a fe l low  

o f f i c e r  (MIO. 150-155) .  Durley t e l l s  George how t h e i r  b a t t a l i o n  had been 

v i r t u a l l y  d e s t ro y ed  in a p o i n t l e s s  decoying a t t a c k .  The purpose of  t h i s  

scene  i s  to  ju x ta p o se  the  h o r r o r s  of  Durley*s n a r r a t i v e  w i th  G eorge ' s  

immediate view of w a r - p r o f i t e e r s  g lu t to n o u s ly  d in in g  on o y s t e r s  and ice 

cream.  Through D u r le y ' s  n a r r a t i v e ,  th e  r e a d e r ' s  a t t e n t i o n  momentari ly 

i s  focused upon a c t i o n  which occur red  e a r l i e r ,  w h i le  George was in the
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h o s p i t a l  in London; th e  t im e ,  t h e r e f o r e ,  seems to  s h i f t  from the  p re sen t  

of  George and Durley In L iverpool  t o  t h e  p a s t  o f  Durley in combat.

However, th e  t i m e - s h i f t  i s  only a p p a r e n t ,  no t  t e c h n i c a l l y  r e a l :  though

th e  a c t i o n  i t s e l f  occur red  in th e  p a s t .  Dur ley*s n a r r a t i o n  of i t  occurs  

in t h e  f i c t i v e  p r e s e n t .  Thus ,  S a s so o n ' s  p r e s e n t a t i o n  o f  G eorge ' s  memoirs 

remains  c o n s i s t e n t l y  c h r o n o l o g i c a l .

A n o tab le  a sp ec t  o f  t h i s  c h ro n o lo g ic a l  p r e s e n t a t i o n  i s  i t s  

va ry in g  d e n s i t y  of t e x t u r e .  Th is  v a ry in g  d e n s i ty  i s  th e  r e s u l t  of two 

s e p a r a t e  t e c h n i q u e s .  F i r s t ,  though i t s  p ro g r e s s  i s  c h r o n o l o g i c a l ,  the  

a c t i o n  n a r r a t e d  i s  i n t e r m i t t e n t .  That  i s ,  Sassoon omits  t h e  even ts  of 

v a ry in g  p e r io d s  of t im e .  He handles  t h e s e  omit ted  e v en t s  in one of two 

ways.  F i r s t ,  he simply s k i p s  from one event  t o  the  n e x t  s e l e c t e d  one 

w i th o u t  s i g n i f i c a n t  r e f e r e n c e  t o  e v en ts  in th e  in t e r im .  Fo r  i n s t a n c e ,  

though Sassoon concludes  C hap ter  I o f  Memoirs of  A Fox-Hunt ing Man with 

G eo rg e ' s  g r e a t  faux pas when George i s  tw e lve ,  he begins  Chapter  II w ith  

G eo rg e ' s  a r r i v a l  in But ley  on th e  day b e fo re  t h e  Flower Match Show, when 

George i s  s i x t e e n .  The f o u r  in t e r v e n in g  y ea r s  a r e  accoun ted  fo r  by only 

a s i n g l e  s en ten ce  i n d i c a t i n g  t h a t  George has j u s t  f i n i s h e d  h i s  f i r s t  year  

a t  B a l l b o r o ' .  A f te r  a d e t a i l e d  e x p o s i t i o n  of  George ' s  a c t i o n s  and f e e l i n g s  

du r in g  t h e  c r i c k e t  match.  Chap ter  II e nds .  Chapter I I I  beg ins  f i v e  y ea r s  

l a t e r  when George i s  tw en ty -one ;  t h e  only in d ic a ted  e v en t s  of the  i n te r im  

a r e  t h a t  George has " tak en  up g o l f "  and has spen t  two y e a r s  a t  Cambridge.  

Sassoon th u s  simply omits  c e r t a i n  p e r i o d s  of  t ime from th e  n a r r a t i v e .  

However, he sometimes hand les  th e  i n t e r i m  even ts  in a second way; in s te ad  

of  ign o r in g  t h e  even ts  co m p le te ly ,  he advances th e  a c t i o n  and then 

r e f l e c t s  t h e  in te r im  e v en ts  through G e o rg e ' s  memory. These r e f l e c t i o n s
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a r e  never  d ramat ized  f l a s h b a c k s  nor even e x te n s iv e  mnemonic scenes ;  they

u s u a l l y  a r e  merely summarized s t a t e m e n t s ,  o f t e n  in th e  p a s t  p e r f e c t  t e n s e ,

of what has happened. For i n s t a n c e .  Chapter  V III  of Memoirs of a Fox- 

Hunting Man concludes  w i th  G eorge ' s  s e l l i n g  h i s  P a c k le s to n e  h o r s e s :  "I

went to  see  t h e  Hunt h o rse s  s o ld  a t  T a t t e r s a l l s ,  a t  t h e  end of  May. . .  . "

(288) C hap te r  IX begins  t h r e e  months l a t e r :  " S i t t i n g  in th e  sunshine

one morning e a r l y  in September ,  I ruminated on my f i v e  weeks '  s e r v i c e  as  

a t r o o p e r  in t h e  Yeomanry." (289) A f t e r  t h i s  s t a t em e n t  fo l lows a lengthy 

p r e s e n t a t i o n  of  George 's  p r e s e n t  s t a t e  of  mind and such summarized even ts  

as  t h e s e :

I though t  of t h a t  l a s t  c r i c k e t  match,  on August 8ank 
H o l iday ,  when I was a t  Hoad ley Rectory  p la y in g  f o r  th e  R e c t o r ' s  
e leven  a g a i n s t  the  v i l l a g e ,  and how o ld  Colonel Hesmon had 
p a t t e d  me on the  back because  I ' d  e n l i s t e d  on t h e  Sa turday  
b e f o r e .  Outwardly t h e  match had been normally  conducted ,  but 
t h e r e  was something in  t h e  sunshine  which none o f  us had ever 
known b e fo re  t h a t  c a la m i to u s  Monday. Parson  Colwood had two sons 
in th e  s e r v i c e ,  and h i s  fa c e  showed i t .  I thought of  how I ' d  
s a i d  good-bye to  Stephen th e  next  day. He had gone to  h i s  
A r t i l l e r y  and I had gone to  s t a y  a t  t h e  ho te l  in Downfield,  
where I wa i ted  t i l l  t h e  Wednesday morning and then  put on my 
i l l - f i t t i n g  khaki and went b a sh f u l ly  down t o  the  D r i l l  Hall  to  
j o i n  t h e  Downfield t r o o p .  I had f e l t  a hero  when I was ly ing 
awake on th e  f l o o r  of t h e  Town Hall  on t h e  f i r s t  n ig h t  of  the  
War.

But t h e  u n c e r t a i n t y  and exci tement had dwindled .  (298)

The d i f f e r e n c e  between t h e s e  two methods of  t r e a t i n g  in te r im  even ts  is  

one l a r g e l y  o f  the  degree o f  p a r t i c u l a r i z a t i o n :  in some i n s t a n c e s ,  Sassoon

omits a l l  r e f e r e n c e s  t o  i n t e r i m  e v en t s ;  in o t h e r s  he summarizes s e l e c t e d  

s i g n i f i c a n t  e v e n t s .  The r e s u l t  o f  t h i s  i n t e r m i t t e n t  s t ream  of  events  and 

of the  degree  of  r e f e r e n c e  t o  in t e r im  even ts  i s  a g r e a t l y  v a r i e d  d e n s i t y  

of  t e x t u r e .

Yet S a s so o n ' s  h a n d l in g  of  t ime a ch ie v e s  d e n s i t y  of t e x t u r e  in 

s t i l l  a n o t h e r  manner.  Pe rhaps  as a c o r o l l a r y  o f  o m i t t i n g  i n s i g n i f i c a n t
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p e r io d s  of t im e ,  t h e  even ts  of  c e r t a i n  o th e r  p e r io d s  a r e  p re s e n te d  in 

e x t e n s i v e l y  p a r t i c u l a r i z e d  d e t a i l .  Fo r  i n s t a n c e ,  t h e  s i n g l e  day of the  

Flower Match Show i s  p re sen te d  in tw en ty -seven  pages (fTHM, 5 4 -8 1 ) ;  

G eorge ' s  t h i r t y - m i n u t e  fo ray  in to  t h e  German t r e n c h e s ,  in n ine  pages 

(MIO. 8 5 -9 4 ) ;  an a f t e rn o o n  and even ing  w i th  M is te r  B l a r n e t t ,  in f i f t e e n  

pages  (SP, 103-118) .  These pa ssag es  r e l a t e  not only the  a c t i o n  involved 

b u t ,  more im p o r tan t ,  George 's  a t t i t u d e s  as w e l l .  An e x c e l l e n t  example 

i s  t h i s  b r i e f  passage  showing G e o rg e ' s  response  t o  t h e  h o r r o r s  of  the  

war;

We were among t h e  d e b r i s  of  t h e  in t e n se  bombardment of t e n  days 
b e f o r e ,  f o r  we were p a ss in g  a long  and ac ross  t h e  Hindenburg 
Outpost  Trench , w i th  i t s  b e l t  o f  w i re  ( f i f t y  ya rds  deep in 
p l a c e s ) ;  here  and t h e r e  t h e s e  r u s t y  ju n g le s  had been f l a t t e n e d  
by t a n k s .  The Outpost  Trench was about 200 y a rd s  from th e  Main 
Trench ,  which was now our f r o n t  l i n e .  I t  had been s o l i d l y  made, 
t e n  f e e t  deep,  w i th  t imbered f i r e s t e p s ,  sp layed  s i d e s ,  and 
t imbered  s t e p s  a t  i n t e r v a l s  t o  f r o n t  and r e a r  and t o  machine-  
gun emplacements.  Now i t  was wrecked as though by ea r thquake  
and e r u p t i o n .  Concre te  s t r o n g - p o s t s  were smashed and t i l t e d  
s ideways; everywhere the  cha lky  s o i l  was pocked and p i t t e d  w i th  
huge s h e l l - h o l e s ;  and wherever we looked th e  mangled e f f i g i e s  of 
th e  dead were our momenta m o r i . S h e l l  tw i s t e d  and dismembered, 
th e  Germans main ta ined  t h e  v i o l e n t  a t t i t u d e s  in which they  had 
d i e d .  The B r i t i s h  had mostly  been k i l l e d  by b u l l e t s  or  bombs, 
so they  looked more r e s ig n e d .  But I can remember a p a i r  o f  
hands ( n a t i o n a l i t y  unknown) which p ro t ruded  from th e  soaked 
ashen s o i l  l i k e  t h e  r o o t s  o f  a t r e e  tu rned  u ps ide  down; one hand 
seemed t o  be p o in t i n g  a t  th e  sky w i th  an accu s in g  g e s t u r e .  Each 
t ime I passed t h a t  p la ce  th e  p r o t e s t  of  those  f i n g e r s  became more 
e x p r e s s iv e  o f  an appeal t o  God in  d e f ia n ce  o f  t h o s e  who made th e  
War. Who made t h e  War? I laughed h y s t e r i c a l l y  as  th e  thought  
passed th rough  my mud-s ta ined  mind. But I only  laughed m e n ta l ly ,  
f o r  my box of  S tokes-gun ammunition l e f t  me no b r e a th  t o  s p a r e  
fo r  an angry guffaw. And t h e  dead were the  dead; t h i s  was no 
t ime t o  be p i t y i n g  them or  a sk in g  s i l t y  q u e s t i o n s  about t h e i r  
ou t raged  l i v e s .  Such s i g h t s  must be taken  f o r  g ra n t e d ,  I t h o u g h t ,  
as  I gasped and s l i t h e r e d  and s tumbled with  my d i s c o n s o l a t e  
crew. F l o a t i n g  on th e  s u r f a c e  o f  t h e  flooded t r e n c h  was t h e  mask 
of  a human face  which had de tached  i t s e l f  from t h e  s k u l l .
(MIO. 214-215)

The passage  i s  e x t e n s iv e ly  p a r t i c u l a r i z e d :  a broad p i c t u r e  o f  t h e  scene .
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i n d i c a t i n g  d i s t a n c e s ,  a p p ea ran ces ,  and so  f o r t h ;  two s p e c i f i c  v i g n e t t e s — 

t h e  p r o t r u d in g  hands and th e  f i o a t i n g  fa c e —  which ep i tom ize  the  human 

s i g n i f i c a n c e  of th e  s cene ;  and the  a c t i o n  involved— George and h i s  men 

t r a n s p o r t i n g  ammunition th rough the  mud. More im por tan t ,  th e  passage 

shows G eorge ' s  f e e l i n g s  about the  scene ,  d e t a i l s ,  and a c t i o n .  In such 

manner, Sassoon r e l a t e s  t h e  i n t a n g i b l e s  o f  thought t o  p a r t i c u l a r i z e d  

scene  and e v en t .

Th is  d e n s i t y  of  t e x t u r e  may be seen  on a l a r g e r  s c a l e .  The sequence ,  

cov e r in g  a f i c t i v e  span of  tw e n ty - th r e e  y e a r s ,  c o n ta i n s  930 pages .  Of 

t h e s e ,  t h e  f i r s t  288 deal  w i th  the  f i r s t  n in e teen  y ea r s  (1895-1914)— the 

o r i g i n a l  s t a s i s  o f  G e o rg e ' s  t h o u g h t .  The remain ing 642 pages  deal with 

only fo u r  y ea r s  (1914-1918)— George 's  d i s i l l u s i o n m e n t ,  change of a t t i t u d e ,  

and a f f i r m a t i o n  of in d iv id u a l i s m .  Consequent ly ,  th o se  e v en t s  most 

t h e m a t i c a l l y  impor tant r e c e i v e  th e  preponderance  o f  p a r t i c u l a r i z e d  

n a r r a t i o n .

In a d d i t i o n  t o  h i s  e f f e c t i v e  hand l in g  of  t im e ,  Sassoon a l s o  ach ieves  

h i s  fo u r  necessa ry  goa ls  th rough  h i s  hand l in g  of p o in t  of  view. With one 

v a r i a t i o n  ( t o  be noted  l a t e r ) ,  he employs what P r o f e s s o r  Booth c a l l s  a 

" s e l f - c o n s c i o u s  n a r r a t o r , "  one who i s  aware of  h im se l f  as  a u t h o r . T h a t  

i s ,  t h e  mature  George S h e rs to n  not only n a r r a t e s  h i s  own s t o r y  but a l s o  

remarks upon th e  n a r r a t i v e  p rocess  i t s e l f .  However, Sassoon,  u n l ik e  S te rn e  

in T r i s t r a m  Shandy, does not a l low  a f u l l  view of  h i s  n a r r a t o r ' s  p re s en t  

l i f e :  t h e r e  i s  no i n d i c a t i o n  o f  the  mature  G eorge ' s  o t h e r  i n t e r e s t s ,

f r i e n d s ,  r e s i d e n c e ,  o r  mode o f  l i f e .  I n s t e a d ,  he exposes  only t h r e e  

impor tan t  a s p e c t s :  t h e  t ime d i f f e r e n t i a l  inhe ren t  in r e t r o s p e c t ,  the

p ro cess  o f  w r i t i n g ,  and t h e  mature  G eo rg e ' s  a t t i t u d e s .  T h i s  example
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i l l u s t r a t e s  th e  n a tu re  of t h e  s e l f - c o n s c i o u s  n a r r a t o r :

While composing t h e s e  a p p a r en t ly  in te rm inab le  memoirs 
t h e r e  have been moments when my main problem was what to  
s e l e c t  from the  " long  l i t t l e n e s s " — or la rg e  u n t i d i n e s s — of 
l i f e .  Although a s h e l l - s h o c k  h o s p i t a l  might be d e sc r ib e d  
as an epitome of the  a f t e r e f f e c t s  of  th e  " b a t t l e  o f  l i f e "  
in i t s  most unmit iga ted  form, n e v e r t h e l e s s  while  w r i t i n g  
about S l a t e f o r d  I s u f f e r  from a s h o r ta g e  o f  anyth ing  t o  s a y .
The most memorable even ts  must have occur red  in my cranium.
(SP, 22)

Such commentary on the  n a r r a t i v e  p rocess  is  perhaps  inheren t  in the

"memoirs" form. However, i t  s e r v e s  a u se fu l  fu n c t io n :  th rough  t h i s

type  of n a r r a t o r ,  Sassoon i s  a b l e  t o  d i r e c t  t h e  r e a d e r ' s  a t t e n t i o n  to

t h e  scope and purpose of  t h e  n a r r a t i v e :

Remembering t h a t  I had a b a th  may not be o f  much i n t e r e s t  t o  
anyone, bu t i t  was a good b a th ,  and i t  i s  my s to ry  t h a t  I am 
t r y i n g  t o  t e l l ,  and as  such i t  must be r e c e iv e d ;  th o se  who expect 
a u n i v e r s a l i z a t i o n  of  t h e  G reat  War must look f o r  i t  e l sew here .
Here they  w i l l  only f i n d  an a t tempt  t o  show i t s  e f f e c t  on a 
somewhat s o l i t a ry -m in d e d  young man. (MIO. 17)

I am beg inn ing  t o  f ee l  t h a t  a man can w r i t e  too  much about h i s  
own f e e l i n g s ,  even when "what he f e l t  l i k e "  i s  t h e  nuc leu s  of  
h i s  n a r r a t i v e .  (MIO, 305)

Don 't  assume . . .  t h a t  I am about t o  d e s c r ib e  something which 
never  happened a t  a l l .  Were I to  do t h a t  I should  be ex tend ing  
t h e  a r t  o f  rem in iscence  beyond i t s  p r e s c r i b e d  purpose ,  which 
i s ,  in my c a s e ,  to  show m yse l f  as  I am now in r e l a t i o n  t o  what 
I was d u r in g  th e  War. (SP, 47)

In t h i s  way, Sassoon emphasizes t h e  importance of  G eorge ' s  thought  and

th e  changes in i t ,  the reby  emphasizing i t s  them a t ic  s i g n i f i c a n c e .

By u s in g  t h i s  p o in t  o f  view, Sassoon r e s t r i c t s  th e  c o n t e n t  of the

sequence and t h e r e f o r e  a f f e c t s  i t s  form. For  in s t a n c e ,  in c o n t r a s t  to

t h e  s i x  w e l l -deve loped  s u b p lo t s  in G a lsw or thy 's  sequence,  t h e r e  a re  none

in S a s s o o n ' s .  S eve re ly  l i m i t i n g  the  co n ten t  t o  what George does ,  s ee s ,

and t h i n k s  n e c e s s a r i l y  p re v e n t s  t h e  development of  su b p lo t s  in which o th e r
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c h a r a c t e r s *  deeds and though ts  predom ina te .  For i n s t a n c e ,  Milden, whose 

importance in th e  n a r r a t i v e  might w ar ran t  a s u b p lo t ,  i s  re v e a le d  to  the  

r e a d e r  only through G eorge ' s  awareness of  him: he appea rs  a t  th e  Dumborough

Hunt when George i s  e le v e n ,  but a f t e r  t h e  g re a t  h u n t in g  faux p a s , the  

r e a d e r  i s  not reminded of  him u n t i l  he r e a p p e a r s ,  f i f t e e n  year s  l a t e r ,  

a s  Maste r of th e  Ringwe11 Hunt; the  r e a d e r  is  then informed only t h a t  

du r in g  th e  in te r im  he had l ived  in I r e l a n d .  When t h e  war b eg in s ,  Milden 

a ga in  d i s ap p e a r s  from the  a c t i o n ;  the  l a s t  the  r e a d e r  l ea rns  of him is  

t h a t  he a t t em p ts  t o  g e t  on th e  General S t a f f ;  whether  he succeeds  or  

whether  he su rv iv e s  t h e  war is  never  l e a rn ed ,  fo r  he i s  not mentioned 

a g a in .  Only a s  he e x i s t s  in th e  s t ream  of  George 's  l i f e  and c o n sc io u sn ess  

does Milden e x i s t  in the  n a r r a t i v e .  In t h i s  r e s p e c t ,  t h e n ,  th e  s e v e r e ly  

r e s t r i c t e d  p o in t  of view p re v e n t s  the  development o f  independent s u b p l o t s .

However, th e  n a r r a t i v e  does c o n ta i n  an abundance of  secondary  

i n c i d e n t s .  Innumerable scenes  and e v e n t s ,  which in themselves  do not 

advance th e  n a r r a t i v e ,  r evea l  or conf irm George 's  a t t i t u d e s .  As i n s t a n c e s ,  

G eorge ' s  snobbish  r e a c t i o n  t o  Aunt E v e ly n ' s  making t e a  on the  t r a i n ,  h i s  

purchase  of expens ive  r i d i n g  gear ,  h i s  o b se rv a t io n  o f  the  c iu b b i s h  

o f f i c e r s  a t  Rouen, h i s  r e b u f f  o f  Macamble, h i s  r e a d in g s  in Rousseau and 

Hardy, and h i s  luncheon w ith  R ivers  and th e  royal  a s t ronomer— a l l  have 

re le v a n c e  t o  th e  b a s ic  n a r r a t i v e  only in t h a t  they i n d i c a t e  t h e  s u b t l e  

and sometimes confused p ro c e sse s  of  G eorge ' s  t h i n k i n g .  But such an 

abundance o f  secondary  in c id e n t s  is  indeed necessa ry  in o rde r  t o  show th e  

bases  of  t h e  gradual change o f  thought and t o  g ive  i t  th e  v a l i d i t y  of 

p a r t i c u l a r ! z a t  i on.

S a s so o n ' s  p o in t  of view c r e a t e s  h i s  form and conveys h i s  theme in
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o th e r  ways a s  w e l l .  Sassoon could  have d e p ic ted  G eorge ' s  mental  p rocesses  

e i t h e r  by an omnisc ien t  t h i r d - p e r s o n  n a r r a t o r  or even by a s e l f - c o n s c i o u s  

n a r r a t o r  s e p a r a t e  from the  p r o t a g o n i s t ,  such as  t h a t  F i e l d i n g  uses  in 

Tom J o n e s . However, Sassoon a ch iev es  c e r t a i n  s i n g u l a r l y  a p p r o p r i a t e  

r h e t o r i c a l  e f f e c t s  by us ing  th e  mature George Shers ton  as  th e  s e l f -  

consc ious  n a r r a t o r .

T h i s  p o i n t  of view p o s se s se s  t h r e e  important  c h a r a c t e r i s t i c s  from 

which t h e s e  e f f e c t s  s tem. F i r s t ,  i t  p rov ides  an i n t e r i o r  view of  George 's  

emotions and m o t iv e s .  One can r e a d i l y  see  t h e  advantage  o f  t h i s  p r i v i l e g e  

in a sequence based upon a change of  th o u g h t .  Second, i t  a l lows  a double 

focus upon t h e  p r o t a g o n i s t — as he was then  whi le  l i v i n g  t h e  s t o r y  and as  

he is  now w hi le  w r i t i n g  i t .  T h i r d ,  as  a p o s s ib l e  but not i n e v i t a b l e  

c o r o l l a r y  o f  the  second,  i t  enhances the  r e l i a b i l i t y  o f  t h e  i n t e r i o r  view 

of t h e  p r o t a g o n i s t ,  f o r  th e  mature  George as  n a r r a t o r  can supply  the  

necessa ry  " c o r r e c t i o n "  t o  t h e  immature G eorge ' s  v iews.

From t h e s e  t h r e e  c h a r a c t e r i s t i c s  stem c e r t a i n  r h e t o r i c a l  e f f e c t s

by which Sassoon v a l i d a t e s  h i s  theme. The f i r s t  e f f e c t  i s  an assumption

of the  n a r r a t o r ' s  i n f a l l i b i l i t y .  Because t h e  mature George now knows

what young George d id  not know t h e n , he i s  a b le  t o  p ro v id e  in fo rm at ion

about t h e  p r o t a g o n i s t ' s  " f u t u r e . "  T h i s  f e a t ,  p r i m a r i l y  concern ing  m a t t e r s

of  f a c t  and e v en t ,  g ives  t h e  n a r r a t o r  some of  the  powerful a u t h o r i t y  of

om nisc ience .  These two examples i l l u s t r a t e  t h i s  t r a i t ;

I t  would be hypocr isy  t o  say  t h a t  I was fundamenta l ly  d i s t r e s s e d  
about my badly  broken arm. . . .  But i f  I had been a b le  t o  look 
in to  t h e  f u t u r e  I should  have learned  one very sad  f a c t .  I had 
seen t h e  l a s t  o f  my f a i t h f u l  f r i e n d  Cockbird .  (MFHM, 300)

"Then I ' l l  t e l l  th e  Order ly  Room they can f i x  up a Board fo r  
you to -morrow, he remarked, unable  t o  conceal h i s  e l a t i o n .
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**You can t e l l  them any th ing  you bloody well  p l e a s e ! "  I 
answered u n g r a t e f u l ly *  But a s  soon as  I was a lo n e  I s a t  
back and c lo se d  my eyes w i th  a sense  of  e x q u i s i t e  r e l i e f .
I was unaware t h a t  David had, p robab ly ,  saved me from being 
s e n t  t o  p r i s o n  by t e l l i n g  me a very  s u c c e s s fu l  l i e .  (MIO. 320)

To the  degree t h a t  he shows young George as  ignoran t  o r  m is le d ,  the

n a r r a t o r  seems i n f a l l i b l y  knowledgeable .  In t h i s  way, Sassoon s u b t l y

e s t a b l i s h e s  the  r e l i a b i l i t y  o r  " r i g h t n e s s "  of t h e  matu re  George.

T h i s  r e l i a b i l i t y  ex tends  f u r t h e r  to  m a t t e r s  o f  a t t i t u d e  which

e s t a b l i s h  th e  e v a l u a t i v e  norms o f  t h e  n a r r a t i v e ,  th e  c r i t e r i a  by which

th e  a c t i o n  and a t t i t u d e s  a r e  judged .  Thus,  the  ideas  o f  young George

a r e  r e - e v a l u a t e d  or " c o r r e c t e d "  in l i g h t  of  th e  matu re  George ' s  o p in io n s .

Two c i t a t i o n s  s u f f i c i e n t l y  i l l u s t r a t e  t h i s  e f f e c t :

Those words from my d ia ry  do seem worth commenting on— symbolic 
as they  a re  of t h e  e q u e s t r i a n  e q u i l i b r iu m  on which my unseasoned 
c h a r a c t e r  was t r y i n g  t o  p a t t e r n  i t s e l f .  I wrote  mysel f  down 
t h a t  evening as  I wanted m yse l f  t o  be— a h a r d - b i t t e n  hun t ing  man, 
s e l f - p o s s e s s e d  in h i s  l o c a l i z e d  knowingness and s t a g - h u n t i n g  
j a rg o n .  . . .  "Took a t o s s  over a s t i l e "  i s  th e  only  human 
to u ch .  But t a k i n g  t o s s e s  was in c id e n ta l  t o  t h e  g lo ry  of be ing  a 
hard r i d e r .  What I ought t o  have w r i t t e n  was— t h a t  I c o u l d n ' t  
make up my mind whether t o  go a t  i t  or n o t ,  and th e  man behind 
me shouted "go on i f  y o u ' r e  g o i n g , "  so I f e l t  f l u s t e r e d  and l e t  
Harkaway rush  a t  i t  anyhow and then  je rked  h i s  mouth j u s t  as  he 
was ta k in g  o f f ,  and he d i d n ' t  r e a l l y  f a l l ,  but only pecked 
badly and chucked me over h i s  head .  . .  .  (^FHM. 191)

Such was t h e  impermanent f a b r i c  as  i t  un fo lded :  memory enchan ts
even th e  d i l a t o r y  l i t t l e  t r a i n  journey  which c a r r i e d  my ex p ec tan t  
s i m p l i c i t y  in to  th e  f r e s h n e s s  o f  a country  seen  f o r  the  f i r s t  
t im e .  All  t h e  sanguine  guesswork of  youth i s  t h e r e ,  and the  
s i l l i n e s s ;  a l l  t h e  nove l ty  o f  be ing  a l i v e  and impressed by th e  
urgency of  tremendous t r i v i a l i t i e s .  (MFHM. 194)

Thus, in a cc e p t in g  th e  i n f a l l i b i l i t y  of  t h e  n a r r a t o r ' s  in fo rm a t io n ,  

th e  r e a d e r  a l s o  unconsc ious ly  a c c e p t s  th e  " r i g h t n e s s "  o f  h i s  a t t i t u d e s  as 

w e l l .  In t h i s  way, th e  norms of  t h e  n a r r a t i v e  become th o se  of t h e  mature 

George.  By ju x ta p o s in g  t h e s e  matu re  a t t i t u d e s  w i th  G eorge ' s  immature ones.
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Sassoon he lps  t h e  r e a d e r  see th e  f o l l y  o f  George ' s  e a r l y  v a l u e s .  Thus,  

th e  p o in t  of view makes th e  change in G eo rg e ' s  thought seem not only 

c r e d i b l e  but d e s i r e a b l e .

Sup p o r t in g  t h i s  e f f e c t  a r e  the  v a r io u s  d i s t a n c e s  in the  n a r r a t i v e .  

The mature  George i s  mora l ly  as  well  as  tem pora l ly  removed from h i s  

younger s e l f .  The d i f f e r e n c e ,  of c o u r s e ,  i s  the  se l f -know ledge  and 

s p i r i t u a l  m a t u r i t y  ga ined  through h i s  change of  th o u g h t .  This  d i s t a n c e  

is  r e f l e c t e d  in the  n a r r a t o r ' s  commentary:

Except f o r  t h e  l e t t e r s  w r i t t e n  t o  me by Mr. Pennet I have 
no documentary ev idence  concern ing  t h e  young man who was 
e x i s t i n g  under my name in t h e  summer a f t e r  I l e f t  Cambridge.
. . .  In t h e s e  days they would be t y p e w r i t t e n ;  but in those  
days they  were f a i r - c o p i e d  by a c l e r k ,  and the  s l a n t i n g  
c a l l i g r a p h y  h e lp s  me to  r e c a p tu r e  my faded s e l f  as  I was when 
I a p p re h en s iv e ly  e x t r a c t e d  them from t h e i r  enve lopes .  (MFHM. 82)

I t  was d i f f i c u l t  t o  b e l ie v e  t h a t  t h e  m is ty  autumn mornings ,  
which made me f r e e  o f  those  well-known woods and farms and 
downs, were s im u l tan eo u s ly  shedding  an i r r e l e v a n t  b r i g h t n e s s  
on t h e  Ypres S a l i e n t  and on Joe  D o t t r e l  I r i d i n g  w e a r i l y  back 
w ith  th e  r a t i o n - p a r t y  somewhere n e a r  Plug S t r e e  Wood. I 
d o n ' t  t h i n k  I cou ld  see  i t  q u i t e  l i k e  t h a t  a t  t h e  t im e .
What I am w r i t i n g  now is  th e  r e s u l t  o f  a b i r d ' s - e y e  view of 
th e  p a s t ,  and th e  cub-hun t ing  s u b a l t e r n  I see  t h e r e  i s  p a r t  
of  th e  " s e l f i s h  wor ld"  to  which h i s  a t t e n t i o n  had been 
drawn. (MiO. 137)

I would t a l k  about some well-known person  as  i f  I knew him 
q u i t e  well  in s t e a d  of  having only met him once.  S in ce  then 
I have e n t i r e l y  a l t e r e d  my p ro ced u re ,  and when in doubt I 
p re tend  to  know l e s s  than I r e a l l y  do .  (SP, 34]

Thus th e  mature  George consc ious ly  c r e a t e s  a d i s t a n c e  between h im se l f  and

h i s  younger s e l f .  Moreover,  the  s e l f - c o n s c i o u s  n a r r a t o r  c r e a t e s  a d i s t a n c e

between young George and th e  r e a d e r .  The n a r r a t o r ' s  comments shape and

guide th e  r e a d e r ' s  a t t i t u d e  toward George; as  the  r e a d e r  i n c r e a s i n g l y

a c c e p t s  th e  n a r r a t o r ' s  r e l i a b i l i t y  and s e n s e s  the  p r e v i o u s l y  d e sc r ib e d

d i s t a n c e ,  h i s  own d i s t a n c e  from George i n c r e a s e s .  However, as  the  s t o r y
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p ro g re s se s  and the  change in thought o c c u r s ,  both  George and the  reader  

move toward t h e  n a r r a t o r ’ s p o s i t i o n ;  George,  in t h a t  he i s  becoming 

what the  n a r r a t o r  ï^; th e  r e a d e r ,  in t h a t  he adopts  more and more of the  

n a r r a t o r ’s a t t i t u d e .  Thus,  as  young George and the  r e a d e r  both move 

toward th e  n a r r a t o r ’ s p o s i t i o n ,  th e  r e a d e r ’s d i s t a n c e  from young George 

the reby  d e c r e a s e s .  The r h e t o r i c a l  e f f e c t s  o f  t h i s  m a n ip u la t io n  of 

d i s t a n c e  a r e  s u b t l e  but important in S a s so o n ’s v a l i d a t i o n  o f  h i s  theme: 

having accep ted  the  mature  George’s norms, t h e  r e a d e r  more r e a d i l y  

approves  t h e  change in young George’s th o u g h t ,  as  the  d i s t a n c e  between 

the  p r o t a g o n i s t  and h im se l f  d e c r e a se s .

With t h e se  r h e t o r i c a l  e f f e c t s  o p e r a t i v e ,  to e  p o in t  of  view i t s e l f

is  a major  means of emphasiz ing th e  change of  thought and v a l i d a t i n g  th e

theme. Throughout th e  sequence ,  the  n a r r a t o r  d e sc r ib e s  George’ s a c t i o n

and a t t i t u d e s ;  however, l e s t  th e  r e a d e r  m is tak e  t h e i r  impor t ,  he a l so

e v a lu a t e s  them through h i s  commentar ies.  In t h i s  way, t h e  n a r r a t o r  shows

George’s c h a r a c t e r  and, more impor tan t ,  r e v e a l s  t h a t  th e  o r i g i n a l  s t a s i s

of George’s thought is  based upon f a l s e  v a l u e s .  He shows t h a t  George i s

immature and t h o u g h t l e s s :

I f  I ever  thought of myself  as  a man of  t h i r t y - f i v e  i t  was a 
v i s u a l i z a t i o n  of d re a ry  d e c r e p i tu d e .  The word m a t u r i t y  had no 
meaning f o r  me. I d id  not a n t i c i p a t e  t h a t  I should  become 
d i f f e r e n t ; I should  only become o l d e r .  I cannot p r e te n d  t h a t  
I a s p i r e d  to  growing w i s e r .  I merely l i v e d . And in t h a t  
c o n d i t i o n  I d r i f t e d  from day to  day.  Ig n o ran t ly  u n q u a l i f i e d  to  
r e g u l a t e  th e  human mechanism which I was in charge o f ,  my s e l f -  
p r o t e c t i v e  i n s t i n c t s  were c o n t i n u a l l y  be ing  c o n t r a d i c t e d  by my 
spon taneous ly  c a p r i c i o u s  behav iour .  (MFHM. 87-88)

His a s p i r a t i o n s  a re  t r i v i a l :

The mental  c o n d i t i o n  of  an a c t i v e  young man who asks  
no th in g  more of  l i f e  than  twelve hundred a year  and fo u r  days 
a week w i th  the  P a c k le s to n e  i s  perhaps  not easy to  de fend .
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I t  looks r a t h e r  p a l t r y  on p a p e r .  Tha t ,  however, was my own 
mental p o s i t i o n ,  and I saw n o th in g  s t r a n g e  in i t .  . . .
(ITHM, 265)

His knowledge of p o l i t i c a l  r e a l i t i e s  i s  s u p e r f i c i a l ;

S o c i a l i s t s ,  f o r  me, began and ended in Hyde P a rk ,  which was 
q u i t e  a harmless  p la ce  fo r  them t o  fu n c t io n  in .  And I a s su red  
Denis t h a t  whatever  t h e  newspapers might say ,  th e  Germans 
would never  be a llowed to  a t t a c k  u s .  O f f i c e r s  a t  the  b a r rack s  
were only an ornament;  war had become an i m p o s s i b i l i t y .  I had 
sometimes thought  w i th  h o r r o r  o f  c o u n t r i e s  where they had 
c o n s c r i p t i o n  and young men l i k e  m yse l f  were fo rced  to  s e rve  
two y ea r s  in t h e  army whether t h e y  l iked  i t  o r  n o t .  Two y e a r s  
in th e  army! I should  have been a s to n i sh e d  i f  I ' d  been t o l d  
t h a t  s o c i a l i s t s  opposed c o n s c r i p t i o n  as v i o l e n t l y  as  many fox
hunt ing  men suppor ted  th e  conven t ion  of s o l d i e r i n g .  (MFHM,
269-270)

His  p u r s u i t  o f  s o c i a l  s u p e r i o r i t y  i s  f o o l i s h :

As f o r  t h e  P ack les to n e  people  and t h e i r  London season— 
w e l l ,  i t  is  j u s t  p o s s i b l e  t h a t  th e y  w e re n ' t  q u i t e  as  b r i l l i a n t  
as I imagined. A sco t ,  ' L o r d ' s , '  a few dances and t h e a t r e s ,  
du l l  d i n n e r - p a r t i e s ,  one or  two v i s i t s  to  t h e  Opera— t h a t  
was about a l l .  S ince  I have grown o ld e r  I have heard the  
hollow echoes in t h a t  s o c i a l  a p p a r a t u s ;  but a t  t h e  t ime I was 
only aware t h a t  i t  was an a p p r o p r i a t e  sequel t o  th e  smoothly 
moving scene  in which I was in v o lv ed .  (MFHM, 286)

Thus the  n a r r a t o r ' s  comments make c l e a r  t h a t  G eorge ' s  b e l i e f s  and h i s

p l a s t i c i t y  t o  s o c i a l  p r e s s u r e s  a r e  o f  no t r u e  m e r i t .

The n a r r a t i v e  commentary a l s o  t r a c e s  G eorge ' s  d i s i l l u s i o n m e n t .

The n a r r a t o r  makes c l e a r  t h a t  t h e  c a u se s  of  G eorge ' s  lo ss  of  b e l i e f  a re

j u s t .  The matu re  George s t i l l  b e l i e v e s  t h a t  th e  war v ic t im iz e d  men*

V i s u a l i z i n g  t h a t  f o r l o r n  crowd o f  khaki f i g u r e s  under the  
t w i l i g h t  of  t h e  t r e e s ,  I can b e l i e v e  t h a t  I saw th e n ,  fo r  
the  f i r s t  t im e ,  how b l i n d l y  War d e s t r o y s  i t s  v i c t i m s .  The 
sun had gone down on my own r e c k l e s s  b r a n d i s h in g s ,  and I 
unders tood th e  doomed c o n d i t i o n  o f  t h e se  h a l f - t r a i n e d  c i v i l i a n s  
who had been s e n t  up t o  a t t a c k  t h e  Wood. (MIO, 94)

The h o r r o r s  s t i l l  a f f e c t  him:

At t h e  r i s k  of  be ing thought squeamish or even u n s o l d i e r l y ,
I s t i l l  m a in ta in  t h a t  an o rd in a r y  human being has a r i g h t  to
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a f t e rn o o n  walk,  a l th o u g h  people  w i th  sound common sense  
can always r e f u t e  me by say ing  t h a t  l i f e  i s  f u l l  o f  grew- 
some s i g h t s  and v i o l e n t  c a t a s t r o p h e s .  But I am no b e l i e v e r  
in w i ld  d e n u n c ia t i o n s  o f  the  War; I am merely d e s c r ib in g  
my own e x p e r ien c e s  o f  i t ;  and in 1917 I was only beg inn ing  
t o  lea rn  t h a t  l i f e ,  f o r  the  m a j o r i t y  o f  th e  p o p u la t i o n ,  is  
an un love ly  s t r u g g l e  a g a in s t  u n f a i r  odds ,  cu lm in a t in g  in a 
cheap f u n e r a l .  (MIO. 201)

And th e  war- t ime p r o f i t e e r i n g  and c i v i l i a n  hypocr isy  s t i l l  anger  him:

Evidences  of  c i v i l i a n  c a l l o u s n e s s  and complacency were 
p l e n t i f u l ,  f o r  t h e  t h r i f t l e s s  l i c e n s e  o f  war-t ime behav ior  
was an unavo idab le  s p e c t a c l e  . . .  Watching the  g u z z l e r s  
in t h e  Savoy . . .  I nour ished  my r i g h t e o u s  h a t r e d  o f  them, 
an a th em a t iz in g  t h e i r  a p p e t i t e s  w i th  t h e  i n to l e r a n c e  of 
youth  which made me unable  t o  r e a l i z e  t h a t  c o m fo r t - lo v in g  
people  a r e  o b l ig ed  t o  avoid  se l f -know ledge— e s p e c i a l l y  when 
t h e r e  is  a war on .  But I s t i l l  b e l i e v e  t h a t  in 1917 th e  
i d l e ,  empty-headed, and f r i v o lo u s  i n g r e d i e n t s  o f  S o c ie ty  
were having a t o l e r a b l y  good t im e ,  w h i le  th e  o f f i c i o u s  were 
be ing  made s e l f - i m p o r t a n t  by n i c e l y  graded degrees  o f  un i
formed war-emergency a u t h o r i t y .  F o r  middle -aged pe rsons  
who faced th e  War b l e a k l y ,  l i f e  had become unbearab le  un le ss  
they  persuaded them se lves  t h a t  th e  s l a u g h t e r  was wor th  w h i le .
(MIO. 280-281)

N e v e r t h e l e s s ,  w h i l e  s t i l l  s u p p o r t i n g  th e  c a u s e s ,  th e  n a r r a t o r  

u n d e rc u t s  t h e  immature G eorge ' s  reasons  fo r  making h i s  p r o t e s t .  He shows 

t h a t  th e  young George a c te d  w i thou t  f u l l  knowledge or wisdom:

Although I have s t a t e d  t h a t  a f t e r  my f i r s t  few days in 
h o s p i t a l  I "began t o  t h i n k , "  I cannot  c la im  t h a t  my though ts  
were c l e a r  or  c o n s i s t e n t .  I d id ,  however, become d e f i n i t e l y  
c r i t i c a l  and i n q u i r i n g  about the  War. While f e e l i n g  t h a t  my 
in f a n t r y  e x p e r ien c e  j u s t i f i e d  t h i s ,  i t  d id  not occur  t o  me t h a t  
I was by no means f u l l y  informed on th e  s u b j e c t ,  in f a c t  I 
g e n e r a l i z e d  i n t u i t i v e l y ,  and was no t  u n l ik e  a young man who sud
denly  loses  h i s  b e l i e f  in r e l i g i o n  and s t an d s  up to  t e i i  the  
Universa l  Being t h a t  He d o e s n ' t  e x i s t ,  adding t h a t  i f  He does.
He t r e a t s  t h e  world  very u n j u s t l y .  (MIO. 241)

At t h e  moment when George dec ides  t o  make h i s  p r o t e s t ,  t h e  n a r r a t o r  d e f l a t e s

h i s  en thus iasm  w i th  i r o n i c  humor:

But ley was too  buzz ing  and l e i s u r e l y  a background f o r  my 
mercurial  s t a t e  o f  mind; so I s t a y e d  in London f o r  a n o th e r
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f o r t n i g h t ,  and dur ing  t h a t  p e r io d  my mental  inqu ie tude  
achieved some s o r t  of c l im a x .  In f a c t  I can s a f e l y  say 
t h a t  my ag g rega ted  e x a s p e r a t i o n s  came t o  a head; and, n a t u r a l l y  
enough, t h e  head was my own. (MIO. 269)

Then, when George defends h i s  p r o t e s t  t o  Cromlech, the  n a r r a t o r  r e v e a l s

h i s  t r u e  Ignorance  of the  war:

N e i the r  o f  us had th e  h a z i e s t  idea o f  what the  p o l i t i c i a n s  
were r e a l l y  up t o  (though i t  i s  p o s s i b l e  t h a t  the  p o l i t i c i a n s  
were only f e e l i n g  t h e i r  way and t r u s t i n g  in prov idence  and 
the  ou tpu t  o f  muni t ions  t o  s o lv e  t h e i r  p ro b lem s) .  Never the 
le ss  we argued a s  though th e  s e c r e t  c o n f a b u l a t i o n s  of C ab ine t  

M i n i s t e r s  in va r ious  c o u n t r i e s  were as c l e a r  a s  d a y l ig h t  to  
us ,  and our  assumption was t h a t  they  were a l l  wrong, wh i le  
we, who had been in th e  t r e n c h e s ,  were f a r - s e e i n g  and i n f a l 
l i b l e .  (MIO. 312-318)

Thus the  m ature  George shows t h a t  w i th  v a l i d  cause  but i n s u f f i c i e n t  under

s t an d in g  of  l i f e  or se l f -k n o w led g e ,  h i s  i r r a t i o n a l  p r o t e s t  i s  doomed to 

f a i l u r e .  C onsequent ly ,  the  young George becomes d i s i l l u s i o n e d  w i th  every

t h i n g ,  in c lu d in g  h im se l f .

However, the  n a r r a t o r  shows a v a l i d  change o ccu r r in g  a t  S l a t e f o r d .  

In r e t r o s p e c t ,  t h e  mature George s ee s  t h a t  th e  major  cause o f  h i s  change

of  thought was th e  in f lu en ce  o f  R iv e r s :

What t h e  p o l i t i c i a n s  s a i d  no longer m a t t e r s ,  as  f a r  as  t h e s e  
memoirs o f  mine a re  concerned ,  though I would give  a l o t  f o r  a 
few gramophone reco rd s  o f  my t a l k s  w i th  R i v e r s .  All  t h a t  
m a t t e r s  i s  my remembrance o f  t h e  g r e a t  and good man who gave 
me h i s  f r i e n d s h i p  and gu id an ce .  (SP, 10)

In l a t e r  y e a r s ,  whi le  muddling on toward m a t u r i t y ,  I have made 
i t  my b u s in e s s  t o  f in d  ou t  a l l  I can about t h e  mechanism of  my 
spontaneous  behav iour ;  bu t  I cannot be s u r e  how f a r  I had ad
vanced in t h a t  a r t — o r  s c i e n c e — in 1917. I can only su g g es t
t h a t  my d e f i n i t e  approach t o  mental  m a t u r i t y  began w i th  my 
c o n tac t  w i th  the  mind o f  R i v e r s .  (SP, 32)

My t a l k s  w i th  R ive rs  had in c reased  my awareness  of  th e  l im i 
t a t i o n s  o f  my prewar l i f e .  He had shown t h a t  he b e l i e v ed  me 
to  be c ap a b le  of a ch ie v in g  something u s e f u l .  He had s e t  me 
on th e  r i g h t  road and made me fe e l  t h a t  i f  t h e  War were t o  
end to-morrow, I should  be s t a r t i n g  on a new l i f e ' s  journey
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in which p o i n t - t o - p o i n t  r a c e s  and c r i c k e t  matches wouid no 
longer be supremely important  and a s t r en u o u s  e f f o r t  must be 
made t o  t ak e  some small  sh a re  in th e  r e a l  work of  th e  wor ld .
(SP, 57)

I had s a i d  good-bye to  R iv e r s .  S h u t t i n g  the  door o f  h i s  room 
f o r  th e  l a s t  t im e ,  I l e f t  behind me someone who had heiped and 
unders tood me more than  anyone I had ever  known. Much as  he 
d i s l i k e d  speed ing  me back to  t h e  t r e n c h e s ,  he r e a l i z e d  t h a t  i t  
was my only  way o u t .  And th e  longer  I l i v e  t h e  more r i g h t  I 
know him t o  have been . (SP, 67)

Thus the  mature  George r e a l i z e s  t h a t ,  though R ive rs  e x e r t e d  no o v e r t

p r e s s u r e  upon him, he had led him to  va iue  h im se l f  as  an i n d i v i d u a l .

At t h i s  p o in t  in th e  sequence,  Sassoon employs a v a r i a t i o n  of

t h e  s e l f - c o n s c i o u s  n a r r a t o r :  George ' s  d i a ry  e n t r i e s  o f  h i s  d u t i e s  in

P a l e s t i n e  and h i s  r e t u r n  t o  F ran ce .  Though th e se  e n t r i e s  do not s h i f t

t h e  n a r r a t o r ' s  p e r so n ,  they do s h i f t  t o  t h e  p re s en t  t e n s e .  This  s h i f t

g iv e s  an immediacy t o  t h e  c r u c i a l  p e r io d  whi le  George i s  t e s t i n g  h i s

c h o ice  and f in d i n g  i t  v a l i d .  Through h i s  e f f o r t s  t o  become an e f f i c i e n t

company commander, George r e g a in s  h i s  s e l f - c o n f i d e n c e :  "The f e e l i n g  t h a t

they  ^ i s  men/ l i k e  and t r u s t  me ' g i v e s  me new i n s i d e . ' "  (SP, 176)

Yet he s t i l l  r e s e n t s  t h e  war and s t r u g g l e s  to  gain  se l f -know ledge :

I have never  been h e a l t h i e r  in body than  I am now. But under 
t h a t  mask of p hys ica l  f i t n e s s  t h e  mind s t r u g g l e s  and r e b e l s  
a g a i n s t  be ing  denied i t s  r i g h t s .  The mechanical  s t u p i d i t y  of 
i n f a n t r y  s o l d i e r i n g  is  th e  a n t i t h e s i s  of i n t e l l i g e n t  t h i n k i n g .
(SP, 194)

Such comments, c a s t  in d i a r y  form, a lmost have th e  in timacy and immediacy 

of  d i r e c t  thought r e v e l a t i o n .  Through t h i s  v a r i a t i o n  o f  po in t  o f  view, 

Sassoon i n t e n s i f i e s  t h e  impact of  G eo rg e ' s  s t r u g g l e  t o  prove h i s  cho ice  

c o r r e c t .

In t h e  f i n a l  s e c t i o n ,  however, Sassoon r e t u r n s  t o  t h e  mature  

George as n a r r a t o r  in o rd e r  t o  r e g a in  th e  r h e t o r i c a l  e f f e c t  of h i s  r e l i 

a b i l i t y .  A f t e r  he i s  wounded, young George t e m p o ra r i ly  d e s p a i r s  and r a i l s
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a g a i n s t  h i s  p a s t  and s o c i e t y  In g e n e r a l :

Yes; my mind was in a muddle; and i t  seemed t h a t  I had 
learned  but one th in g  from being a s o l d i e r — t h a t  i f  we c o n t in u e  
to  accep t  war as  a s o c i a l  i n s t i t u t i o n  we must a l s o  r e c o g n ize  
t h a t  t h e  P r u s s i a n  system is  the  b e s t ,  and P r u s s i a n  m i l i t a r i s m  
must be t a u g h t  t o  c h i l d r e n  in s c h o o l s .  They must be t a u g h t  t o  
o f f e r  t h e i r  f i n e s t  i n s t i n c t s  fo r  e x p l o i t a t i o n  by the  u n p i t y i n g  
machinery of  s c i e n t i f i c  w a r f a r e .  And they  must not be a llowed 
t o  ask why they a re  doing i t .  (SP. 244)

But with  R ivers*  a r r i v a l ,  George ga ins  c l a r i t y  of thought and a f f i r m s  h i s  

c h o ice :

He d id  not t e l l  me t h a t  I had done my b e s t  to  j u s t i f y  h i s  
b e l i e f  in me. He mere ly  made me fe e l  t h a t  he took  a l l  t h a t  
fo r  g ra n t e d ,  and now we must go on t o  something b e t t e r  s t i l l .
And t h i s  was th e  beg inn ing  of  the  new l i f e  toward which he had 
shown me th e  w a y . . . .  (SP. 245. Sassoon*s unspaced e l l i p s e s . )

Thus,  th rough h i s  comments t h e  mature  George r e v e a l s  the  f o o l i s h  va lues  

held  in th e  o r i g i n a l  s t a s i s  o f  h i s  t h o u g h t ,  s u p p o r t s  the  c au se s  but r e j e c t s  

the  i r r a t i o n a l i t y  of  h i s  p r o t e s t ,  shows t h e  tu rm oi l  in h i s  mind as  h i s  

a t t i t u d e s  change , and then  r e v e a l s  the  n a t u r e  of  the  new s t a s i s  of h i s  

th o u g h t .  In t h i s  way, S a s s o o n ' s  po in t  o f  view emphasizes bo th  the  sequen

t i a l  development and th e  s i g n i f i c a n c e  of t h e  n a r r a t e d  change of t h o u g h t .

The p o in t  of  view s t r e s s e s  the  s e q u e n t i a l  development in s t i l l

a n o th e r  way. Throughout th e  sequence,  t h e  n a r r a t o r  c o n s i s t e n t l y  uses  a

metaphor t o  d e s c r ib e  h i s  l i f e — t h a t  of i t s  be ing  a jou rney :

The A pr i l  morning, as  I see  i t  now, symbol ized a s t a g e  which 
I had then  reached in my e a r t h l y  p i l g r i m a g e .  (MFHM. 211)

He had s e t  me on th e  r i g h t  road and made me f ee l  t h a t  i f  the  
war were t o  end to-morrow I should  be s t a r t i n g  on a new l i f e ' s  
jo u rn ey .  . .  .  (SP. 57)

I t  has been a long journey  from t h a t  moment t o  t h i s ,  when 
I w r i t e  th e  l a s t  words of  my book. (SP. 245)

Though a conven t iona l  t r o p e ,  th e  metaphor n e v e r t h e l e s s  s u g g e s t s  a p ro g r e s 

s iv e  movement. I t  t h e r e f o r e  r e i n f o r c e s  t h e  c h ro n o lo g ica l  s t r u c t u r e  of the
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sequence ;  more im p or tan t ,  i t  emphasizes the  s i g n i f i c a n c e  o f  the  movement 

whereby the  imnature George of  then  becomes th e  matu re  George speaking  

now. This  movement i s  doubly s t r e s s e d  in the  t i t l e  of  th e  l a s t  volume 

o f  t h e  sequence: S h e r s t o n ' s  P r o g r e s s , w ith  i t s  echoes of  P i I g r i m ' s

P r o g r e s s , shows George seek ing  and ga in ing  a m o ra l ly  b e t t e r  and h a p p ie r  

I i f e .

In y e t  one f u r t h e r  way does the  p o in t  of  view f u n c t i o n :  having

emphasized and e v a lu a te d  t h e  change of  th o u g h t ,  t h e  mature George h im se l f  

e x i s t s  as p roo f  o f  i t s  v a l i d i t y .  He has ga ined  t h e  s e l f - r e s p e c t  he so 

e a g e r ly  sough t ,  ga ined  i t  not by s a t i s f y i n g  o t h e r s  but by meet ing h i s  own 

g o a l s .  Now, from h i s  mature p e r s p e c t i v e ,  he can look back and see  t h e  

f o l l y  of  h i s  you th :

I t  w i l l  have been observed t h a t ,  in th e  c o u r se  of  my c a r e e r  
as a spor tsman ,  I was never a b le  t o  b e l i e v e  t h a t  I could  do a 
t h i n g  u n t i l  I had done i t .  . . .  As I remember and w r i t e ,  I 
g r i n ,  but not unk ind ly ,  a t  my d i s t a n t  and c a l lo w  s e l f  and the  
a b s u r d i t i e s  which c o n s t i t u t e  h i s  c h r o n i c l e .  To my mind th e  only 
t h i n g  t h a t  m a t t e r s  is  the  r e s o l v e  to  do something . (MFHM. 199}

Having chosen s e l f - d i r e c t i o n  and h i s  cho ice  having proven s a t i s f a c t o r y

and " r i g h t , "  th e  mature  George can now revea l  h i s  human weaknesses and

hard-won s t r e n g t h s .  I t  i s  toward t h i s  goal t h a t  he s t a t e s  t h e  purpose  of

h i s  book; *to show myself  as I am now in r e l a t i o n  t o  what I was du r ing

t h e  War."  (SP. 47) From G eorge ' s  p e r s p e c t i v e ,  t h e  memoirs a s  a whole

become the  f i n a l  v a l i d a t i o n  of  h i s  c h o ic e ;  they e x i s t  as t a n g i b l e  evidence

o f  t h e  s a t i s f a c t o r i n e s s  and d u r a b i l i t y  o f  h i s  change of  th o u g h t .

Thus,  th rough  th e  sequence,  Sassoon uses  h i s  po in t  of  view as  a 

m a jo r  means of a ch ie v in g  h i s  fo u r  nece ssa ry  g o a l s :  th rough t h e  s e l f -

con sc io u s  n a r r a t o r  t e c h n i q u e ,  he ju x tap o ses  th e  mature  George 's  p r e s e n t  

a t t i t u d e s  with  t h o s e  of  th e  immature George; in t h i s  way, he gu ides  th e
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r e a d e r ' s  responses  t o  t h e  p r o ta g o n i s t  and a c t i o n ,  e v a lu a t e s  George 's  

c h a r a c t e r  and a t t i t u d e s ,  emphasizes t h e  v a r io u s  s t e p s  in th e  th e m a t i 

c a l l y  important change of  though t ,  and a f f i r m s  the  v a l i d i t y  of the  

change .

In summary. The Memoirs of George Shers ton  c o n ta in s  t h r e e  

s e p a r a t e  volumes which c o n s t i t u t e  a s i n g l e  whole s t r u c t u r e ,  from 

which a s in g l e  p r i n c i p a l  theme emerges.  Both theme and s t r u c t u r e  

t a k e  shape from S a s s o o n ' s  handling of f i c t i v e  t ime and po in t  of view: 

t h e  c h ro n o lo g ic a l  p r e s e n t a t i o n  of con t iguous  t ime spheres  most lo g i 

c a l l y  demonst ra tes  t h e  p rocess  of an e v o lu t i o n  of thought from o r i g i n a l  

s t a s i s  through change t o  a new s t a s i s  and i t  a l lows a mass ive p a r t i c u 

l a r i z a t i o n  of even ts  t o  v a l i d a t e  th e  change; t h e  s e l f - c o n s c i o u s  n a r r a 

t o r  p o in t  of view r e s t r i c t s  th e  development of  independent su b p lo t s  

but i t  pe rmits  c e r t a i n  r h e t o r i c a l  e f f e c t s  whereby th e  n a r r a t o r ' s  

comments f u r t h e r  emphasize and v a l i d a t e  t h e  t h e m a t i c a l l y  s i g n i f i c a n t  

change of  th o u g h t .  Thus ,  S assoon 's  hand l ing  of  f i c t i v e  t ime and p o in t  

of view de termines  t h e  form of h i s  sequence nove l .

The Clayhanger T r i lo g y  

Arnold  B e n n e t t ' s  C layhanger t r i l o g y  r e p r e s e n t s  a t h i r d  p a t t e r n  found 

among sequence n o v e l s :  th e  t ime sp h e res  w i th in  th e  s e p a r a t e  volumes

a r e  p re sen ted  synchronously  from an omnisc ient t h i r d - p e r s o n  po in t  of 

view.

36 37The sequence c o n s i s t s  of t h r e e  volumes.  C layhanger , th e
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f i r s t  volume, focuses upon Edwin Clayhanger,  h i s  a s p i r a t i o n s ,  h i s  

s t r u g g l e s  w i th  h i s  domineering f a t h e r ,  and h i s  sea rch  fo r  independence 

and happ iness .  Hi Ida Lessways,^^  cover ing  e s s e n t i a l l y  th e  same time 

span as t h e  f i r s t ,  focuses  upon H i ld a ,  he r  romantic  i l l u s i o n s ,  he r

shocking d i s i l l u s i o n m e n t ,  and he r  s t r u g g l e s  t o  r e t a i n  he r  human d i g n i t y .  

These Twain.^ ^  resuming a c h ro n o lo g ica l  p r o g r e s s i o n ,  t r a c e s  Edwin 's 

and H i l d a ' s  e f f o r t s  t o  make t h e i r  marr iage  a s u c c e s s .  From t h e s e  volumes

emerges B e n n e t t ' s  genera l  theme: th e  c i rcum stances  of l i f e  sometimes

shape a person  c o n t r a r y  t o  h i s  w ishes ;  c o n se q u e n t ly ,  such a pe rson  can 

achieve  happiness  only through a compromise between h i s  w ishes  and 

c i rcumstances .

Clayhanger i s  by f a r  th e  longest  and most complexly s t r u c t u r e d  

of  th e  sequence .  A b r i e f  a n a l y s i s ,  however, w i l l  reveal i t s  bas ic  

formal p a t t e r n .

Clayhanger t r a c e s  Edwin 's  quest  fo r  independence and hap p in ess ;  

more impor tant t h e m a t i c a l l y ,  i t  d e p i c t s  how Edwin 's  c h a r a c t e r  i s  shaped 

by and responds t o  t h e  c i rcu m stan ces  of a domineer ing f a t h e r  and a 

f r u s t r a t e d  love a f f a i r .  S t r u c t u r a l l y ,  the  volume k n i t s  t o g e t h e r  two 

d i s t i n c t  p lo t  l i n e s :  t h e  f i r s t  concerns  Edwin 's  c a r e e r  and h i s  r e l a 

t i o n s h i p  w i th  D ar ius ;  t h e  second,  Edwin's r e l a t i o n s h i p  w i th  H i ld a .  These 

two p l o t - 1 i n e s  a re  a lmost comple te ly  independent of each o t h e r :  the

only  major connec t ions  between them a re  th e  c e n t r a l  c h a r a c t e r  of Edwin and 

t h e i r  s i m i l a r  them at ic  s i g n i f i c a n c e .  In t h e  fo llowing a n a l y s i s ,  th e  f i r s t
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p l o t  Is  d e s ig n a te d  P l o t  D; t h e  second.  P l o t  H.

Gen era l  I n t r o d u c t i o n ; though ignoran t  of  the  world and 
though h i s  c h a r a c t e r  i s  unformed, Edwin f e r v e n t l y  
d e s i r e s  t o  p e r f e c t  h im s e l f .

He d e s i r e d — and t h e r e  was r e a l  p a s s io n  in 
h i s  d e s i r e — t o  do h i s  b e s t ,  t o  exhaus t  him
s e l f  in doing h i s  b e s t ,  in l i v in g  accord ing  
to  h i s  co n sc ie n ce .  He d id  not know of  what 
he was cap a b le ,  nor  what he could  a c h ie v e .  
Achievement was not t h e  m a t t e r  o f  h i s  d e s i r e ;  
but endeavour,  honest  and t e r r i f i c  endeavour.

He was honouring t h e  world;  he was 
paying  th e  f i n e s t  homage t o  i t .  In t h a t  head 
of h i s  a flame burn t t h a t  was l i k e  an a l t a r -  
f i r e ,  a miracu lous  and b e a u t i f u l  phenomenon, 
t h a t  which no th ing  i s  more m iracu lous  nor  more 
b e a u t i f u l  over t h e  whole e a r t h .  . . .

I t  was s u r p r i s i n g  t h a t  no one saw i t  p a s s in g  
along th e  mean, b la ck ,  smoke-palled  s t r e e t s  t h a t  
huddle  about S t .  L u k e ' s  Church. . . .  Some knew 
t h a t  i t  was 'C l a y h a n g e r ' s  l a d , '  a n ice-behaved  
young gentleman, and t h e  s p i t t e n  image of  h i s  
poor mother .  . . .  But they  could  not see  t h e  
m y s te r io u s  and holy  flame o f  t h e  d e s i r e  f o r  s e l f -  
p e r f e c t i n g  b laz in g  w i th in  t h a t  t o u s l e d  head.
(17-19)

D I n t r o d u c t i o n ; Edwin wants an independent ,  c r e a t i v e  ca 
r e e r  and a l i f e  of h i s  own.

He d id  not wish t o  be any he lp  a t  a l l  t o  h i s  
f a t h e r  in t h e  b u s in e s s .  He had o t h e r  p lan s  f o r  
h i m s e l f .  He had n ev e r  mentioned them b e fo re ,  
because h i s  f a t h e r  had never  t a l k e d  t o  him about 
h i s  f u t u r e  c a r e e r ,  a p p a r e n t l y  assuming t h a t  he 
would go in to  th e  b u s i n e s s .  He had been w a i t in g  
f o r  h i s  f a t h e r  t o  b e g in .  . . .  But h i s  f a t h e r  never  
had begun; and by t i m i d i t y ,  n e g l ig e n c e ,  and p e r 
haps i l l - l u c k ,  Edwin had thus  a r r i v e d  a t  h i s  l a s t  
day a t  school with  t h e  supreme q u e s t io n  not mere ly  
unsolved  but u n a t t a c k e d .  (63)

D D e f i n i t i o n ; Edwin t e l l s  Dar ius  of  h i s  d e s i r e  t o  be an 
a r c h i t e c t :

He looked a t  h i s  f a t h e r  and saw an old  man, 
a man who f o r  him had always been o ld ,  g e n e r a l l y  
h a r s h ,  o f ten  t r u c u l e n t ,  and seldom in d u lg e n t .
He saw an u g ly ,  u n d i s t i n g u i s h e d ,  and somewhat 
v u lg a r  man . .  . ,  a man who had h i s  way by fo rce
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and s c a r c e l y  ever  by argument;  a man whose 
arguments f o r  o r  a g a i n s t  a g iven  c o u r se  were 
simply  p i t i a b l e ,  i f  not d e s p i c a b l e ;  he some
t im es  indeed thought  t h a t  t h e r e  must be a 
p e c u l i a r  t w i s t  in h i s  f a t h e r ' s  b r a in  which 
p reven ted  him from a p p r e c i a t i n g  an adverse  
p o in t  in a d e b a te ;  he had ceased  t o  expect 
t h a t  h i s  f a t h e r  would l i s t e n  t o  r e a so n .  (105-106)

He s a i d ,  f a s t e n i n g  h i s  gaze i n t e n t l y  on th e  
t a b l e :  "You know f a t h e r ,  what I should  r e a l l y
l i k e  t o - b e - n l  should  l i k e  t o  be an a r c h i t e c t . "

I t  was o u t .  He had s a i d  i t .
"Should y e ! "  s a i d  h i s  f a t h e r ,  who a t t a c h e d  

no importance o f  any k ind  t o  t h i s  avowal of  a 
p r e f e r e n c e .  (109)

Here in  l i e s  the  b a s ic  c o n f l i c t  o f  t h i s  p l o t  l i n e :
Edwin 's  d e s i r e  f o r  independence and freedom— fo r  
a l i f e  o f  h i s  own— c l a s h e s  w i th  D a r i u s '  s t r o n g - w i l l e d ,  
t y r r a n i c  domination of  h i s  l i f e .

D C om pl ica t ion : Edwin abandons h i s  hopes of  becoming an 
a r c h i t e c t .  Because Darius  t h in k s  o f  p r i n t i n g  as  a 
sac red  b u s i n e s s ,  he i s  de te rmined t o  c ru sh  Edwin 's  
a m bi t ion .

I t  was t h i s  s a c r e d  b u s in e s s  ( p e r p e t u a l l y  
adored a t  t h e  s e c r e t  a l t a r  in D a r i u s '  h e a r t ) ,  
t h i s  m iracu lous  b u s i n e s s ,  and not a n o th e r ,  t h a t  
Edwin wanted t o  abandon, w i th  s c a r c e l y  a word; 
j u s t  c a s u a l l y !  . . .

And here  was t h e  boy l i g h t l y ,  c h e e k i l y ,  
t a l k i n g  a t  b r e a k f a s t  about 'g o in g  in fo r  a r c h i 
t e c t u r e ' !  . . .  He meant t o  save h i s  b u s in e s s ,  
t o  put h i s  b u s in e s s  b e fo re  a n y th in g .  And he 
would have h i s  own way. He would impose h i s  
w i l l .  And he would have t r e a t e d  argument as  a 
f i n a l  i n s u l t .  All  t h e  heavy, o b s t i n a t e ,  r e l e n t 
l e s s  fo rce  of  h i s  i n d i v i d u a l i t y  was now channe l led  
in one tremendous i n s t i n c t .  (171-173)

Consequent ly ,  Dar ius  c o l d l y  and b r u t a l l y  r e j e c t s  
Edwin's p l e a s  t o  s tudy  a r c h i t e c t u r e .  Edwin, unable  
t o  r e s i s t  h i s  f a t h e r ,  t h e r e f o r e  r e s i g n s  h im se l f  t o  
becoming a p r i n t e r .

He saw how f a n t a s t i c  was th e  whole s t r u c t u r e  
of  h i s  hopes .  He wondered t h a t  he had ever  conce ived  
i t  even w i ld ly  p o s s i b l e  t h a t  h i s  f a t h e r  would consen t  
t o  a r c h i t e c t u r e  as  a c a r e e r !  To ask  i t  was t o  ask
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ab su rd ly  too much of f a t e .  He demolished ,  w i th  
v i o l e n t  and r e s e n t f u l  impulse ,  the  s t r u c t u r e  of 
h i s  hopes;  stamped on i t  a n g r i l y .  He was b e a te n .  
What cou ld  he do? He cou ld  do no th ing  a g a i n s t  
h i s  f a t h e r .  He cou ld  no more change h i s  f a t h e r  
than  th e  course  o f  a r i v e r .  He was b e a te n .  (174)

H I n t r o d u c t i o n ; Seven y ea r s  l a t e r ,  Edwin i s  now re s ig n e d  
t o  be ing  a p r i n t e r ,  bu t he i s  s t i l l  unhappy.

He h o n e s t l y  thought  he had recovered from th e  
c a t a s t r o p h e  u n d i s f i g u r e d ,  even unmarked. He 
knew not t h a t  he would n e v e r  be th e  same man 
a g a in ,  and t h a t  h i s  l i g h t e s t  g e s t u r e ,  and h i s  
l i g h t e s t  g lance  were touched w i th  the  w i s t f u l n e s s  
of  h i s  r e s i g n a t i o n .  He had f r an k ly  acc e p ted  th e  
f a t e  of a p r i n t e r .  . . .

i t  was the  empt iness  o f  th e  record  of h i s  
p r i v a t e  l i f e  t h a t  he condemned. What had he done 
f o r  h im s e l f ?  Nothing l a r g e !  Nothing h e r o i c  and 
imposing! He had meant t o  pursue  c e r t a i n  d e f i n i t e  
c o u r s e s  of  s tu d y ,  t o  become th e  p o s se s s o r  of 
c e r t a i n  d e f i n i t e  groups o f  books,  t o  c o n t in u e  h i s  
drawing and p a i n t i n g ,  t o  p r a c t i s e  t h i s ,  t h a t ,  and 
t h e  o t h e r ,  t o  map out a l l  h i s  spare  t im e ,  t o  make 
r u l e s  and keep them,— a l l  t o  t h e  g re a t  end of  
s e l f - p e r f e c t i n g .  He had s a i d :  "What does i t
m a t t e r  whether I am an a r c h i t e c t  o r  a p r i n t e r , —
5 0  long a s  I improve m yse l f  t o  the  bes t  o f  my 
powers?"  . . .

And ye t  he had accomplished n o th in g .  His  
system of  r e a d in g  never  worked f o r  more than  a 
month a t  a t im e .  And f o r  s e v e r a l  months a t  a 
t ime  he simply squandered h i s  sp a re  ho u rs ,  th e  
hours  t h a t  were h i s  very own, in a s o r t  o f  coma 
of  c r a s s  s t u p i d i t y ,  in which he seemed t o  be 
t h i n k i n g  o f  n o th in g  w ha teve r .  He had not made 
any f r i e n d s  whom he cou ld  es teem. He had not 
won any s o r t  of  n o t i c e .  He was remarkable  f o r  
n o th in g .  He was not happy. He was not c o n t e n t .  
(217-218)

Consequen t ly ,  when he meets H i ld a ,  he i s  i n t r i g u e d  
by th e  a i r  o f  mystery and romance which su r rounds  h e r .

The t r a n s f o r m a t io n  in he r  amazed Edwin, who 
cou ld  see  t h e  t e a r s  in h e r  eyes .  The t a b l e a u  of 
t h e  l i t t l e ,  s i l l y  old  man looking up, and H i ld a  
looking down a t  him, w i th  h e r  l i p s  p a r t e d  in a 
heaven ly  i n v i t a t i o n ,  and one gloved hand c a r e s s i n g  
h i s  g re e n i s h - b l a c k  s h o u ld e r  and th e  o t h e r
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m echan ica l ly  ho ld ing  the  p a r a s o l  a l o f t , — t h i s  
t a b le a u  was impr in ted  f o r e v e r  on Edwin 's  mind.
I t  was a v i s i o n  blended in an i n s t a n t  and in  an 
i n s t a n t  d i s s o l v e d ,  but fo r  Edwin i t  remained 
one of  th e  epochal t h in g s  o f  h i s  ex p e r ien c e .
(303)

H ilda  l i s t e n e d  and looked w i th  an e x t r a o r d i n a r y  
a i r  of  sym pathe t ic  i n t e r e s t .  And she was so 
s e r i o u s ,  so a d u l t .  But i t  was th e  q u a l i t y  of  
sympathy, he t h o u g h t ,  t h a t  was h e r  f i n e s t ,  he r  
most a t t r a c t i v e .  I t  was e i t h e r  t h a t ,  o r  he r  
proud independence,  as  o f  a pe rson  not accus
tomed t o  bend t o  t h e  w i l l  o f  o t h e r s  o r  t o  go 
to  o th e r s  f o r  a d v ic e .  He cou ld  not be su re  
. . . .  No! Her f i n e s t  q u a l i t y  was he r  m ys te ry .
Even now, as  he gazed a t  h e r  co m fo r tab ly ,  she  
b a f f l e d  him; a l l  he r  e x q u i s i t e  l i t t l e  movements 
and i n t o n a t i o n s  b a f f l e d  him. Of one t h i n g ,  
however, he was convinced;  t h a t  she was fundamen
t a l l y  d i f f e r e n t  from o t h e r  women. There was 
th e  r e s t  o f  he r  s e x .  (350-351. B e n n e t t ' s  
unspaced e l l i p s e s . )

H D e f i n i t i o n ; Edwin f a l l s  in love w i th  H i ld a .

He was in love .  Love had caught him, and 
had a f f e c t e d  h i s  v i s i o n  so t h a t  he no longer  
saw any phenomenon as i t  a c t u a l l y  was; n e i t h e r  
h im s e l f ,  nor  H i ld a ,  nor  t h e  c i rcu m stan ces  which 
were u n i t i n g  them. . . .  He had no n o t io n  t h a t  
he was in love .  He d id  not know what love was; 
he had not had s u f f i c i e n t  o p p o r tu n i ty  of 
l e a r n in g .  N e v e r th e le s s  th e  p ro c e s s e s  of love 
were a t  work w i th in  him. S i l e n t l y  and m a g ic a l ly ,  
by th e  f o r c e  o f  d e s i r e  and o f  p r i d e ,  th e  
r e f r a c t i n g  g l a s s  was being s p e c i a l l y  ground which 
would enab le  him, which would compel him, t o  see  
an ideal  H i ld a  when he gazed a t  th e  r e a l  H i l d a .  
(344-345)

The s o l e  c o n d i t i o n  p receden t  t o  a t o l e r a b l e  
e x i s t e n c e  was now to  have s i g h t  and speech of 
Hi lda  Lessways.  He was i n t e n s e l y  unhappy in 
t h e  long s t r e t c h e s  of  t ime which s e p a ra te d  one 
c o n ta c t  w i th  h e r  from th e  n e x t .  (355)

T h i s  s i t u a t i o n  d e f in e s  th e  b a s ic  c o n f l i c t  of P l o t  H: 
Edwin 's  happiness  i s  now dependent upon H i ld a .  To lose  
h e r  w i l l  p e r p e t u a t e  h i s  bleak e x i s t e n c e ;  t o  win h e r  w i l l  
b r in g  him happ iness  and f u l f i l l m e n t ,  he b e l i e v e s .
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H Compl i c a t  i o n : Edwin le a rn s  t h a t  H i ld a  has m ar r ied  
a n o th e r  man:

And t h i s  too  he had always f e l t  and known 
would come t o  p a s s :  t h a t  H i lda  would not be h i s .
All  t h a t  romance was u n r e a l ;  i t  was not t r u e ;  
i t  was too  good t o  be t r u e ;  i t  had never  happened. 
Such a  t h i n g  could  no t  happen t o  such as  he w a s . . . .  
He c o u ld  not r e f l e c t .  When he t r i e d  t o  r e f l e c t  
t h e  t o p  of  h i s  head seemed as though i t  would f l y  
o f f . . . .  Cannon! She was w i th  Cannon somewhere a t  
t h a t  ve ry  i n s t a n t .  . . .  She might a t  t h a t  very 
i n s t a n t  be in Cannon 's  arms!

I t  could  be s a i d  o f  Edwin t h a t  he f u l l y  l ived  
t h a t  n i g h t .  F a t e  had a t  any r a t e  roused him from 
th e  coma which most men c a l l e d  e x i s t e n c e .  . . .  
(388-389.  B e n n e t t ' s  unspaced e l l i p s e s . )

D C r i s i s ; Edwin ga ins  c o n t r o l  ove r  both  the  b u s in ess  and 
D a r iu s .

Slowly Darius  drew f o r t h  a heavy,  g l i t t e r i n g  
bunch o f  keys,  one o f  t h e  c h i e f  i n s i g n i a  of h i s  
dominion,  and began t o  fumble a t  i t .

"You n e e d n ' t  t a k e  any o f  them o f f .  I expect 
I know which i s  w h ich ,”  s a i d  Edwin, ho ld ing  out 
h i s  hand.

Dar ius  h e s i t a t e d ,  and then  y ie ld e d  up the  
bunch. (446)

The o ld  man was b e a te n .  The o ld  man had 
s u r r e n d e r e d ,  u n c o n d i t i o n a l l y .  Edwin 's  h e a r t  
l ig h t e n e d  as  he p e r c e iv e d  more and more c l e a r l y  
what t h i s  s u r p r i s i n g  v i c t o r y  meant .  I t  meant 
t h a t  always in t h e  f u t u r e  he would have th e  upper 
hand. He knew now, and Dar ius  knew, t h a t  h i s  
f a t h e r  had no s t r e n g t h  t o  f i g h t ,  and t h a t  any 
semblance of  f i g h t i n g  cou ld  be t r e a t e d  as b l u s t e r .  
P robab ly  nobody r e a l i z e d  as  p ro found ly  as  Darius  
h im s e l f  h i s  r e a l  and ye t  m y s te r io u s  i n a b i l i t y  to  
a s s e r t  h i s  w i l l  a g a i n s t  t h e  w i l l  o f  a n o th e r .
The f o r c e  o f  h i s  i n d i v i d u a l i t y  was gone. He who 
had meant t o  govern t y r a n n i c a l l y  t o  h i s  f i n a l  
ho u r ,  t o  d ie  w i th  a powerful and grim g e s tu r e  
o f  command, had t o  a ccep t  t h e  ignominy of  submiss ion .  
Edwin had not even i n s i s t e d ,  had used no kind of  
t h r e a t .  He had mere ly  announced h i s  w i l l ,  and when 
t h e  f i r s t  f u ry  had waned Dar ius  had found h i s  s o n ' s  
w i l l  working l i k e  a chemical  agent  in h i s  de fense 
l e s s  mind, and had y i e l d e d .  I t  was a s to u n d in g .
And always i t  would be t h u s ,  u n t i l  th e  t ime when 
Edwin would say 'Do t h i s *  and Dar ius  would do i t .
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and 'Do th a t*  and Darius  would do i t ,  meekly ,
u n re a so n in g ly ,  a n x io u s l y .  (455)

0 R e s o l u t i o n ; Now t h e  dominant p e r s o n ,  Edwin f i n d s  h i s  
h a t re d  of  Dar ius  tu r n i n g  to  shame and p i t y .

The o ld  man paused,  h a l f  I n t i m id a t e d .  With 
h i s  pimpled face  and g l a r i n g  ey es ,  h i s  gleaming 
gold t e e t h ,  h i s  f rows iness  of  a d i f f i c u l t  i n v a l i d ,  
h i s  gr imaces  and g e s tu r e s  which were the  r e s u l t  
of a l i f e t i m e  devoted t o  g a i n ,  he made a loathsome 
o b j e c t .  Edwin ha ted  him, and t h e r e  was a b i t t e r  contempt 
in h i s  h a t r e d .

” l*m going t o  have t h a t  spawn and I 'm going  t o  
have some c h a n g e ! . . .  Give me some money!" D ar ius  p o s i 
t i v e l y  h i s s e d .

Edwin grew n ea r ly  cap ab le  of  homicide .  A ll  th e  
wrongs t h a t  he had ever  s u f f e r e d  leaped up and y e l l e d .

" Y o u ' l l  have no money!" he s a id  w i th  b r u t a l  rough
n e s s .  "And y o u ' l l  grow no mushrooms! And l e t  t h a t  be 
unders tood  once f o r  a l l !  You've got t o  behave in t h i s  
t h i s  h o u s e . "  .  .  .

D a r iu s ,  cowed, s lowly  and c lu m s i ly  d i r e c t e d  him
s e l f  towards  th e  door .  Once Edwin had looked forward 
to  a moment when he might have h i s  f a t h e r  a t  h i s  mercy, 
when he might revenge h im s e l f  f o r  th e  i n s u l t s  and the  
b u l ly in g  t h a t  had been h i s .  Once he had c lenched  h i s  
f i s t  and h i s  t e e t h  and had s a i d :  "When y o u ' r e  o ld ,
and I ' v e  go t  you, and you c a n ' t  he lp  y o u r s e l f  ! "
That moment had come, and i t  had even enabled and 
fo rced  him t o  r e fu s e  money t o  h i s  f a t h e r — r e f u s e  
money t o  h i s  f a t h e r ! . . .  As he looked a t  t h e  poor  
f i g u r e  fumbl ing towards the  door ,  he knew t h e  hum il i 
a t i n g  p a l t r i n e s s  of revenge .  As h i s  anger f e l l ,  h i s  
shame grew. (495-496. B e n n e t t ' s  unspaced e l l i p s e s . )

As Darius  f u r t h e r  d e t e r i o r a t e s ,  Edwin in t e n s e ly  p i t i e s  th e  old

man.

"H e ' s  dy ing ,  I do b e l i e v e ! "  thought Edwin, and 
t h e  wonder o f  t h i s  noc tu rn a l  adven tu re  s en t  tremours  
down h i s  s p i n e .  He faced t h e  p r o b a b i l i t y  t h a t  a t  th e  
nex t  bout h i s  f a t h e r  would be w ors ted .  . . .  In t h e  
so lem n i ty  o f  th e  n ig h t  he was g lad  t h a t  an expe r ience  
tremendous and supreme had been vouchsafed t o  him.
He knew now what the  w i l i - t o - l i v e  was. He saw l i f e  naked, 
s t r i p p e d  o f  ev e ry th in g  i n e s s e n t i a l .  He saw l i f e  and 
dea th  t o g e t h e r .

"What an awful shame!" he thought s a v a g e ly .  "Why 
c o u l d n ' t  we have l e t  him grow h i s  mushrooms i f  he
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wanted t o ?  What harm would i t  have done us?  
Supposing i t  had been a n u i s a n c e ,  supposing he 
had t r i e d  t o  k i s s  J an e ,  supposing  he had hu r t  
h im s e l f ,  what t h e n ?  Why c o u l d n ' t  we l e t  him 
do what he wanted?"

And he p a s s i o n a t e l y  r e s e n t e d  h i s  own h a r s h 
ness  and t h a t  o f  Maggie as  he might have r e s e n t e d  
th e  c r u e l t y  o f  some n a t io n a l  i n j u s t i c e .  (531, 533}

D Denouement; Edwin i s  f r e e d  by D a r i u s '  d e a th .  On th e  
n i g h t  o f  D a r iu s '  d e a t h ,  Edwin l e a r n s  t h a t  th e  Conser
v a t i v e  can d id a te  whom Darius  s u p p o r ted  and he opposed 
has  won the  e l e c t i o n .

I t  was in h i s  re sen tm en t ,  in the  hard s e t t i n g  
of  h i s  t e e t h  a s  he conf irmed h im s e l f  in th e  r i g h t 
ness  o f  h i s  own o p in io n s ,  t h a t  he f i r s t  began to  
r e a l i s e  an in d iv id u a l  freedom. "I  d o n ' t  c a r e  i f  
w e ' r e  beaten f o r t y  t i m e s , "  h i s  though ts  r a n ,  " I ' l l  
be a more o u t - a n d -o u t  Radica l  th a n  ever!  I d o n ' t  
c a r e ,  and I d o n ' t  c a r e ! "  And he f e l t  s t u r d i l y  
t h a t  he was f r e e .  The cha in  was a t  l a s t  broken 
t h a t  had bound t o g e t h e r  t h o s e  two beings so d i s 
s i m i l a r ,  a n t a g o n i s t i c ,  and i l l - m a t c h e d , —Edwin 
Clayhanger and h i s  f a t h e r .  (547)

With h i s  f a t h e r  dead and th e  c o n f l i c t  between them 
t h e re b y  ended, Edwin e n t e r s  a new s t a s i s :  1^ i s  now 
t h e  m as te r  of a p ro sp e ro u s  b u s in es s  and the  head of 
h i s  household.

H C r i s i s : Edwin r e a l i z e s  t h a t  he s t i l l  loves H i ld a .  Even
b e f o r e  D a r iu s '  d e a th ,  Edwin d i s c o v e r s  t h a t  no o t h e r  
woman, not even J a n e t ,  can take  H i l d a ' s  p l a c e .

He remembered H i ld a  with p a i n f u l  i n t e n s i t y .
He remembered t h e  fee l  of h e r  f r o c k ,  under h i s  
hand in th e  c u b i c l e ,  and th e  odour of he r  f l e s h  
t h a t  was l i k e  f r u i t .  His c u r s ed  c o n s t a n c y ! . . .
Could he not ge t  H i lda  out o f  h i s  bones? Did 
she s l ee p  in h i s  bones l i k e  a malady t h a t  awakes 
whenever i t  i s  d i s r e s p e c t f u l l y  t r e a t e d ?  (491)

L a t e r ,  when he saves  H i lda  from be ing  ev ic t ed  in 
B r ig h to n ,  he i s  p o w er fu l ly  moved by t h e i r  r e - e n c o u n t e r .

On occasion he had very  n e a r ly  made Maggie c r y ,  
and had f e l t  exceed ing ly  uncom for tab le .  But 
now, as  he looked a t  th e  wet eyes  and th e  shaken 
bosom of  Hi lda  Cannon, he was aware of a c u te  j o y .  
E x q u i s i t e  moment! Damn her!  He could have taken
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h e r  and bea ten  h e r  in h i s  sudden p a s s i o n — a 
p a ss io n  not of revenge ,  no t  o f  punishment!  He 
cou ld  have made h e r  scream w i th  th e  pa in  t h a t  
h i s  love would i n f l i c t .  (604)

He i s  s t i l l  i n t r i g u e d  by H i l d a ' s  m y s t e r io u s n e s s .

There  was one a sp e c t  o f  t h e  a f f a i r  t h a t  
i n t r i g u e d  and puzz led  him, and weakened h i s  
s e l f - s a t i s f a c t i o n .  She had been d e f e a t e d ,  
ye t  he was b a f f l e d  by h e r .  She was a mystery  
w i th in  f o l d s  of m y s t e r i e s .  He was no n e a r e r —  
he s e c r e t l y  f e l t — t o  th e  e s s e n t i a l  Her than  
he had been be fo re  t h e  s h o r t  s t r u g g l e  and h i s  
s p e c t a c u l a r  t r ium ph .  (611)

H R e s o lu t io n ;  Edwin le a rn s  t h a t  H i lda  i s  f r e e  t o  marry him.

"G eorge ' s  f a t h e r  was put in p r i s o n  f o r  
bigamy. George i s  i l l e g i t i m a t e . ”  She spoke 
w i th  he r  c h a r a c t e r i s t i c  extreme c l e a r n e s s  of  
e n u n c i a t i o n ,  in a v o ic e  t h a t  showed no emotion.

"You d o n ' t  mean i t ! ”  He gasped f o o l i s h l y .
She nodded. ” l 'm  not a m arr ied  woman. I 

once thought  I was,  but I w a s n ' t .  T h a t ' s  a l l . ”

Amazing, i n c a l c u l a b l e  woman, wrapped w i th in  
fo ld  a f t e r  fo ld  of myste ry!  . . .  Her o th e r  
f r i e n d s  deemed h e r  a widow; J an e t  thought her 
t h e  w ife  o f  a c o n v i c t ;  he a lone  knew t h a t  she 
was n e i t h e r  w ife  n o r  widow. Through what 
s c a th in g  exp e r ien ce  she must have passed!  An 
u n f a m i l i a r  and d i s c o n c e r t i n g  mood g ra d u a l ly  
took  complete  p o s se s s io n  of  him. At f i r s t  he 
d id  not c o r r e c t l y  a n a ly se  i t .  I t  was s h e e r ,  
ex u b e ran t ,  i n s t i n c t i v e ,  u n rea son ing ,  c a r e l e s s  
jo y .  (685, 686)

More im por tan t ,  he l e a r n s  t h a t  she s t i l l  loves him.

*%1y h e a r t  never  k i s se d  any o t h e r  man but 
you!”  she c r i e d .  ”How o f ten  and o f t e n  and o f t e n  
have I k i s s e d  you, and you never  k n e w ! . . .  I t  
was f o r  a message t h a t  I s e n t  George down h e re — 
a message t o  y o u ! . . .  I named him a f t e r  y o u . . . .  
Do you t h in k  t h a t  i f  dreams could  make him 
your c h i l d — he w o u ld n ' t  be yours— ?”  (698)

H Denouement; Edwin r e g a in s  H i ld a .

" A f t e r  a whole decade h i s  n o s t r i l s  qu ive red
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ag a in  to  the  odour of he r  o l i v e  s k i n .
Drowning amid the  waves of he r  t e r r i b l e  
d e v o t io n ,  he was recompensed in the  
hundredth  p a r t  of a second fo r  a l l  t h a t  
he had s u f f e r e d  or might h e r e a f t e r  s u f f e r .
The many problems and d i f f i c u l t i e s  which 
marr iage  w i th  he r  would r a i s e  seemed 
t r i v i a l  in t h e  l ig h t  of  h e r  h e a r t ' s  magni
f i c e n t  and fu r io u s  l o y a l t y .  He thought of
th e  younger Edwin whom she had k i s s e d  i n to  
r a p t u r e ,  as  of a boy to o  inexper ienced  in 
sorrow t o  a p p r e c i a t e  t h i s  H i ld a .  He 
braced h im se l f  t o  th e  e x q u i s i t e  burden of 
l i f e .  (698)

With Hi lda  reg a in ed  and t h e  c o n f l i c t  of P lo t  H 
the reby  t e r m in a t e d ,  Edwin e n t e r s  a n o th e r  new 
s t a s i s :  h i s  empty l i f e  i s  now behind him and he 
looks forward t o  f u l f i l l m e n t  and joy w i th  H i ld a .

These two p lo t  l i n e s ,  though s t r u c t u r a l l y  independen t ,  n e v e r -

t h e - l e s s  fu n c t io n  t o g e t h e r  t o  show Edwin 's  development .  In P lo t  D,

Edwin 's  d e s i r e s  fo r  an independent c a r e e r  a re  squelched  by D a r iu s ;  yet

Edwin e v e n t u a l l y  ga ins  dominance and freedom, but not happ iness  and

f u l f i l l m e n t .  In P lo t  H Edwin's d e s i r e s  t o  marry H i lda  a re  p reven ted  

by c i r c u m s tan c es ;  yet  he e v e n tu a l ly  g a in s  H i lda  and sh o u ld e r s  the  

" e x q u i s i t e  burden of l i fe.*^ Thus,  th rough  th e  dual p l o t s  in C layhanger , 

Edwin ach ieves  s u c c e s s ,  freedom, and th e  woman he loves .  But does he 

u l t i m a t e l y  ach ieve  happ iness?  T h i s  q u e s t i o n  i s  answered in the  t h i r d  

volume. These Twain.

H i lda  Lessways. th e  second volume, covers  some of  th e  same time 

p e r io d  as C layhanger ; however, i t  i s  s h o r t e r  and le s s  complexly s t r u c t u r e d .
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The b a s ic  n a r r a t i v e  in Hi Ida Lessways concerns  H i l d a ' s  ques t  for  

happ iness  and a rewarding  l i f e .  E s s e n t i a l l y  a r o m a n t i c i s t ,  H i ld a  ga ins  

a v i s i o n  of  what she wants in l i f e ,  but through h e r  own f o l l y ,  she  loses  

i t .  D i s i l l u s i o n e d ,  she  recogn ize s  t h e  ha rshness  and u n c e r t a i n t y  of  l i f e .  

The s t r u c t u r e  of  th e  p l o t  t r a c e s  t h i s  p ro cess  of  d i s i l l u s i o n m e n t .

I n t r o d u c t i o n ; Bored and lo n e ly ,  H i lda  d e s i r e s  a d i f f e r e n t ,  
r o m a n t i c a l ly  e x c i t i n g  l i f e .

She was in t r o u b l e ;  th e  t r o u b l e  grew d a i l y  more 
and more t r a g i c ;  and the  t r o u b l e  was t h a t  she  
wanted she knew not  what.  . . .

She was in a p r i s o n  w i th  h e r  mother,  and 
saw no method o f  e scape ,  saw not so much a s  a 
locked door ,  saw no th ing  but b lank w a l l s .  Even 
cou ld  she by a m i r a c l e  break p r i s o n ,  where should  
she  look f o r  t h e  unknown o b je c t  of h e r  d e s i r e ,  and 
f o r  what should  she  look? Enigmas I

She could  not d e f i n e  he r  need .  All  she knew was 
t h a t  you th ,  moment by moment, was dropping down 
inexorab ly  behind h e r .  And, s t i l l  a c h i l d  in 
h e a r t  and s o u l ,  she  saw h e r s e l f  age ing ,  and then  
aged , and then  w i t h e r e d .  Her t w e n t y - f i r s t  b i r t h d a y  
was well  above t h e  h o r iz o n .  Soon, soon, she  would 
be ' o v e r  t w e n ty - o n e ' !  And she  was not ye t  born!
That was i t !  She was not ye t  born! I f  t h e  
p a s s i o n a t e  s t r e n g t h  of d e s i r e  could  have done th e  
m i r a c l e  t ime would have s to o d  s t i l l  in t h e  heavens 
whi le  Hilda  sought th e  way o f  l i f e .  (5 - 6 ,  9)

D e f i n i t i o n ; Acting  on he r  own f o r  t h e  f i r s t  t im e ,  H i ld a  
c o n s u l t s  an a t t o r n e y .

There she was a t  l a s t ,  s e a t e d  in f r o n t  of  
a lawyer in a l a w y e r ' s  o f f i c e — her  ladysh ip  con
s u l t i n g  h e r  own lawyer! I t  seemed i n c r e d i b l e !
A few minutes  ago she had been a t  home, and now 
she was in a world u n f a m i l i a r  and a la rm ing .
Perhaps i t  was a p i t y  t h a t  h e r  mother had unsus
p e c t i n g l y  put  t h e  scheme in to  h e r  head! However, 
t h e  deed was done.  H i lda  g e n e r a l l y  a c te d  f i r s t  and 
r e f l e c t e d  a f t e r w a r d s .  She was f r i g h t e n e d ,  but 
r a t h e r  by th e  unknown than by any th ing  she could  de f in e .
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Like a mouse she  escaped down the  s t a i r s *
She was happy and f e a r f u l  and e x p e c t a n t . . . .
I t  was done! She had c o n su l t ed  a lawyer!
She was as tounded a t  h e r s e l f .  .  . • The 
whole town, t h e  whole f u t u r e ,  seemed to  be 
drenched now in romance.  N e v e r t h e l e s s ,  t h e  
causes  o f  h e r  immense d i s c o n t e n t  had not 
a p p a r e n t ly  been removed nor  in any way m o d i f i ed .  
(32-33, 37)

Here in  l i e s  t h e  c e n t r a l  c o n f l i c t  of t h e  p l o t :  d e s e r t 
ing th e  s e c u r i t y  o f  h e r  home, H i lda  p i t s  h e r s e l f  as  
an in d iv id u a l  a g a i n s t  t h e  world in o rd e r  t o  f in d  
happiness  and romance.  Thus H i lda*s  d e s i r e  f o r  an 
e x c i t i n g  l i f e ,  based upon an i l l u s i o n  about  what l i f e  
should  be,  c o n f l i c t s  w i th  t h e  c i rcu m stan ces  she 
e n co u n te r s .

Comp I i c a t  i o n : Her maste ry  of shor thand  and e n t r y  i n to  t h e
masculine  b u s in e s s  world seem in c r e d ib ly  romant ic  
t o  H i ld a .  S t r i c k e n  w i th  remorse a f t e r  h e r  mother 
d i e s ,  H i lda  a u t h o r i z e s  Cannon t o  s e l l  h e r  p r o p e r t y  
and inves t  t h e  money. Though she now f e e l s  indepen
d e n t ,  she i s  s t i l l  unhappy. However, wh i le  v i s i t i n g  
Jan e t  in Burs l ey ,  she e n v i s io n s  what seems an " i d e a l  
I i f e " :

Without be ing  in t h e  l e a s t  aware of i t ,  and 
q u i t e  i n n o c e n t ly ,  J a n e t  had p a in te d  a p i c t u r e  
of t h e  young man, Edwin Clayhanger ,  which 
i n t e n s i f i e d  a hundredfo ld  t h e  s t r o n g  romantic  
piquancy o f  H i l d a ' s  b r i e f  v i s i o n  of  him. In 
an i n s t a n t  H i lda  saw h e r  ideal  f u t u r e — t h a t  
fu t u r e  which had loomed g ra n d io se ,  i n d e f i n i t e ,  
and s t r a n g e — she saw i t  q u i t e  p r e c i s e  and s imple  
as th e  w ife  of such a c r e a t u r e  as  Edwin Clay
hanger .  The change was a s tond ing  in i t s  a b r u p t 
n e s s .  She saw a l l  t h e  d e l i g h t f u l  and pure  
v i s t a s  of  love w i th  a man, s u b t l e ,  b a f f l i n g ,  
and b en ev o len t ,  and above a l l  s u p e r i o r ;  w i th  a 
man who would be r e s p e c te d  by a whole town as  
a p i l l a r  o f  s o c i e t y ,  wh i le  b r in g in g  to  h i s  
in timacy w i th  h e r s e l f  an e x o t i c  and w i s t f u l  
q u a l i t y  which n e i t h e r  she nor anyone could  
p o s s i b l y  d e f i n e .  She asked;  "What a t t r a c t s  
me in him? I d o n ' t  know. I l ik e  him. "  She 
who had n e v e r  spoken t o  him! She who never  
before  had v i v i d l y  seen h e r s e l f  as  m arr ied  t o  
a man! He was c l e v e r ;  he was s i n c e r e ;  he was 
k ind ;  he was t r u s t w o r t h y ;  he would have w ea l th
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and importance and r e p u ta t io n *  All  t h i s  was 
good; but a l l  t h i s  would have been I n d i f f e r e n t  
t o  h e r ,  had t h e r e  not been an en igm at ic  and 
In s c r u t a b l e  and unprecedented something In h i s  
face .  In h i s  b e a r in g ,  which c h a l l en g e d  and In
flamed h e r  Im ag ina t ion .

I t  d id  not occur  to  he r  t o  t h i n k  o f  J an e t  
a s  In t h e  f u t u r e  a marr ied  woman. But of  he r 
s e l f  she t h o u g h t ,  w i th  new a g i t a t i o n s :  "I  am
Innocent now! I am Ignorant now! I am a g i r l  
now! But one day I s h a l l  be so no longer .
One day I s h a l l  be a woman. One day I s h a l l  
be In t h e  power and p o s se s s io n  o f  some man—
I f  not t h i s  man, then  some o t h e r .  Every th ing  
happens; and t h i s  w i l l  happen!”  And th e  
hazardous  s t r a n g e n e s s  of  l i f e  enchanted h e r .  
(217- 218)

Before  she can seek t h i s  I d e a l ,  however, she assumes 
th e  burdensomeresponsIbl11ty  of h e lp in g  and then 
c a r i n g  fo r  Miss G a l l e y .  When Cannon proposes  t o  h e r ,  
she b e l i e v e s  t h i s  v i s i o n  of  l i f e  has  come t ru e*

Was I t  co n ce iv a b le  t h a t  t h i s  exper ienced  and 
wor ld ly  man had been c a p t i v a t e d  by such a mere 
g i r l  as h e r s e l f ?  . . .  An In t e n s e  p r i d e  warmed 
h e r  blood l i k e  a powerful c o r d i a l .  L i f e  was 
even grander  than  she had t h o u g h t ! . . .  She 
drooped In to  an I n t o x i c a t i o n .  Among a l l  t h a t  
he had s a i d ,  he had not s a i d  t h a t  he was not 
s t r o n g e r  than s h e .  He had not r e l i n q u i s h e d  
h i s  a u t h o r i t y .  She f e l t  I t ,  s i t t i n g  almost  
beneath  him In t h e  s l i p p e r y  c h a i r .  She knew 
t h a t  she would y i e l d  t o  him. She d e s i r e d  to  
y i e l d  t o  him. Her mind was f u l l  o f  sensuous 
Images based on t h e  a b d ic a t io n  o f  he r  w i l l  In 
favour o f  h i s .

When she f e l t  h i s  hand on he r  s h o u ld e r ,  and t h e  
g re a t  shadow o f  him on p a r t  o f  he r  f a c e ,  h e r  
body seemed t o  s i g h ,  a cq u ie s c e n t  and f o r  t h e  
moment a ssuaged :  .”This  i s  a m i r a c l e ,  and l i f e  
Is m i rac u lo u s !”  She acknowledged t h a t  she had 
lacked f a i t h  in l i f e .

She t o l d  h e r s e l f  how adm irab le  was th e  man. 
She a ssu red  h e r s e l f  t h a t  he was e n t i r e l y  admir
a b l e .  She reminded h e r s e l f  t h a t  she  had always 
deemed him adm irab le ,  t h a t  on ly  twenty  minutes  
e a r l i e r .  In th e  K ing 's  Road, when t h e r e  was In 
he r  mind no dimmest, w i ld e s t  n o t io n  o f  t h e  r e a l  
f u t u r e ,  she had genuine ly  admired him. How
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c l e v e r ,  how t a c t f u l ,  how in d o m i tab le ,  how 
c o nquer ing ,  how generous ,  how kind  he was!
. . .  Indeed,  she could  no t  r e c a l l  h i s  f a u l t s .
And he was i n e v i t a b l y  d e s t i n e d  t o  b r i l l i a n t  
s u c c e s s .  She would be t h e  w i fe  of  a g re a t  and 
a weal thy  man. And in h e r  own s e c r e t  ways she 
could in f lu en c e  him, and th u s  be g r e a t e r  than  
th e  g r e a t .

Love? I t  i s  an a b s o l u t e  f a c t  t h a t  th e  
name of  *love* d id  no t  in t h e  f i r s t  e t e r n a l  
moments even occur t o  h e r .  And when i t  did 
she gave i t  but l i t t l e  impor tance .  . . .  The 
f a c t  was t h a t  she overwhelmingly wanted George 
Cannon, and , as she now re c o g n ize d ,  had wanted 
him e v e r  s i n c e  she f i r s t  saw him. The re c o g n i 
t i o n  a f f o r d e d  h e r  i n t e n s e  p l e a s u r e .  She abandoned 
h e r s e l f  c an d id ly  t o  t h i s  luxury of an unknown 
d e s i r e .  I t  was incomparably t h e  most s p len d id  
and dangerous  exper ience  t h a t  she had ever had.
. . .  Happy t o  t h e  p o in t  o f  d e l i c i o u s  p a in ,  she  
yet  yearned  forward t o  a happ iness  f a r  more excru 
c i a t i n g .  She was p e r f e c t l y  aware t h a t  he r  b l i s s  
would be torment u n t i l  George Cannon had m arr ied  
h e r ,  u n t i l  she had wholly  s u r re n d e red  to  him. 
(377-378, 379, 380-382]

8ut she soon r e a l i z e s  t h a t  h e r  m arr iage  t o  Cannon was
a m is take :

She dimly admit ted  once more,  as  on s ev e ra l  
occas ions  p rev ious  t o  h e r  m a r r i a g e ,  t h a t  she 
had d ishonoured  an i d e a l .  . . .  She th o u g h t ,  as  
she p re p a red  with p l e a s u r a b l e  expectancy f o r  he r  
husband: "This  i s  not r i g h t .  T h i s  cannot lead
to  good. I t  must lead t o  e v i l .  I am bound t o  s u f 
f e r  fo r  i t .  The whole t h i n g  i s  wrong. I know i t  
and I have always known i t . "

A lready  she was d i s a p p o i n t e d  w i th  he r  m a r r i a g e .  
Amid t h e  fe v e r s  of  b o d i ly  a p p e t i t e  she could  
c l e a r l y  d i s t i n g u i s h  th e  beg inn ing  of  l a s s i t u d e ;  
she no longer  saw h e r  husband as  a romantic  and 
b a f f l i n g  f i g u r e ;  she had exp lo red  and c h a r t e r e d  
h i s  s o u l ;  and not a l l  h i s  e x c e l l e n c e s  could  a to n e  
f o r  h i s  e a r t h l i n e s s .  (418-419)

D e sp i te  th e  shock,  d e s p i t e  he r  extreme m ise ry ,  
d e s p i t e  t h e  anguish and f e a r  in he r  h e a r t  and th e  
immense d i f f i c u l t y  o f  t h e  new s i t u a t i o n  in to  which 
she was th u s  v i o l e n t l y  t h r u s t ,  H i ld a  was not w i thout  
c o n s o l a t i o n .  She f e l t  none of t h e  shame c o n v en t io n 
a l l y  p ro p e r  t o  a g i r l  d ece iv e d .  On th e  c o n t r a r y .
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deep w i th in  h e r s e l f ,  she knew t h a t  t h e  c a t a 
s t r o p h e  was a d e l i v e r a n c e .  She knew t h a t  f a t e  
had favoured h e r  by a b so lv in g  h e r  from th e  
consequences of  a t r a g i c  weakness and e r r o r .  
(446)

C r i s i s ; H i ld a  f a l l s  in love with  Edwin.

She knew t h a t  she  a lone  of a l l  human be ings  
was g i f t e d  w i th  t h e  power t o  unders tand  and 
f u l l y  sympathize  w i th  him. And so she g r ieved  
over  t h e  long w i ld e r n e s s  o f  t ime d u r ing  which 
he had been uncomprehended. She wanted,  by 
some immense e f f o r t  o f  t e n d e r n e s s ,  t o  recompense 
him f o r  a l l  t h a t  he had s u f f e r e d .

She f l e d  t r i u m p h a n t ly  up T r a f a l g a r  Road, with  
he r  s e c r e t ,  guard ing  i t .  **He*s in love with  
me!"  I f  a s c i e n t i f i c  t r u t h  i s  a s t a t e m e n t  of  
which th e  c o n t r a r y  i s  in c o n ce iv a b le ,  then  i t  
was a s c i e n t i f i c  t r u t h  f o r  he r  t h a t  she  and 
Edwin must come t o g e t h e r .  She simply could  
no t  conce ive  t h e  f u t u r e  w i thou t  h i m . . . .  And 
t h i s  so soon, so p r e c i p i t a t e l y  soon,  a f t e r  her 
m i s fo r tu n e !  But i t  was her ve ry  m is fo r tu n e  
which pushed h e r  v i o l e n t l y  fo rward .  Her l i f e  
had been convulsed  and overthrown by t h e  hazard 
of  d e s t i n y ,  and she  could  have no peace now u n t i l  
she  had r e p a i r e d  and r e - e s t a b l i s h e d  i t .  At no 
m a t t e r  what r i s k ,  t h e  t h i n g  must be accomplished 
q u i c k l y . . . . q u i c k l y .  (489, 490-491)

Walking up T r a f a l g a r  Road, a lo n e ,  she  was 
so happy, so amazed, so r e l i e v e d ,  so s u r e  of  him 
and h i s  f i n e n e s s  and of  t h e  f u t u r e ,  t h a t  she 
cou ld  s c a r c e l y  bear  he r  f e l i c i t y .  I t  was too  
i n t e n s e . . . .  At l a s t  he r  l i f e  was s e t t l e d  and 
mapped o u t .  D es t iny  had been k ind ,  and she  
meant t o  be worthy o f  he r  f a t e .  She cou ld  have 
swooned, so i n t o x i c a n t  was he r  wonder and he r  
solemn joy and h e r  yearn ing  a f t e r  r i g h t e o u s n e s s  
in love .  (518-519.  B e n n e t t ' s  unspaced e l l i p s e s . )

Thus,  f in d i n g  t r u e  love f o r  t h e  f i r s t  t im e ,  H i lda  
comes c l o s e  t o  a c h ie v in g  he r  idea l  l i f e .

R e s o l u t i o n : D iscove r ing  h e r s e l f  to  be p re g n a n t ,  H i lda  fo r s a k e s
Edwin and he r  hopes f o r  h ap p in ess .

She would not w r i t e  t o  Edwin. She cou ld  not b r ing  
h e r s e l f  t o  w r i t e  any th ing  t o  him. She cou ld  not
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c o n f e s s ,  nor  beg f o r  fo r g iv e n e s s  nor even fo r  
sym pathe t ic  u n d e r s t a n d in g .  . . .  She must s u f f e r .  
R a th e r  than  l e t  him know, in any c o n ce iv ab le  
manner,  t h a t ,  a l l  u n w i t t i n g ,  she was b e a r in g  the  
c h i l d  o f  ano ther  a t  t h e  moment of  he r  b e t r o t h a l  
t o  h i m s e l f ,  she p r e f e r r e d  to  be regarded  as  a 
j i l t  o f  t h e  very wors t  k in d .  . .  . Fo r  h e r ,  th e  
one p o s s i b l e  a t t i t u d e  towards  Edwin was t h e  
a t t i t u d e  o f  s i l e n c e .  In t h e  s i l e n c e  of 
th e  g rave  her  love f o r  him e x i s t e d .  (528-529)

Ins tead  o f  t h e  happiness  which she hoped f o r ,  H i lda  now 
e n v i s i o n s  a b leak  and b i t t e r  f u t u r e .

The p ro s p e c t s  o f  t h e  board ing-house  were not w e l l .
She cou ld  work, but she had not th e  a r t  o f  making 
o t h e r s  work.  A lready t h e  p la ce  was s l i g h t l y  a t  
s i x e s  and sevens .  And she loa thed i t .  She loathed 
th e  whole bus iness  o f  c a t e r i n g .  . . .  Beyond i t  she 
env isaged  th e  y e a r s  t o  come, th e  messy and end les s  
s t r u g g l e ,  th e  n e ce s sa ry  a v a r i c e  and t r i c k e r i e s  
i n c i d e n t a l  t o  i t , — and perhaps  t h e  u l t i m a t e  f a i l u r e .  
She would never  make money— she f e l t  t h a t !  She was 
not born t o  make money— e s p e c i a l l y  by dodges and 
f a l s e  p o l i t e n e s s ,  ou t o f  I d l e ,  empty-noodled boarders .  
She would lose  i t  and lose  I t .  And she p i c t u r e d  
what she would be In t e n  y e a r s :  th e  h a rd - d r i v e n
la n d lad y ,  up t o  every s u b t e r f u g e , —w i th  a c h i l d  t o  
feed  and educa te ,  and perhaps  a bed r idden ,  queru lous  
i n v a l i d  t o  s u p p o r t .  And t h e r e  was no a l t e r n a t i v e  
t o  t h e  t a b l e a u .  (530-531)

Denouement : From t h i s  t e r r i b l e  r e v e r s a l  of he r  hopes comes a
new u n d e rs tan d in g  of l i f e .

She had s in n e d .  She admit ted  t h a t  she had 
s inned  a g a i n s t  some q u a l i t y  in h e r s e l f .  But how 
in n o c en t ly  and how i g n o r a n t ly !  And what a tremen
dous punishment f o r  so  t r a n s i e n t  a weakness I . .  .
I t  was a l l  a m a t t e r  o f  chance; s h e e r  chance! She 
began t o  p e rc e iv e  what l i f e  r e a l l y  was,  and the  
immense Importance o f  hazard  t h e r e i n .  N e v e r t h e l e s s ,  
w i th o u t  f r a i l t y ,  w i th o u t  d e f e c t i o n ,  what could 
chance have done? She began t o  p e r c e iv e  t h a t  t h i s  
t h a t  she  was l i v i n g  th rough  was l i f e .  She b i t  her 
l i p s .  G r i e f !  Shame! D i s i l l u s i o n !  Hardsh ip!
P e r i l !  C a ta s t ro p h e !  E x i l e !  Above a l l ,  e x i l e !
These had t o  be f a c e d ,  and they would be faced .
She r e c a l l e d  th e  f i r i e s t  v e r s e  of  Crashaw and she 
s e t  h e r  shou lder s  back . There was t h e  s t u f f  of 
a woman in h e r . . . .  (532-533. B e n n e t t ’ s unspaced 
el  I I p s e s . )
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With her d e c i s io n  t o  fo rsake  Edwin, H i lda  
e n t e r s  a new s t a s i s ;  c a r i n g  fo r  Miss G a i ley ,  
running  th e  board ing  house,  and enduring 
l i f e .

These Twain, th e  t h i r d  volume, c o n t in u es  the  s t o r y  of Edwin 

and H i ld a ;  i t  i s  longer and somewhat more t i g h t l y  s t r u c t u r e d  than 

Hilda  Lessways. In These Twain the  n a r r a t i v e  focuses  p r i m a r i l y  upon 

Edwin, f o r  i t  i s  he who undergoes a s i g n i f i c a n t  change. H i lda  remains 

f a i r l y  c o n s i s t e n t :  though she v a r i e s  he r  o b j e c t i v e s ,  he r  b a s ic

a t t i t u d e  toward  marr iage  remains e s s e n t i a l l y  the  same ( " I t * s  each fo r

h im se l f  in m a r r i a g e " ) .  Edwin, however, r e a l i z e s  the  need f o r  compro

mise and d e c id e s  t o  y i e ld  t o  H i ld a ;  in reach ing  t h i s  d e c i s i o n ,  h i s

a t t i t u d e  toward  marr iage  markedly changes .  The p lo t  s t r u c t u r e  t r a c e s  

t h i s  cou rse  o f  e v en t s .

I n t r o d u c t i o n : Edwin and H i ld a ,  r e c e n t l y  m a r r ie d ,  adore  each
o t h e r .

Her p resence  t h e r e  on th e  landing of the  
s t a i r s  was in t h e  n a tu re  of a m i r a c l e .
He had wanted h e r ,  and he had got h e r .
In th e  end he had got h e r ,  and no th ing  
had been a b le  t o  s to p  him— not even the  
o b s tac le  of  he r  t r a g i c  adven tu re  w i th  a 
ra s ca l  and a b ig a m is t .  The s t ro n g  magic 
of h i s  pass ion  had forced  d e s t i n y  t o  
render  h e r  up t o  him m y s te r io u s ly  i n t a c t ,  
a f t e r  a l l .  The im possib le  had occu r red ,  
and s o c i e t y  had accep ted  i t ,  b e a te n .
(23)

She knew t h a t  he was more deeply  and 
h e l p l e s s l y  in love w i th  he r  than  she 
with him, but even she was perhaps  
t i g h t  l i e r  bound than  in he r  p r i d e  she 
th o u g h t .  (89)



193

Y e t ,  because they  m a r r ie d  la t e  (Edwin i s  36; H i ld a ,  3 4 ) ,  they  come to  

each o t h e r  w i th  c h a r a c t e r s  and h a b i t s  a l r e a d y  f u l l y  formed; Edwin 

is  s e l f - c o n s c i o u s ,  t i g h t l y  s e l f - c o n t r o l l e d ,  ex t remely  t i d y ,  and p r e c i s e  

about household and b u s in e s s  d e t a i l s ;  H i ld a  i s  c a p r i c i o u s ,  u n t i d y ,  and 

m a la d ro i t  a t  managing t h e  house and s e r v a n t s .

D e f i n i t i o n ; Edwin and Hi lda  q u a r r e l  about h i s  p lans  to  
b u i l d  a new li thography  p l a n t .

"Anyone could get  t h e  b e t t e r  of y o u ,"  
she s a i d .  He r e s e n t e d  t h i s  e s t i m a t e  of 
h im s e l f  as  a good-na tu red  s im p le to n .
He a s s u r e d ly  did  not want t o  q u a r r e l ,  
but he was ob l iged  t o  s ay ;

"OhI Could t h e y ? "
An a c e r b i t y  s c a r c e l y  i n t e n t i o n a l  

somehow en te red  i n to  h i s  t o n e .  As soon 
a s  he heard i t ,  he recogn ized  th e  tone  
as  t h e  fo re runne r  o f  a l t e r c a t i o n s .

"Of c o u r s e ! "  she  r e p l i e d ,  s u p e r i o r l y ,  
and th e n  went on; "We*re a l l  r i g h t  as 
we a r e .  We spend to o  much money, but 
I d a re sa y  we*re a l l  r i g h t .  I f  you go 
in f o r  a lo t  of new t h i n g s  you may lose  
a l l  we*ve go t ,  and th e n  where s h a l l  we be?"
(84)

The resen tm en t  of  each i s  based upon d i f f e r e n t  concep t ions  of 

th e  m a r i t a l  r e l a t i o n s h i p .  Edwin b e l i e v e s  t h a t  he should  be t h e  u l t i 

mate a u t h o r i t y :

In h i s  hea r t  he s a i d  t o  h e r ;
"What*s i t  got t o  do w i th  you? You manage 
your home, and 1*11 manage my b u s i n e s s !  You 
know noth ing  a t  a l l  about  b u s i n e s s .  You ' re  
t h e  ve ry  a n t i t h e s i s  of  b u s i n e s s .  Whatever 
b u s in e s s  you've e v e r  had to  do w i th  you 've  
r u i n e d .  You've no r i g h t  to  judge and no 
grounds f o r  Judgment.  . . . And where would
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you be now w i thou t  me? Try ing  to  run some 
wre tched b oa rd ing  house and probab ly
s t a r v i n g .  Why do you assume t h a t  I*m a d------ d
foo l?  You always do.  . .  . And moreover I 
won ' t  have you i n t e r f e r i n g  in my b u s in e s s .
Other wives d o n ' t ,  and you s h a n ' t .  So le t  
t h a t  be c l e a r l y  u n d e r s to o d . "  (84-85)

H i l d a ,  on th e  o t h e r  hand, b e l i e v e s  t h a t  Edwin, by tempera
ment,  i s  dangerous ly  unable  t o  w ie ld  a u t h o r i t y :

Her h a b i t  was t o  assume t h a t  in any encounte r  
between him and a s t r a n g e r  he would be w o rs ted .
She was a f r a i d  fo r  him. She f e l t  t h a t  she cou ld  
p r o t e c t  him b e t t e r  than he could  p r o t e c t  him
s e l f , — a g a i n s t  any danger  w ha teve r .  This  i n s t i n c t  
t o  p r o t e c t  him was a l s o  t h e  i n s t i n c t  of s e l f 
p r o t e c t i o n ;  f o r  p e r i l  t o  him meant p e r i l  t o  h e r .
And she had had enough of p e r i l .  A f t e r  years  of 
d i s a s t r o u s  p e r i l  she was s a f e  and George was 
s a f e .  And i f  she was p a s s i o n a t e l y  in love w i th  
Edwin, she  was a l s o  p a s s i o n a t e l y  in love w i th  
s a f e t y .  . . .  At the  l e a s t  s ig n  o f  r e c u r r i n g  
danger a l l  h e r  nerves  were on th e  qui v i v e .
Hence her  in im ica l  a t t i t u d e  toward th e  p r o j e c t  
of th e  new works and th e  e x te n s io n  of  l i t h o 
graphy in Burs ley .  The s im ple ton  . . .  might 
r u i n  h im se l f— and her!  In he r  view he was the  
l a s t  person t o  under take  such an e n t e r p r i s e .

. . .  A ll  th e  persons  s t a n d i n g  t o  make a 
p r o f i t  out of  the  new p r o j e c t  would get  th e  
b e t t e r  of h i s  f i n e  ingenuous temperament— 
n a t u r a l l y !  . . .  And then  th e  in te rm in ab le  
worry of t h e  new e n t e r p r i s e —m is g iv in g s ,  uncer
t a i n t i e s ,  e x t r a  work, s e c r e t  p reo ccu p a t io n s !
What room f o r  love ,  what hope of  t r a n q u i l l i t y  
in a l l  t h a t ?  He might a rgue— But she d id  not 
want t o  a rg u e ;  she would not a rg u e .  She was dead 
a g a i n s t  t h e  e n t i r e  p r o j e c t .  He had not s a id  t o  her 
t h a t  i t  was no a f f a i r  of h e r s ,  but she  knew t h a t  
such was h i s  th o u g h t ,  and she r e s e n t e d  th e  a t t i 
t u d e .  No a f f a i r  of h e r s ?  When i t  t h r e a t e n e d  he r  
f e l i c i t y ?  No! She would not have i t .  She was 
happy and s e c u r e .  (90-91)

Within  t h e s e  d i f f e r e n t  a t t i t u d e s  l i e s  the  bas ic  c o n f l i c t
of th e  n a r r a t i v e :  on the  one hand, Edwin 's  i n s i s t e n c e
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upon h i s  mascul ine  s u p e r i o r i t y  and f i n a l  a u t h o r i t y ;  
on t h e  o t h e r ,  H i l d a ' s  e f f o r t s  t o  e x e r c i s e  he r  in f lu e n c e  
and ga in  dom ina t ion .  Thus, because of  t h i s  c l a s h  o f  
w i l l s ,  in which each i s  de te rmined t o  p r e v a i l ,  t h e  dé
f i n i t !  on r a i s e s  the  q u e s t io n  o f  whether  o r  not t h e i r  
m a r r ia g e  can su cceed .

C o m p l ica t io n s : From t h i s  d i f f e r e n c e  of  a t t i t u d e s  a r i s e s  a 
s e r i e s  o f  c l a s h e s  between Edwin and H i ld a .  H i ld a ,  f o r  
i n s t a n c e ,  wants Edwin t o  buy M agg ie ' s  house:

She had never  s e r i o u s l y  though t  o f  th e  p lan  
u n t i l  t h a t  moment, and i t  appeared  doubly 
favourab le  t o  he r  now, because t h e  execu t ion  
of  i t ,  by abso rb in g  c a p i t a l ,  ought t o  d i v e r t  
Edwin from h i s  l i t h o g r a p h i c  p r o j e c t ,  and pe rhaps  
rende r  t h e  l i t h o g r a p h i c  p r o j e c t  impossible  f o r  
y e a r s .  (95)

Though e v e n t u a l l y  he both buys t h e  house and b u i l d s  
t h e  new p l a n t ,  he i s  angered by H i l d a ' s  meddling.
L a t e r ,  they  c l a s h  over  H i l d a ' s  head s t ro n g  behav io r  
in v i s i t i n g  Dartmoor p r i s o n .  When Edwin proves  t o  
have been r i g h t  and then  smoothly hand les  Cannon's  
demands f o r  money, H i lda  admires h i s  e f f i c i e n c y .
However, she s t i l l  i n t e n s e l y  r e s e n t s  h i s  dominance in 
t h e  household :

Edwin was in th e  r i g h t ;  h i s  p o s i t i o n  could  not 
be a s s a i l e d .  He had not been u n p le a s a n t ,  but 
he had spoken as  one sub l im e ly  c o n f id e n t  t h a t  h i s  
o rd e r  would not be c h a l l e n g e d .  Within h e r  h e a r t  
Hi Ida rebe l  l e d .  . . .

Why? Were they  not e q u a l s ?  No, they  were 
no t  e q u a l s .  The fundamental  u n u t t e r e d  assumption 
upon which t h e  household l i f e  r e s t e d  was t h a t  they  
were not e q u a l s .  She might c r o s s  him, she might 
momentari ly defy  him, she  might t o r t u r e  him, she 
might d r i v e  him to  f u r y ,  and s t i l l  be s a f e  from 
any e f f e c t i v e  r e p r i s a l s ,  because  h i s  love f o r  he r  
made he r  n e ce s sa ry  t o  h i s  b e in g ;  but in s p i t e  
of a l l  t h a t  h i s  w i l l  remained t h e  s e a t  of  govern
ment,  and she and George were only  th e  O p p o s i t io n .
In t h e  end, she had t o  i n c l i n e .  She was t h e  
complement o f  h i s  e x i s t e n c e ,  but he was no t  t h e  
complement o f  h e r s .  She was j u s t  a p a r a s i t e ,  though 
an e s s e n t i a l  p a r a s i t e .  W hy? . . .  The re a so n ,  she judged,  
was economic,  and s o l e l y  economic.  She r e b e l l e d .
Was she not a s  i n d i v i d u a l ,  a s  o r i g i n a l ,  as he?
Had she not a powerful mind o f  her  own? Was she 
not of a n a t u r e  p rofoundly  and e x c e p t i o n a l l y  inde
pendent?  (349-350)
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H i l d a ' s  mismanagement o f  t h e  household and s e r v a n t s  
c o n t i n u a l l y  i r r i t a t e s  Edwin, but he r  b ehav io r  when 
she t a k e s  George t o  London and c o n t r i v e s  f o r  Edwin to  
s t a y  a t  Aunt ie  Hamps' seems ou trageous  t o  him:

H i ld a  had d iv in ed  n o th in g .  She never  d id  d iv in e  
th e  t o r t u r e s  which she  i n f l i c t e d  in h i s  h e a r t .
She d id  not p o s se s s  t h e  gumption t o  d i v i n e .  Her 
demeanour had been amazing. . . .  I n s te ad  of c a j o l 
ing ,  she b u l l i e d .  In s tead  of t a c i t l y  a d m i t t in g  
t h a t  she was infamously wronging him, she had 
assumed a g r iev an ce  o f  h e r  own— w ithou t  s t a t i n g  
i t !  Once she had s a i d  d i s c o n t e n t e d l y  about some
t r i f l e :  "You might a t  any r a t e  "  as  though
t h e  v i c t i m  should  c a r e s s  th e  e x e c u t i o n e r .  She had 
k i s s e d  him a t  d e p a r t u r e ,  but not as  usual e f f u s i v e l y ,  
and he had s u f f e r e d  th e  k i s s  in enmity;  and a f t e r  
an unimaginable  gene ra l  upse t  and c o n fu s io n ,  . . . 
she had d r iven  o f f  w i th  he r  s o n ,— unconsc ious ,  
s t u p i d l y  unaware,  t h a t  she was leav ing  a d i s a s t e r  
behind h e r .  And l a s t  of  a l l  Edwin, s o l i t a r y ,  had 
been fo rced  t o  pe r form  th e  f i n a l  symbolic a c t ,  t h a t  
o f  locking him out o f  h i s  own s ac re d  home! The 
a f f a i r  had t r a n sce n d e d  b e l i e f .  (430)

A f t e r  t h i s  f u r o r  p a s s e s ,  they  c l a s h  over H i l d a ' s  d e s i r e  
f o r  a cou n t ry  house.  H i ld a  e n v i s io n s  a new l i f e  f o r  
them:

She had s t i l l  a n o th e r  and perhaps  g r e a t e r  
am bi t ion— t o  p o s se s s  a country  house.  In he r  fancy 
her coun t ry  house was very  l i k e  A l i c i a  H e sk e th ' s  
house,  Tavy Mansion, which she had never  ceased  t o  
envy. She f e l t  t h a t  in a new home, s p a c io u s ,  w ith  
space  around i t ,  she  could  r e a l l y  commence th e  new 
l i f e .  She saw t h e  p la c e  p e r f e c t l y  appo in ted  and 
f u n c t io n in g  p e r f e c t l y  . . . .  She would leave old 
Dar ius  C la y h an g e r ' s  m i rac le -h o u se  w i thou t  one r e g r e t .  
And in t h e  new l i f e  she would be always a c t i v e ,  
busy,  d i g n i f i e d ,  e l e g a n t ,  i n f l u e n t i a l ,  and k ind .
And t o  Edwin she would be a b s o l u t e l y  in d i s p e n s a b le .

In t h e se  imaginings  t h e i r  s o l i d  but t a r n i s h e d  
love g l i t t e r e d  and gleamed a g a in .  She saw naught 
but t h e  charming s i d e  o f  Edwin and th e  romantic  
s i d e  of  t h e i r  u n io n .  She was persuaded t h a t  t h e r e  
r e a l l y  was nobody l i k e  Edwin, and t h a t  no marr iage  
had ever  had q u i t e  t h e  m y s te r io u s ,  s e c r e t l y  e x c i t i n g  
q u a l i t y  of h e r s .  (359-360)

However, Edwin deeply  r e s e n t s  he r  e f f o r t s  t o  man ipu la te  
him in to  buying Ladderedge H a l l :
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I t  was as tound ing  t h a t  a man could  pass  w i th  such 
r a p i d i t y  as Edwin from v i v i d  joy to  b lack  and 
d e s o l a t e  gloom. She well knew t h a t  th e  idea  of 
l i v i n g  in t h e  c o u n t ry  was extremely  repugnant t o  
him, and t h a t  n o th in g  would ever  induce him to  
consent  t o  i t .  And y e t  she  must needs lay t h i s  
t r a p  fo r  him, p r e p a r e  t h i s  i n f a n t i l e  s u r p r i s e ,  and 
th e re b y  sp o i l  h i s  C h r i s tm as .  . . . The p resence  of 
Ingpen and t h e  boy, and t h e  f a c t  o f  C h r i s tm as ,  
fo rbade  him t o  speak f r e e l y .  He cou ld  not suddenly 
s to p  and d r i v e  h i s  s t i c k  i n to  the  e a r t h  and say 
sav ag e ly :

"Now l i s t e n  t o  me! Once f o r  a l l ,  I won ' t  
have t h i s  cou n t ry  house idea! So l e t  i t  be under
s t o o d , — i f  you want a row, you know how t o  get  I t . ”

The appearance  o f  amity . .  .  must be kept 
throughout t h e  day. N e v e r th e le s s  in h i s  h e a r t  he 
cha l lenged  H i ld a  d e s p e r a t e l y .  All  h e r  good q u a l i t i e s  
became i n s i g n i f i c a n t ,  a l l  h i s  benevolent e s t i m a te s  of 
he r  seemed r i d i c u l o u s .  She was th e  im poss ib le  woman.
He saw a tremendous v i s t a  of u n p le a s a n tn e s s ,  f o r  
h e r  o b s t in a cy  in w a r fa re  was known t o  him, t o g e t h e r  
w i th  h e r  p e r f e c t  lack of  s c r u p l e ,  o r  commonsense, 
and o f  s o c i a l  decency. . . .  The more rope you gave 
t h e s e  c r e a t u r e s ,  t h e  more they  wanted.  But he would 
g ive  no more ro p e .  Compromise was a t  an end. The 
b a t t l e  would be jo in e d  t h a t  n i g h t .  (494-495)

C r i s i s ; Edwin dec ides  t h a t  h i s  m ar r iage  was a m i s t a k e .
When he and Hilda  r e t u r n  from t h e i r  Chr is tmas  v i s i t  only 
t o  f in d  a c o ld ,  d a rk ,  uncomfor tab le  house a w a i t in g  them,
Edwin s torms out and walks th rough  t h e  dark  s t r e e t s ,  
brooding about h i s  m a r r i a g e :

Edwin 's b r a i n  th robbed and shook l i k e  an eng ine-  
house in which t h e  machinery was h i s  v i o l e n t  th o u g h t s .
He no longer saw h i s  m arr iage  as a cha in  o f  d i s connec ted  
e p i so d e s ;  he saw i t  as  a drama th e  t r u e  meaning of  
which was a t  l a s t  r e v e a le d  by t h e  c limax now upon him.
He had had many m isg iv in g s  about i t ,  and had put them 
away, and th e y  a l l  swept back p r e s e n t i n g  themselves  as  
a s e r i e s  o f  s i g n s  t h a t  p o in te d  t o  i n e v i t a b l e  d i s a s t e r .
He had been b l i n d ,  from w i l f u l n e s s  o r  cow ard ice .  He 
now had v i s i o n .  He had a r r i v e d  a t  h o n e s ty .  He s a id  
t o  h im s e l f ,  as  m i l l i o n s  of  men and women have s a i d  t o  
them se lves ,  w i th  awestruck  calm: "My m arr iage  was a
m i s t a k e . "  And he began t o  face  t h e  consequences  of 
th e  adm iss ion .  He was not such a fool as t o  a t t a c h  too  
much importance t o  t h e  immediate q u a r r e l ,  no r  even to  
th e  h a l f - s u p p r e s s e d  but supreme d i s s e n s i o n  concern ing  
a p la c e  o f  r e s i d e n c e .  He assumed, even, t h a t  the  
p r e s e n t  d i f f i c u l t i e s  would some how, w i th  more o r  l e s s
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s a t i s f a c t i o n ,  be a d j u s t e d .  What,  however,  would 
not  and cou ld  not be a d j u s t e d  was the  temperament 
t h a t  produced them. Those d i f f i c u l t i e s ,  which 
had been proceeded by s m a l l e r  d i f f i c u l t i e s ,  would 
be fol lowed by g r e a t e r .  I t  was i n e v i t a b l e .  .  .  .
He must f ace  t h e  t r u t h :  "She wont a l t e r  h e r  ways 
— and I s h a n ' t  s t an d  them ."  No m a t t e r  what t h e i r  
r e l a t i o n s  might in f u t u r e  s u p e r f i c i a l l y  appea r  t o  
be,  t h e i r  union was o v e r .  Or,  i f  i t  was no t  a c t u 
a l l y  over ,  i t  soon would be o ve r ,  fo r  t h e  f o r c e s  
t o  s h a t t e r  i t  were u n c o n t r o l l a b l e  and i n c r e a s i n g  in 
s t r e n g t h .

His ind ic tm en t  of h i s  w i fe  was t e r r i b l e  and 
not t o  be answered. . . .  She could  not see  r e a so n ,  
and h e r  s ense  of  j u s t i c e  was n o n e x i s t e n t .  I f  she 
wanted a t h i n g  she must have i t .  In r e a l i t y  she 
was a f i e r c e  and unsc rupulous  e g o i s t ,  incapab le  of 
unde rs tand ing  a po in t  of  view o th e r  than  he r  own.

She cou ld  not be m odera te .  She expec ted  
every c o n s i d e r a t i o n  from o t h e r s ,  but she would 
y i e l d  none.  . . .  The i n j u s t i c e  of  i t  a l l  passed  
b e l i e f .  The re  was no excuse fo r  H i ld a ,  and t h e r e  
never  would be any excuse f o r  h e r .  She was impos
s i b l e ;  she would be s t i l l  more im poss ib le .  He did  
not make h e r  r e s p o n s i b l e ;  he admit ted  t h a t  she 
was not r e s p o n s i b l e .  But a t  t h e  same t im e ,  w i th  a 
d i s d a i n f u l  and co ld  re sen tm e n t ,  he condemned and 
ha ted  h e r .  (513-515)

Thus th e  c r i s i s  i s  a t u r n i n g  p o in t  in th e  Clayhanger  
m a r r i a g e :  a t  t h i s  p o in t  i t  comes c l o s e s t  t o  complete
f a i l u r e .

R e s o l u t i o n : Edwin d e c id e s  to  y i e l d  t o  H i l d a ' s  wishes  and th u s  
n o t  be beaten  by m ar r iag e .

He adm i t ted  t h a t  m a r r ia g e  must be a mutual 
accommodation. He was,  and always had been, ready 
to  accommodate. But H i lda  was u n j u s t ,  m ons t rous ly  
u n j u s t .  Of t h a t  he was d e f i n i t e l y  conv inced .  . . .

And th e n  t h e r e  f l a s h e d  in to  h i s  mind, comple te ,  
the  g re a t  d i scove ry  o f  a l l  h i s  c a r e e r .  I t  was b ana l ,  
i t  was commonplace; i t  was what everyone knows. Yet 
i t  was t h e  g r e a t  d iscovery  o f  a l l  h i s  c a r e e r .  I f  
Hilda  had no t  been u n ju s t  in t h e  a s s e r t i o n  o f  he r  
own i n d i v i d u a l i t y ,  t h e r e  co u ld  be no m e r i t  in y i e l d i n g  
t o  h e r .  To y i e l d  t o  a j u s t  c la im  was no t  m e r i t o r i o u s ,  
though t o  w i th s ta n d  i t  would be wicked. He was 
o b je c t in g  t o  i n j u s t i c e  as a c h i l d  o b j e c t s  t o  r a i n  on 
a h o l id a y .  I n j u s t i c e  was a tremendous a c t u a l i t y !
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I t  had t o  be faced  and acc e p ted .  . . .  To r e c o n c i l e  
o n e s e l f  t o  i n j u s t i c e  was the  master  achievement .  . . 
He was t h r i l l e d  by th e  r e a l i s a t i o n .  He longed 
a r d e n t l y  t o  pu t  i t  t o  t h e  t e s t .  He d id  put i t  t o  
th e  t e s t .  . . .  And in y i e l d i n g ,  i t  seemed t o  him 
he was v i c t o r i o u s .

He thought c o n f i d e n t l y  and Joyously :
M|'m not going  t o  be beaten by H i ld a !  And 

I 'm not going t o  be bea ten  by m a r r ia g e .  Dashed 
i f  I am! A n i c e  t h i n g  i f  I had t o  admit t h a t  I 
w a s n ' t  c l e v e r  enough t o  be a husband!"

He was happy,  but somewhat t im o ro u s ly  so .
He had th e  sense  t o  su sp e c t  t h a t  h i s  d iscovery  
would s c a r c e l y  t r a n s f o r m  m arr iage  i n to  an ever
l a s t i n g  Eden, and t h a t  s e r i o u s  t r o u b l e  would not 
improbably r e c u r .  "Marr iage  keeps on a l l  th e  t im e  
t i l l  y o u ' r e  d e ad ! "  he s a i d  t o  h im s e l f .  But he 
pro foundly  knew t h a t  he had advanced a s t a g e ,  t h a t  
he had acqu i red  new wisdom and new power, and t h a t  
no danger in t h e  f u t u r e  could  equal the  danger  t h a t  
was p a s t .  (522-523}

Denouement : Edwin t e l l s  H i ld a  t h a t  he w i l l  buy Ladderedge Hall  
f o r  h e r .  Hilda  i s  happy; t h e r e f o r e ,  Edwin i s  a l s o  happy.

She had a s t r o n g  d e s i r e  t o  jump a t  Edwin and 
k i s s  him. She was sav ed .  Her g rand iose  p lan  would 
p roceed .  The house s o l d ,  Edwin was bound t o  s ec u re  
Ladderedge Hall  a g a i n s t  no m a t t e r  what r i v a l ;  and 
he would do i t .  But i t  was t h e  r e a l i s a t i o n  of  h e r  
power over  h e r  husband t h a t  gave h e r  th e  p ro foundes t  
j o y .

Now, as  be fo re  them a l l  H i lda  he ld  him t o  h e r ,  t h e  
d e l i c i o u s  thought  t h a t  she had power over  him, t h a t  
she  was shaping  t h e  l a rg e  con tou rs  of h i s  e x i s t e n c e ,  
made h e r  f e e l  solemn in her  b l i s s .  And ye t  s imul
tan eo u s ly  she was r e f l e c t i n g  with  a s c a r c e l y  p e rcep 
t i b l e  h a rd n e ss ;  " I t ' s  each f o r  h im se l f  in m ar r iage  
a f t e r  a l l ,  and I ' v e  got my own way."  . . .

"What a romance she  has made of  my l i f e ! "  
thought Edwin, confused and b lu sh in g ,  a s  she loosed 
him. And though he iooked round w i th  a f f e c t i o n  a t  
t h e  w a l i s  which would soon no longer  be h i s ,  t h e  
g re a tn e s s  o f  t h e  adv en tu re  of  e x i s t e n c e  w i th  t h i s  
c r e a t u r e ,  t o  him un ique ,  and th e  e t e r n a l  e x p e c t a t i o n  
of  some new e c s t a s y ,  l e f t  no room in h i s  h e a r t  f o r  a 
r e g r e t .  (540, 542}

Thus ,  Edwin's  a t t i t u d e  toward h i s  a u t h o r i t y  and m arr iage  
hav ing  undergone a marked change, t h e  union e n t e r s  a new 
s t a s i s  of  r e l a t i v e  peace  and happ iness .
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S in ce  th e  bulk o f  t h e  n a r r a t i v e  in *The Clayhanger  Trilogy** 

concerns  th e  r e l a t i o n s h i p  between Edwin ahd H i ld a ,  q u i t e  l o g i c a l l y  th e  

in c l u s i v e  s t r u c t u r e  i t s e l f  i s  based upon t h i s  r e l a t i o n s h i p .  From t h i s  

s t r u c t u r e  emerges B e n n e t t ' s  general  theme. However, B e n n e t t ' s  synchronous 

method of  p r e s e n t a t i o n  r a i s e s  some d i f f i c u l t y  f o r  a r e a d e r :  Edwin and

H i l d a ' s  r e l a t i o n s h i p ,  t h e  s t r u c t u r a l  p a t t e r n ,  and i t s  them a t ic  s i g n i f i 

cance become c l e a r  only  i f  th e  r e a d e r  comprehends the  importance of th e  

synchronous movement o f  t h e  f i r s t  two volumes.  That i s ,  B e n n e t t ' s  

synchronous p r e s e n t a t i o n  of  the  l i v e s  o f  Edwin and H i ld a ,  though making 

comprehension of  th e  i n c l u s i v e  s t r u c t u r e  somewhat d i f f i c u l t ,  n e v e r t h e l e s s  

c o n s t i t u t e s  p a r t  o f  h i s  them a t ic  s t a t e m e n t .  A b r i e f  a n a l y s i s  of  t h e  

i n c l u s i v e  s t r u c t u r e  and theme w i l l  perhaps  c l a r i f y  t h i s  m a t t e r .

The in c l u s i v e  i n t r o d u c t io n  c o n s i s t s  of  the  i n t r o d u c t i o n  of  P l o t  H

i n Clayhanger and one o f  t h e  major comp Ii  c a t  ions i n Hi Ida Lessways. In

th e  fo rmer ,  Edwin, f i n d i n g  h i s  l i f e  drab  and empty, meets H i lda  and i s

in t r i g u e d  by her  **inystery**; in t h e  l a t t e r ,  H i lda  g l impses  Edwin and

e n v i s io n s  an " i d e a l  l i f e . "  Each c h a r a c t e r  i s  the  p roduc t  of t h e  l i f e  he

has  led th u s  f a r .  Edwin, r ep re s sed  by Darius* pars imonious  t y ra n n y ,  i s

a shy ,  s e n s i t i v e ,  withdrawn young man. Yearning f o r  a r i c h e r ,  f u l l e r

e x i s t e n c e ,  he i s  dazz led  by the  luxury and z e s t  of  t h e  Orgreaves* mode of

l i f e ;  t o  him, H i lda  a l s o  seems a p a r t  of  t h i s  r i c h ,  i n t e r e s t i n g  l i f e .

Being ig noran t  about women and sex ,  he b e l i e v e s  t h a t  H i lda  fo l lows  him

t o  t h e  Clayhangers* u n f in i s h e d  house because  she has a " c r u s h "  on him:

He t h o u g h t :  "S h e 's  taken  a fancy t o  me I "  And
he was not a co n ce i ted  coxcomb. He e x u l t e d  in 
th e  t h o u g h t .  Nothing had ever  before  so s t a r t l e d
and u p l i f t e d  him. I t  c o n s t i t u t e d  th e  supreme
ex p e r ien c e  o f  h i s  c a r e e r  as  a human b e in g .  (£1,  266)
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However, th e  y e a r s  of Darius* d e p re ca to ry  t r e a t m e n t .  Aunt ie  Hamps*

h y p o c r i t i c a l  p r a i s e ,  and C la ra* s  s a r c a s t i c  comments have produced in

Edwin an extreme modesty;  c o n se q u e n t ly ,  Edwin a l s o  sco rns  H i l d a ;

He de sp ised  he r  because i t  was he ,  Edwin, t o  whom 
sh e  had taken a fancy!  He had not s u f f i c i e n t  s e l f -  
co n f id e n ce  t o  j u s t i f y  he r  fancy in h i s  own ey es .
H is  argument a c t u a l l y  was t h a t  no g i r l  worth having  
c o u ld  have taken  a fancy t o  him a t  s i g h t !  lC1, 266)

L a t e r ,  h i s  v i s i o n  of Hilda  s y m p a t h e t i c a l l y  t e n d in g  to  o ld  Mr. Shushions  

becomes "one o f  t h e  epochal t h i n g s  of h i s  experience.** H i ld a  has  a l so  

led a s e q u e s t e r e d  e x i s t e n c e :  she has no c l o s e  f r i e n d s ,  he r  mother  seldom

goes ou t ,  and she  knows very  few men: **lt was l i t e r a l l y  a f a c t  t h a t ,

except Mr. S k e l l o r n ,  a few tradesmen,  t h e  v i c a r ,  th e  c u r a t e ,  and a s id e s 

man o r  so ,  she  n e v e r  even spoke t o  a man from one month*s end t o  t h e  n e x t . "  

(HL, 9} Bored,  she  seeks an e x c i t i n g  l i f e .  Stenography and h e r  work in 

Cannon*s newspaper  o f f i c e  seem i n e x p r e s s i b l y  romantic  t o  h e r ,  but a f t e r  

Mrs.  Lessway*s d e a th ,  H i lda  f e e l s  c o n s c i e n c e - s t r i c k e n ;  sho r th an d  and

newspapers now seem t r i v i a l  o c c u p a t io n s .  Only a v i s io n  of a t e n d e r  and

m ys te r ious  lo v e ,  engendered by a glimpse o f  Edwin, seems t o  ho ld  promise 

of  happiness  f o r  h e r :

She saw a l l  t h e  d e l i g h t f u l  and pure  v i s t a s  of  
love  w i th  a man, s u b t l e ,  b a f f l i n g ,  and benevo len t ,  
and above a l l  s u p e r i o r ;  w i th  a man who would be 
r e s p e c t e d  by a whole town as  a p i l l a r  of s o c i e t y ,
w h i l e  b r ing ing  t o  h i s  in timacy w i th  h e r s e l f  an
e x o t i c  and w i s t f u l  q u a l i t y  which n e i t h e r  she nor 
anyone could p o s s i b l y  d e f i n e .  (HL, 217)

L a t e r ,  a t  t h e  Orgreaves* ,  one o f  Edwin's casua l  remarks moves h e r  deeply ;

Hi lda  was t h u n d e r s t r u c k .  She was b l inded
as  though by a m y s t ic  r e v e l a t i o n .  She wanted t o
e x u l t ,  and t o  e x u l t  w ith  a l l  t h e  a rdour  o f  her 
s o u l .  Th is  t r u t h  which Edwin Clayhanger had 
e n u n c ia te d  she had indeed always been vaguely
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aware o f ;  but now in a f l a s h  she  f e l t  I t ,  
she  faced I t ,  she th robbed  t o  i t s  a u t h e n t i c i t y ,  
and was f r e e .  I t  s o lv ed  every  d i f f i c u l t y ,  and 
loosed th e  load t h a t  f o r  months p a s t  had wear ied  
h e r  back. " T h e r e ' s  no v i r t u e  In b e l i e v i n g . "
I t  was fundamenta l .  I t  was t h e  g i f t  o f  l i f e  
and o f  peace .  Her soul sh o u ted ,  as  she  r e a l i z e d  
t h a t  j u s t  t h e r e ,  in t h a t  i n s t a n t ,  a t  t h a t  t a b l e ,  
a new epoch had dawned fo r  h e r .  (HL, 241-242)

Consequent ly ,  she fo l low s  Edwin not because she  has a " c r u s h "  on him but

because she wishes  t o  d i s c o v e r  i f  he were s i n c e r e .  A f t e r  t h e i r  b r i e f

m ee t ing ,  Hilda  i s  s t i l l  e x c i t e d :

In h e r  mind were no d i s t i n c t  t h o u g h t s ,  e i t h e r  
conce rn ing  t h e  n o n - v i r t u e  of b e l i e f ,  o r  t h e  new 
epoch, or Edwin C layhanger ,  o r  even t h e  s t r a n g e 
ness  o f  he r  b eh av io u r .  But a l l  h e r  being v i b r a t e d  
t o  t h e  m ys te r ious  and b e a u t i f u l  romance of  e x i s 
t e n c e .  (HL, 254)

Thus,  t h e  I n c lu s iv e  i n t r o d u c t i o n  shows two people  whose d i f f e r e n t  c h a r ac 

t e r s  a r e  the  p ro d u c ts  o f  t h e i r  p a s t s ,  meet ing and m isunde rs tand ing  each 

o t h e r ' s  r e a l  n a t u r e  and m o t iv e s .

The i n c lu s iv e  d e f i n i t i o n  c o n s i s t s  of  t h e  d e f i n i t i o n  of  P l o t  H 

in Clayhanger  and th e  c r i s i s  o f  H i ld a  Lessways: Edwin and H i lda  f a l l  in

love w i th  each o t h e r .  Edwin 's  r e a c t i o n s  t o  f a l l i n g  in love a r e  a compound 

of  bewilderment ,  uneasy h a p p in es s ,  and t r e p i d a t i o n .  Edwin i s  com ple te ly  

unab le  t o  unders tand  H i l d a ' s  " m y s t e r io u s "  n a t u r e :

He was b a f f l e d .  Far  from p i e r c i n g  he r  s o u l ,  he 
cou ld  s c a r c e l y  even see  he r  a t  a l l ;  t h a t  i s ,  w i th  
i n t e l l i g e n c e .  And i t  was always so when he was 
w i th  h e r :  he was in a dream, a vapour ;  he had
no helm, h i s  f a c u l t i e s  were not under c o n t r o l .
She robbed him o f  judgment.  (C l ,  348)

Her f i n e s t  q u a l i t y  was h e r  m ys te ry .  Even now, 
a s  he gazed a t  h e r  c o m fo r ta b ly ,  she b a f f l e d  him; 
a l l  h e r  e x q u i s i t e  l i t t l e  movements and in ton
a t i o n s  b a f f l e d  him. (Cl,  350-351)

He b e l i e v e s  t h a t  she  i s  a b s o l u t e l y  neces sa ry  f o r  h i s  h ap p in es s :
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The s o l e  c o n d i t i o n  p reced en t  t o  a t o l e r a b l e  
e x i s t e n c e  was now t o  have s i g h t  and speech of  
H i lda  Lessways.  He was I n t e n s e l y  unhappy in 
t h e  long s t r e t c h e s  of t im e  which s ep a ra te d  one 
c o n ta c t  w i th  h e r  from t h e  n e x t .  And in t h e  b r i e f  mo
ments o f  t h e i r  companionship he was f a r  to o  d i s 
t r a u g h t ,  t o o  a pp rehens ive ,  t o o  d e s i r o u s ,  to o  puzz led ,  
t o  be a b l e  t o  c a l l  h im se l f  happy. (Cl,  355)

However, he f e a r s  even t o  contempla te  m a r r i a g e :

M a r r i a g e . . . .  He apolog ized  t o  h im se l f  f o r  th e  
t h o u g h t . . . .  But j u s t  f o r  t h e  sake of a r g u m e n t . . .  
s u p p o s i n g . . .  w e l l ,  supposing  th e  a f f a i r  went so
f a r  t h a t  one day he t o l d  h e r  . . .  men d id  such t h i n g s ,
young men! N o ! . . .  B es id e s ,  she w o u l d n ' t . . . .  I t  
was a b s u r d . . . .  No such idea  r e a l l y ! . . .  And th e n  
th e  f r i g h t f u l  worry t h e r e  would be with  h i s  f a t h e r ,  
about money and so o n . . . .  And t h e  t e l l i n g  o f  C l a r a ,  
and of  everybody. No! He s imply  could  not imagine 
h im se l f  m a r r i e d ,  o r  about t o  be m a r r ie d .  Marriage  
might happen t o  o t h e r  young men, but not t o  him.
His c a s e  was s p e c i a l ,  som ehow . . . .  He shrank from such
fo rm idab le  e n t e r p r i s e s .  The mere no t ion  o f  them 
made him t r e m b le .  (C l ,  3 5 7 .  B e n n e t t ' s  e l l i p s e s . )

Thus,  t h e  shy,  f a th e r -d o m in a te d  young man again  con tem pla te s  ano the r

independent a c t i o n .  H i l d a ,  on th e  o t h e r  hand, has a l r e a d y  exper ienced

love and m ar r iag e :  she  m arr ied  Cannon b e l i e v in g  t h a t  she  was ga in ing

h e r  " i d e a l  l i f e " :  "She would be t h e  w i f e  o f  a g re a t  and a wealthy  man.

And in h e r  own s e c r e t  ways she could  in f l u e n c e  him, and th u s  be g r e a t e r

than  t h e  g r e a t . "  (HL. 381) She r e a l i z e s  he r  m is tak e ,  however,  and now

she c o v e r t l y  compares Cannon and Edwin;

She l ik e d  t h e  fee l  of  h i s  f a i t h f u l  hand, and t h e  
g lance  o f  h i s  t im id  and y e t  b e l l i c o s e  eye .  And
she reposed  on h i s  ve ry  appa ren t  honesty  as  on a
bed. She knew, w i th  t h e  a s su ra n ce  of  p e r f e c t  f a i t h ,  
t h a t  he had no th ing  dubious  t o  co n cea l ,  and t h a t  no 
t e s t  co u ld  s t r a i n  h i s  magnanimity .

His whole a t t i t u d e  was u t t e r l y  and m y s te r io u s ly  
d i f f e r e n t  from t h a t  o f  any o t h e r  man whom she  had 
k n o w n . . . .  And with  t h a t  s i n g l e ,  w i s t f u l  e x p re s s io n  
of h i s !  (HL, 471-472.  B e n n e t t ' s  e l l i p s e s . )

When she  r e a l i z e s  t h a t  Edwin loves h e r ,  she  again  e x p e r i en c e s  t h e  exci tement
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of l i f e :

A m i r a c l e  had o ccu r red ,  and i t  i n t im i d a t e d  h e r .
And, amid h e r  wondrous f e a r s ,  she  was s teeped  
in t h e  unique sense  o f  a d v e n tu r e .  . . .  The 
t r a g i c  sequel t o  one adven tu re  had not impaired 
he r  i n s t i n c t  f o r  e x p e r ien c e .  On t h e  c o n t r a r y ,  
i t  had s t r e n g th en e d  i t .  The very  f a i l u r e  of  t h e  
one e x c i t e d  h e r  towards  a n o t h e r .  The z e s t  of 
l i v i n g  was reborn  in h e r .  . . .  The f a c u l t y  of 
men and women t o  c r e a t e  t h e i r  own l i v e s  seemed 
d i v i n e ,  and t h e  concep t ion  o f  i t  en fevered  h e r .
(HL, 475)

Consequently ,  when they  f i r s t  k i s s ,  she s e e s  i t  a s  a p o r t e n t  o f  t h e

f u l f i l l m e n t  of  he r  **ideal l i f e ” :

His  a g i t a t i o n  appeared t o  be ex treme;  but she 
was calm; she was d i v i n e l y  calm.  She savoured 
t h e  moment as  though she had been a w a tch e r ,  
and not an a c t o r  in t h e  s cen e .  She th o u g h t ,  w i th  
a s e c r e t  s ig h  o f  b l i s s :  ”Yes,  i t  i s  r e a l ,  t h i s
moment! And I have had i t .  Am I a s to n i sh e d  
t h a t  i t  has come so soon,  o r  d id  I know i t  was 
coming?” Her eyes  drank up t h e  fa c e  and th e  
hands and th e  g e s t u r e s  of h e r  l o v e r .  (HL, 516)

The d i s p a r a t e  c h a r a c t e r s  and e x p e r ien c e s  o f  Edwin and H i ld a  provide  

t h e  bas ic  c o n f l i c t s  of  th e  i n c l u s i v e  s t r u c t u r e . Edwin— in exper ienced  and 

somewhat na ive— i n s t i n c t i v e l y  yearns  f o r  H i ld a ,  bu t— shy and i s o l a t e d — 

he f e a r s  the  involvement m ar r iage  w i l l  b r i n g .  H i l d a ,  more exper ienced  

but s t i l l  a r o m a n t i c i s t ,  yearns  f o r  an ” idea l  l i f e , ”  which she  expec ts  

m arr iage  with Edwin w i l l  p ro v id e .  Yet each i s  a l s o  enmeshed in t h e  c ircum

s t a n c e s  of h i s  p a s t  l i f e :  Edwin i s  s t i l l  dominated by D a r iu s ,  who grows

ev er  more t y r a n n i c a l ;  H i lda  i s  s t i l l  burdened by th e  r e s p o n s i b i l i t y  of 

Miss Gailey  and s t i l l  s u b j e c t  t o  t h e  consequences  o f  he r  union w i th  Cannon. 

Thus,  t h e  c o n f l i c t  which m o t iv a te s  the  i n c l u s i v e  s t r u c t u r e  i s  not only 

t h a t  between t h e  d i s p a r a t e  n a tu r e s  o f  H i lda  and Edwin but a l s o  t h a t  between
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each c h a r a c t e r  and th e  c i rcum stances  of  h i s  own l i f e .

The f i r s t  i n c l u s i v e  c o m p l ic a t io n  i s  the  r e s u l t  o f  t h e  c o n f l i c t

between each c h a r a c t e r  and t h e  c i r c u m s tan c es  of h i s  l i f e .  I t  c o n s i s t s  

of  t h e  c o m p l ic a t io n  of  P lo t  H in Clayhanger and th e  r e s o l u t i o n  in Hi Ida 

Lessways; H i ld a  " j i l t s "  Edwin. A f t e r  H i l d a ' s  r e t u r n  t o  B r igh ton ,  Edwin 

f i n a l l y  summons courage  enough t o  ask D ar ius  fo r  a p a r t n e r s h i p  so t h a t  

he can marry; D a r iu s ,  of c o u r s e ,  r e f u s e s .  Condi t ioned  by a l i f e t i m e  of

s u b ju g a t io n  t o  D a r iu s ,  Edwin can only  im poten t ly  rage :

Do what he would w i th  h i s  b r a i n ,  t h e  p r o j e c t  
o f  m arr iage  and house- tenancy  and a s e p a r a t e  
e x i s t e n c e  o b s t i n a t e l y  p re s e n te d  i t s e l f  t o  him 
as  f a n t a s t i c  and p r e p o s t e r o u s .  Who was he t o  ask 
so much from d e s t i n y ?  He could  not f e e l  t h a t  he 
was a man. In h i s  f a t h e r ' s  p resence  he never  
co u ld  fee l  t h a t  t h e  was a man. He remained a 
boy, w i th  no r i g h t s ,  moral o r  m a t e r i a l .  (C l , 384)

L a t e r  t h a t  same even ing ,  he l e a r n s  t h a t  H i lda  has m ar r ied  Cannon:

T h i s  to o  he had always f e l t  and known would 
come t o  p a s s :  t h a t  H i ld a  would not be h i s .  All
t h a t  romance was u n r e a l ;  i t  was not t r u e ;  i t  was 
t o o  good t o  be t r u e ;  i t  had never  happened. Such 
a t h i n g  could  not  happen t o  such as  he was.
(C l .  388-389}

F i r s t ,  h i s  f a t h e r  c ru sh es  h i s  am bi t ion  t o  be an a r c h i t e c t ;  t h e n ,  h i s  f a t h e r  

r e f u s e s  him a decen t  l i v e l i h o o d ;  now, h i s  loved one abandons him f o r  some

one e l s e .  Thus ,  t o  Edwin, b i t t e r  d isappo in tm en t  seems t o  be t h e  te rms  of 

h i s  e x i s t e n c e .  To H i ld a ,  l i f e  seems e q u a l l y  m a l ig n a n t .  Never having  t o l d  

Edwin of he r  hav ing  been v ic t im iz e d  by Cannon, she cannot  now t e l l  him 

t h a t  she i s  p re g n a n t ;

R a t h e r  than  l e t  him know, in any c o n ce iv a b le  
manner ,  t h a t ,  a l l  u n w i t t i n g ,  she was b ea r in g  
t h e  c h i l d  of a n o th e r  a t  t h e  moment o f  h e r  
b e t r o t h a l  t o  h im s e l f ,  she  p r e f e r r e d  t o  be 
r ega rded  as a j i l t  of t h e  ve ry  wors t  k in d .
(HL, 528)
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She now f in d s  h e r s e l f  w i t h  an in v a l id  t o  n u r s e ,  a board ing-house  t o  run ,

a c h i l d  on i t s  way, and "no a l t e r n a t i v e  t o  the  t a b l e a u . "  Having begun

by seek in g  adven tu re  and romance and by b e l i e v in g  in " t h e  f a c u l t y  of men

and women to  c r e a t e  t h e i r  own l i v e s , "  she  i s  now d i s i l l u s i o n e d  and

e m b i t t e r e d :  "She began t o  pe rce ive  what l i f e  r e a l l y  was,  and th e  immense

importance of  hazard  t h e r e i n .  N e v e r t h e l e s s ,  without f r a i l t y ,  without

d e f e c t i o n ,  what could  chance  have done?"  (HL, 532}

The r e v e r s a l  o f  t h i s  co m pl ica t ion  i s  the  denouement of  P lo t  H

of C layhange r : Edwin and Hi lda  a re  r e u n i t e d .  Free a t  l a u t  from Darius*

ty ran n y  and t h e  bigamous entanglement w i th  Cannon, they  a r e  ab le  now to

meet a g a i n ,  exp re ss  t h e i r  love,  and m ar ry .

Yet t e n  y e a r s  have passed s i n c e  t h e i r  thw ar ted  engagement,  and

respond ing  t o  t h e i r  changed c i r c u m s tan c es ,  Edwin and H i ld a  have a l s o

changed.  Edwin i s  s t i l l  o r d e r ly ,  c o m f o r t - l o v in g ,  and sometimes s o c i a l l y

awkward. However, w i th  a b so lu t e  command of  h i s  own t im e ,  money, b u s in e s s ,

and household ,  he has  become more a s s e r t i v e ,  more a u t h o r i t a t i v e :

B i t  by b i t  he was assuming th e  h i s t o r i c  p r i v i l e g e s  
of t h e  E n g l i s h  master  of  t h e  house.  He had th e  
i l l u s i o n  t h a t  i f  only he co u ld  m a in ta in  a s i l e n c e  
s u f f i c i e n t l y  august h i s  e r r o r  of  f a c t  and o f  manner 
would c e a s e  t o  be an e r r o r .  (C l , 552)

In some ways he has grown s u r p r i s i n g l y  l i k e  Dar ius .  The e l d e r  C lay h an g e r ' s

a t t i t u d e  toward h i s  own c a r e e r  approached awe:

D a r i u s ' s  p r i d e  in the  achievement  of h i s  bus iness  
was s im ply  i n d e s c r i b a b l e .  . . .  To Dar ius  t h e r e  
was no b u s in e s s  q u i t e  l i k e  h i s  own. He adm it ted  
t h a t  t h e r e  were b u s in e s s e s  much b ig g e r ,  bu t  they 
lacked t h e  miraculous  q u a l i t y  t h a t  h i s  own had.

They were no t  s a c re d .  H is  was, g e n u in e ly .  (Cl,  171)

Edwin ho lds  a n e a r l y  i d e n t i c a l  view; "His  c a r e e r ,  which t o  o th e r s  p robab ly  

seemed du l l  and monotonous,  p re sen te d  i t s e l f  t o  him as  almost m i racu lo u s ly
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romantic  in i t s  developm ent ."  (£1,  556) To D a r iu s ,  th e  word b u s in e s s

was s u f f i c i e n t  excuse fo r  any domest ic  ty r a n n y :

No one asked where o r  why he had been d e t a i n e d ;  
i t  was not e t i q u e t t e  t o  do s o .  i f  f a t h e r  had been 
' c a l l e d  away'  o r  had 'had  t o  go away'  o r  was ' k e p t  
somewhere, '  t h e  d e t a i l s  were out of  de fe rence  
al lowed t o  remain in m ys te ry ,  r e s p e c t e d  by c u r i o 
s i t y  . . .  ' F a t h e r — b u s i n e s s '  . . .  All  b u s in e s s  was 
s a c r e d .  (C l , 5 8 .  B e n n e t t ' s  e l l i p s e s . )

Edwin, t o o ,  b e l i e v e s  i t  s o :  "Edwin was j u s t  as  laconic  and m y s te r io u s  as

Darius  had been about ' b u s i n e s s . '  I t  was a word t h a t  ended arguments

o r  p reven ted  th e m ."  (C l ,  576) Thus,  p a r t  o f  Edwin 's i n h e r i t a n c e  from

Darius  i s  a domineer ing ,  a u t h o r i t a t i v e  a t t i t u d e .  The Edwin who m a r r i e s

H ilda  i s  not e x a c t l y  th e  same shy young man who ten  years  e a r l i e r  had

fea red  even t o  t h i n k  of m a r r i a g e .

Nor i s  H i lda  p r e c i s e l y  t h e  same young g i r l .  Her t e n  y e a r s  of

penury and s t r u g g l e  have changed h e r :

The harsh  c u rv e s  of  h e r  h a i r  were t h e  same.
Her t h i c k  eyebrows were t h e  same. Her b laz ing  
g lan ce  was t h e  same. Her i n t e n s e l y  c l e a r  i n to n 
a t i o n  was t h e  same. But she  was a p rofoundly  
changed woman. . . .  As,  bending under  t h e
lamp-shade t o  a r r a n g e  t h e  wick,  she exposed he r
f e a t u r e s  t o  t h e  b r i g h t  l i g h t ,  Edwin saw a face  
marred by a n x ie t y  and g r i e f  and t im e ,  t h e  face  
of  a mature woman, w i th  no l i n g e r i n g  p r e t e n s i o n s  
t o  g i r l i s h n e s s .  She was t h i r t y - f o u r ,  and she  
looked o l d e r  th a n  Maggie and much o ld e r  than 
J a n e t .  She was e m b i t t e r e d .  (C l , 588)

Though h e r  m a r r ia g e  t o  Edwin p ro v id es  he r  w i th  w ea l th ,  co m fo r t ,  s e r v a n t s ,

and l e i s u r e ,  i t  cannot  t o t a l l y  e r a s e  t h e  e f f e c t s  of year s  o f  h a r d s h ip ,

t o i l ,  and a n x i e t y .  Thus,  t h e  H i lda  who m a r r i e s  Edwin i s  not t h e  same

young g i r l  who b e l iev ed  t h a t  l i f e  was a romantic  a d v en tu r e ,  m a l l e a b l e  t o

o n e ' s  w i l l .

The second i n c lu s iv e  comp I i c a t  ion i s  th e  d e f i n i t i o n  o f  These Twain:
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H i ld a  and Edwin q u a r r e l  over Edwin 's  p l a n s  t o  b u i ld  a new l i t h o g r a p h ic  

p l a n t .  Th is  q u a r r e l  stems from t h e i r  d i s p a r a t e  c h a r a c t e r s  and a t t i t u d e s  

toward m a r r ia g e .  Edwin is  accustomed now t o  e x e r c i s i n g  a u t h o r i t y  in 

both h i s  b u s in ess  and h i s  home. Moreover, he has always been surrounded 

by submiss ive  women— th e  s e l f - e f f a c i n g  Maggie,  th e  obsequious Auntie  Hamps, 

t h e  now -re sp ec t fu l  C l a r a ,  even t h e  complian t  J a n e t ;  in t h e  admirable  

Orgreave household ,  Mrs. Orgreave i s  t h e  very  model o f  devoted de fe rence  

t o  h e r  husband. In a d d i t i o n ,  Edwin h a s ,  he t h i n k s ,  proved h i s  mastery  

over  H i lda  a t  B r ig h to n ;

He looked a t  he r  l i k e  a conquero r .  He had 
t a u g h t  h e r  a t h i n g  o r  two.  He had been a man. He 
was proud of  h im s e l f .  He was proud of a l l  s o r t s  of 
d e t a i l s  in h i s  conduc t .

I f  she had a c te d  f o o l i s h l y  i t  was because of  he r  
tremendous h a u g h t in e s s .  However, he had lowered 
t h a t .  He had shown h e r  he r  m a s t e r .  (Ç2 607, 608)

Consequen t ly ,  though he i s  w i l l i n g  t o  concede c o n t r o l  of  th e  household  to

h e r ,  he b e l i e v e s  t h a t  h i s  word should  be family  law. When Hi lda  begins

t o  meddle in h i s  b u s in e s s ,  he i s  o u t ra g e d :

"You manage your home, and I ' l l  manage my bus iness !
You know no th ing  a t  a l l  about b u s in e s s .  You 're  th e  
ve ry  a n t i t h e s i s  o f  b u s i n e s s .  . . .  I w on ' t  have you 
i n t e r f e r i n g  in my b u s i n e s s .  Other wives d o n ' t ,  and 
you s h a n ' t .  So l e t  t h a t  be c l e a r l y  u n d e r s to o d . "
( r r ,  84 -85 )

T his  a t t i t u d e — t h e  r e s u l t  o f  D a r i u s '  ty ra n n y ,  h i s  e a r l i e r  hom el i fe ,  and 

h i s  own p r id e —  i s  t h a t  which Edwin b r in g s  t o  m a r r i a g e .

H i l d a ' s  a t t i t u d e ,  on th e  o t h e r  hand, i s  t h e  r e s u l t  o f  th e  i n s t a 

b i l i t y  of h e r  p a s t  and t h e  y e a r s  o f  he r  penury .  She now c raves  s e c u r i t y  

and com for t .  Doubting Edwin's  b u s in e s s  c a p a b i l i t i e s ,  she opposes h i s  

p l a n s :
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A f t e r  years  of  d i s a s t r o u s  p e r i l  she was s a f e  and 
George was s a f e .  And i f  she was p a s s i o n a t e l y  In 
love w i th  Edwin, she  was a l s o  p a s s i o n a t e l y  in love
w i th  s a f e t y .  .  .  .  The s im p le to n  . . .  might r u i n
h im s e l f— and h e r !  (TT, 90)

The r e s u l t  o f  h e r  years  o f  i s o l a t e d  s t r u g g l e  a g a in s t  a d v e r s i t y ,  her

a t t i t u d e  c o n t a i n s  a marked q u a n t i t y  of  s e l f i s h n e s s :

Her g lan ce ,  when t h e i r  eyes were ve ry  c lo se  t o g e t h e r ,  
was c u r i o u s .  I t  seemed to  imply: *Ve a re  in love .
And we love .  I am yo u rs .  You a r e  mine. L i f e  i s  
ve ry  f i n e  a f t e r  a l l .  I am a happy woman. But s t i l l — 
each i s  fo r  h im s e l f  in t h i s  w o r ld ,  and t h a t * s  th e  
bedrock of m ar r iage  as  of  a 11 o t h e r  i n s t i t u t i o n s . "
Her  sense  of r e a l i t i e s  a g a in !  (TT, 135)

L a t e r ,  when she t a k e s  George t o  London and c o n t r i v e s  f o r  Edwin t o  s t a y

a t  Aunt ie  Hamps*, t h i s  a t t i t u d e  re a p p e a r s :

She bent down and k i s s e d  him sev e ra l  t im e s ,  ve ry  
f e r v e n t l y ;  he r  l i p s  l inge red  on h i s .  And a l l  t h e  t ime 
she  frowned e v e r  so l i t t l e ;  and i t  was as  i f  she  was 
conveying t o  him: "But— each i s  f o r  h im se l f  in m a r r i a g e ,  
a f t e r  a l l . "  (TT* ^01)

In a d d i t i o n ,  h e r  v i s i o n  of an " i d e a l  l i f e , "  in which she would marry a

" g r e a t  and weal thy  man," in f lu e n c e  him, and th u s  be " g r e a t e r  than  the

g r e a t , "  aga in  r e v i v e s ;  in f a c t ,  she e x u l t s  in he r  power over  Edwin:

She th o u g h t :  " I t  i s  m a rv e l lo u s .  I can do what I l ik e  
w i th  him. When I use  a p a r t i c u l a r  to n e ,  and look a t  
him in a p a r t i c u l a r  way, I can do what I l i k e  w i th  h im."

She was e c s t a t i c a l l y  co n sc io u s  of an incomprehens ib le  
power. What a r o l e ,  t h a t  o f  t h e  c a p r i c i o u s ,  p o u t in g  
queen, r e c l i n i n g  lu x u r io u s ly  on h e r  lounge, and subduing 
a t y r a n t  t o  a s l a v e !  (TT, 96)

She saw Edwin as  an ins trument t o  be played upon, and 
h e r s e l f  as  a v i r t u o s o .  (TT, 478)

T h e r e f o r e ,  though they  love each o t h e r ,  t h e i r  w i l l s  i n e v i t a b l y  c l a s h .

T h e i r  c h a r a c t e r s  and a t t i t u d e s ,  shaped by t h e i r  pas t  l i v e s  and p re s e n t

am b i t io n s ,  a r e  to o  d i s p a r a t e  f o r  harmony. Consequent ly ,  they  a l t e r n a t e
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between happiness  and m ise ry ;  " I n  the  g r e a t ,  p a s s i o n a t e  war of  m a r r ia g e ,  

th e y  would draw .  • • a p a r t ,  d e f e n s iv e  and w a tc h f u l ,  ru sh ing  t o g e t h e r  a t  

i n t e r v a l s  e i t h e r  t o  f i g h t  o r  t o  k i s s . "  (TT, 243)

The i n c l u s i v e  c r i s i s  i s  a l s o  t h e  c r i s i s  o f  These Twain; Edwin 

r e a l i z e s  t h a t  h i s  marr iage  i s  a m is ta k e .  When H i lda  p e r s i s t s  in c o n t r a 

d i c t i n g  h i s  w ishes  about moving to  th e  c o u n t r y ,  Edwin r e a p p r a i s e s  t h e i r  

r e l a t i o n s h i p ;

He no longer  saw h i s  m ar r iage  as  a ch a in  of  d i s co n 
n e c te d  e p i so d e s ;  he saw i t  as  a drama t h e  t r u e  meaning 
of  which was a t  l a s t  r ev ea led  by t h e  c limax now upon 
him. . . .  He s a i d  t o  h im se l f  . • .  ,  w i th  awestruck 
ca lm ;  "My m arr iage  was a m i s t a k e . "  And he began t o  
face  t h e  consequences  o f  t h e  adm is s ion .  (TT, 513}

His  conc lus ion  i s  a d i r e c t  r e s u l t  of h i s  p a s t  l i f e  and h i s  a t t i t u d e  toward

m a r r i a g e .  Having s u f f e r e d  t h i r t y  year s  o f  p a t e r n a l  t y r a n n y ,  Edwin now

f i n d s  h im se l f  s u b j e c t  t o  a w i l l  more loving but no l e s s  d e s p o t i c  than

D a r i u s ' .  Even b e fo re  t h i s  p a r t i c u l a r  q u a r r e l ,  Edwin had yearned f o r

freedom:

I f  he ,  Edwin, were f r e e ,  what an idea l  l i f e  he could  
make f o r  h im s e l f ,  a l i f e  p re s id e d  ov e r  by commonsense, 
r e g u l a r i t y ,  and o rd e r !  He was not f r e e ;  he would never  
be f r e e ;  and what had he o b ta in ed  in exchange f o r  
freedom? . . .  He had a w ife  and h e r  c h i l d ;  s e r v a n t s —  
a t  i n t e r v a l s ;  a f i n e  works and many workpeople;  a house,  
w i th  books; money, s e c u r i t y .  . . .  And what was t h e  
r e s u l t ?  Was he e v e r ,  in any idea l  s e n s e ,  happy; t h a t  
i s ,  f r e e  from fo rebod ing ,  from f r i c t i o n ,  from re s p o n s i 
b i l i t y ,  and w i th a l  l i g h t l y  joyous?  Was any q u a r t e r  of  
an hour of h i s  day a b s o l u t e l y  what he would have wished?
(TT, 400)

Thus,  h i s  c o n c lu s io n  r e f l e c t s  in p a r t  h i s  l i f e - l o n g  d e s i r e  f o r  independence 

r e a s s e r t i n g  i t s e l f ;

There  f l i t t e d  through h i s  mind t h e  dream of  l i b e r t y — 
not t h e  l i b e r t y  o f  ig noran t  you th ,  but l i b e r t y  w i th  
e x p e r ien c e  and knowledge t o  use i t .  Rav ish ing  p r o s p e c t !
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Marriage  had advan tages .  But he could  r e t a i n  th o s e  
advan tages  in freedom. .  .  .  And as  he p i c tu r e d  such 
an e x i s t e n c e  . . .  f u r t h e r  so u v en i r s  of  H i l d a ' s  
w i l f u l  n a u g h t in e s s  and i n j u s t i c e  rushed in to  h i s  
mind by thousands  . . . .  (TT, 515-516)

Edwin 's  b e l i e f  t h a t  h i s  a u t h o r i t y  should  be supreme a l s o  prompts h i s

r e a l i z a t i o n ;

He must f ace  t h e  t r u t h ;  "She won ' t  a l t e r  he r  ways—
and I s h a n ' t  s tand  them ."  No m a t t e r  what t h e i r
r e l a t i o n s  might in f u t u r e  s u p e r f i c i a l l y  appear  t o  
be ,  t h e i r  union was o v e r .  (TT, 513)

In t h a t  t h e i r  q u e s t s  f o r  happiness  come c l o s e s t  t o  f a i l u r e  h e r e ,  t h e  scene

o f  Edwin 's  b i t t e r  r e a l i z a t i o n  i s  t h e  c r i s i s  of  t h e  in c lu s iv e  s t r u c t u r e .

The i n c l u s i v e  r e s o l u t i o n  i s  t h e  r e s o l u t i o n  of  These Twain;

Edwin dec ide s  not t o  be beaten by m a r r ia g e  o r  H i ld a  but t o  y i e l d  t o  he r

demands. Though t h i s  d e c i s io n  r e p r e s e n t s  a marked change in h i s  a t t i t u d e

toward m a r r i a g e ,  i t  n e v e r t h e l e s s  i s  c h a r a c t e r i s t i c  of Edwin in s ev e ra l

ways.  F i r s t ,  Edwin has  a profoundly  f o r g i v i n g  n a t u r e .  He fo rgave  Darius

f o r  hav ing  thw ar ted  h i s  ambit ion t o  be an a r c h i t e c t ;  though he a n g r i l y

vowed revenge when D ar iu s  re fu sed  him a p a r t n e r s h i p ,  Edwin ag a in  fo rgave

him and in th e  end p i t i e d  him; when he rega ined  H i ld a ,  he even fo rgave

h e r  f o r  he r  c ru e l  d e s e r t i o n :  "Drowning amid t h e  waves of h e r  t e r r i b l e

d e v o t io n ,  he was recompensed in th e  hundredth  p a r t  of a second f o r  a l l

t h a t  th rough  h e r  he had s u f f e r e d  or  might h e r e a f t e r  s u f f e r . "  (C l , 698)

Thus t o  fo r g iv e  H i l d a ' s  new t r a n s g r e s s i o n s  seems n a tu r a l  t o  Edwin. Second,

a l l  of h i s  l i f e  Edwin had sought i n t e l l e c t u a l  and moral p e r f e c t i o n .

Though " t h e  m y s te r io u s  and holy flame o f  t h e  d e s i r e  f o r  s e l f - p e r f e c t i n g "

( C l . 18} had a t  t im e s  burned low, i t  had never  been e x t in g u i sh ed  in Edwin.

R e s o lu t io n s  t o  " t u r n  over  a new l e a f , "  programs t o  b e t t e r  h im s e l f ,  e f f o r t s
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t o  p r a c t i c e  t o l e r a n c e  and j u s t i c e  had a l l  c h a r a c t e r i z e d  Edwin 's  ques t  

f o r  p e r f e c t i o n .  Consequent ly ,  he see s  h i s  y i e l d i n g  to  H i lda  a s  a moral 

v i c t o r y :

I f  H i lda  had not been u n ju s t  in th e  a s s e r t i o n  of 
he r  own i n d i v i d u a l i t y ,  t h e r e  could be no m e r i t  in
y i e l d i n g  t o  h e r .  . . .  To r e c o n c i l e  o n e s e l f  to
i n j u s t i c e  was the  m as te r  achievement .  . . .  In y i e l d i n g ,  
i t  seemed t o  him t h a t  he was v i c t o r i o u s .  (TT, 522-523)

Thus,  h i s  d e c i s io n  seems a s t e p  toward moral p e r f e c t i o n ,  i f  not t h e

cu lm in a t io n  of  h i s  q u e s t ;

He profoundly  knew t h a t  he had advanced a s t a g e ,  t h a t  
he had a cq u i r ed  new wisdom and new power, and t h a t  
no danger in t h e  f u t u r e  cou ld  equal th e  danger  t h a t  
was p a s t .  . . .

I t  had taken  him year s  t o  d i s c o v e r  where he was.
Why should  t h e  d iscove ry  occur  j u s t  t h e n ?  He could 
only  suppose t h a t  t h e  cumula t ive  b a t t e r i n g  of  e x p e r i 
ence had a t  length  knocked a hole  th rough  h i s  t h i c k  
head, and l e t  sav ing  wisdom in .  (TT, 523)

T h i r d ,  a l l  of h i s  l i f e  Edwin had sought h a p p in es s ,  only t o  have i t  e lude

him. Though he had ga ined  h i s  freedom from D ar iu s ,  had ach ieved  success

in h i s  bus iness  and r e s p e c t  in h i s  community, and had ob ta ined  t h e  woman

he loved, none of  t h e s e  accomplishments had brought th e  happ iness  he

so u g h t .  Yet th e  b i t t e r  d i sappo in tm en ts  which seemed t h e  te rm s  of  h i s

e x i s t e n c e  can now, he b e l i e v e s ,  be ended by y i e l d i n g  to  H i ld a :

The p l e a s u r e ,  t h e  mere p l e a s u r e — c a l l  i t  sensua l  o r  
what you l i k e — of g r a n t in g  a c a p r i c e  t o  t h e  c a p r i c i o u s  
c r e a t u r e !  I f  a t h i n g  a f fo r d e d  her  jo y ,  why not g ive  
i t ?  . .  .

He was c a r r i e d  away by h i s  own dream. To r e a l i s e  
t h a t  dream he had only  t o  y i e l d ,  t o  nod n e g l i g e n t l y ,  
t o  murmur w i th  benevolent t o l e r a n c e :  "All  r i g h t .  Do
as  you p l e a s e . "  (TT, 519-520)

In h i s  h e a r t  he so y i e l d s ,  and upon h i s  r e t u r n i n g  heme, t h e  joy  he e x p e r i 

ences  seems reward enough f o r  h i s  d e c i s io n :
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He was e l a t e d .  The welcome of h i s  f a m i l i a r  
home was b e a u t i f u l  t o  him. . . .  He cou ld  y i e l d  
upon the  grand c o n te n t io n  how and when he chose .
He had h i s  acqu iescence  w a i t i n g  l i k e  a d e l i g h t f u l  
s u r p r i s e  f o r  Hi Ida .  As he looked a t  he r  lo v in g ly ,  
w i th  a l l  h e r  c r imes  o f  i n j u s t i c e  t h i c k  on h e r ,  he 
c l e a r l y  r e a l i s e d  t h a t  he saw her  as  no o th e r  pe rson  
saw h e r ,  and t h a t  because i t  was so she in her 
e n t i r e t y  was i n d i s p e n s a b le  t o  him. And when he 
t r i e d  t o  argue  i m p a r t i a l l y  and a l o o f l y  w i th  h im se l f  
about r i g h t s  and wrongs,  a s i n i n e  reason  was swamped 
by an e n t i r e l y  i r r a t i o n a l  and wise joy in th e  s im ple  
f a c t  of t h e  c r i m i n a l ’ s e x i s t e n c e .  (TT, 526)

Thus,  being based upon h i s  f o r g iv in g  n a t u r e ,  h i s  sense  of  moral v i c t o r y ,

and h i s  d e s i r e  f o r  h a p p in e s s ,  t h e  marked change in Edwin’ s a t t i t u d e  toward

m arr iage  seems q u i t e  c h a r a c t e r i s t i c .

The i n c l u s i v e  denouement i s  t h e  denouement of  These Twain;

H i ld a  being made happy, Edwin i s  t h e r e f o r e  a l s o  happy. H i l d a ’ s  happiness

s p r i n g s  from s e v e r a l  s o u r c e s :  t h e  c o u n t ry  house w i l l  b r ing  h e r  dreams

of  a new l i f e  c l o s e r  t o  r e a l i t y ;  she  has had h e r  way in t h e  c o n t r o v e r s y ;

most im p o r tan t ,  she has r e a l i z e d  h e r  power over Edwin. The f i n a l  scene

r e v e a l s  th e  e ssen ce  of H i l d a ’ s c h a r a c t e r :  he r  love f o r  Edwin, he r  p r id e

in h e r  power o v e r  him, and a t r a c e  of  h e r  s e l f i s h n e s s :

Now, as be fo re  them a l l  H i ld a  held  him to  h e r ,  th e  
d e l i c i o u s  though t  t h a t  she  had power over  him, t h a t  
she  was shap ing  th e  l a rge  co n to u rs  o f  h i s  e x i s t e n c e ,  
made her  f e e l  solemn in he r  b l i s s .  And ye t  s im u l t a n e 
ous ly  she was r e f l e c t i n g  w i th  a s c a r c e l y  p e r c e p t i b l e  
h a rd n e s s :  " I t ’ s  each f o r  h im se l f  in m ar r iage  a f t e r
a l l ,  and I ’ve got my own way."  (TT, 542)

Edwin’ s happ iness  s p r i n g s  from a s i n g l e  s o u rc e :  he has made H i ld a  happy.

Having a c te d  upon h i s  d e c i s i o n  t o  y i e l d  t o  h e r ,  he has no r e g r e t s ,  f o r  he

has achieved  t h a t  which he sought as  a young man and which H i ld a  even then

seemed t o  promise— a r i c h ,  f u l l ,  e x c i t i n g  l i f e :

"What a romance she  has made o f  my l i f e ! "
thought  Edwin. . . .  And though he looked round w i th
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a f f e c t i o n  a t  t h e  w a l l s  which would soon no longer 
be h i s ,  t h e  g r e a tn e s s  of  t h e  adven tu re  o f  e x i s t e n c e  
w i th  t h i s  c r e a t u r e ,  t o  him un ique ,  and t h e  e t e r n a l  
e x p e c t a t i o n  of  some new e c s t a c y ,  l e f t  no room in h i s  
h e a r t  f o r  a r e g r e t .  (TT, 542)

Thus, t h e  new s t a s i s  which concludes  t h e  sequence in These Twain 

i s  th e  log ica l  outcome of  t h e  d i s p a r a t e  i n f l u e n c e s ,  am b i t io n s ,  and 

e x p e r ien c e s— th e  s e p a r a t e  l i v e s  o f  Edwin and H i ld a— shown in Clayhanger  

and Hi Ida Lessways. Through t h e s e  e v e n t s ,  Bennett  developes  h i s  genera l  

theme: th e  c i r cu m stan ces  o f  l i f e  sometimes shape a person  c o n t r a r y  t o

h i s  w ishes ;  c o n se q u e n t ly ,  such a person  can ach ieve  happiness  only through 

a compromise between h i s  wishes  and c i r c u m s ta n c e s .

To convey t h i s  theme, Benpett  c r e a t e s  a s i n g u l a r l y  a p p r o p r i a t e  

form th rough  h i s  c o n t r o l  o f  f i c t i v e  t im e .  Within  th e  in d iv id u a l  volumes,  

th e  movement of f i c t i v e  t ime i s  almost p u re ly  c h r o n o l o g i c a l :  Clayhanger

beg ins  in Ju ly  of  1872 and concludes  in February  o f  1892; H i lda  Lessways 

covers  t h e  t ime from October  of  1878 t o  September o f  1882; These Twain 

p roceeds  from August o f  1892 t o  A p r i l  o f  1897. Thus,  w i th in  each sphere  

of  t h e  sequence,  t ime g e n e r a l l y  moves c h r o n o l o g i c a l l y .

However, Bennett  does vary  t h i s  movement in two s p e c i f i c  ways.

F i r s t ,  as a method of  b u i ld in g  s o l i d  backgrounds,  he o f t e n  r e c i t e s  th e

h i s t o r y  of  a s cen e ,  o b j e c t ,  o r  c h a r a c t e r .  For example,  t o  e x p la in  th e

i s o l a t i o n  of t h e  Five Towns, Bennett  b r i e f l y  r e c o u n t s  a h i s t o r y  of  i t s

t r a n s p o r t a t i o n  system:

A hundred y e a r s  e a r l i e r  t h e  canal had only been o b ta in ed  
a f t e r  a v i c i o u s  P a r l i a m e n ta ry  f i g h t  between in d u s t ry  and 
t h e  f i n e  and an c ie n t  borough, which saw in c a n a l s  a 
menace t o  i t s  importance as  a c e n t r e  o f  t r a f f i c .  F i f t y  
y e a r s  e a r l i e r  th e  f i n e  and a n c ie n t  borough had succeeded 
in f o r c in g  th e  g r e a t e s t  r a i lw ay  l i n e  in England t o  run 
th rough  unpopula ted  coun t ry  f i v e  m i le s  o f f  in s t e a d  of 
th rough  t h e  F iv e  Towns, because i t  loa thed  th e  mere 
concep t io n  of  a r a i lw a y .  And now, people  a r e  e n q u i r in g
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why th e  Five  Towns, with a r a i lw ay  system s p e c i a l  
t o  i t s e l f ,  is  c h a r a c t e r i s e d  by a perhaps ex ce s s iv e  
p r o v i n c i a l i s m .  (Ç, 1-2)

To in t ro d u ce  Big James,  Darius* shop foreman, Bennett  devotes  almost

two pages t o  a h i s t o r y  o f  h i s  o r i g i n ,  p a s t i m e s ,  r e l i g i o u s  a f f i l i a t i o n s ,

and f a m i ly ,  (C, 78-79) S i m i l a r l y ,  Bennet t  spends f i v e  and a h a l f  pages

re c o u n t in g  th e  growth of t h e  suburb in which Edwin l i v e s .  (TT, 1-6)

Many of t h e s e  b r i e f  h i s t o r i e s — such as  th o s e  o f  th e  p r i n t i n g  shop (Ç,

112-114) and of  T e r t i u s  Ingpen (TT, 5 6 )— a r e  germane to  p r i n c i p a l  even ts ;

o t h e r s — such as  th o se  of a penny t h e a t r e  (C, 84-85) and of a housemaid

(HL, 44 -45 )— a re  perhaps  le s s  r e l e v a n t .  A l l ,  however, a r e  p a r t  of

B enne t t*s  e f f o r t  t o  r e c r e a t e  th rough m u l t i t u d in o u s  d e t a i l s  t h e  co n c re te

m i l i e u  of F iv e  Towns.

Second, Bennett  a l s o  employs t h e  f i c t i v e  device  of d i r e c t  f l a s h 

b ack s .  Fo r  i n s t a n c e ,  in H i ld a  Lessways, Bennett  shows H i lda  r e c u p e r a t i n g  

a t  Miss Gai ley*s  t h r e e  months a f t e r  he r  m o th e r ’ s dea th ;  he then  s h i f t s  

backwards and d e s c r i b e s  H i l d a ’s nervous breakdown immediately a f t e r  her 

m o th e r ’s f u n e r a l .  (HL, 177-184) Perhaps t h e  most important f l a sh b ac k ,  

however,  i s  th e  account of D a r i u s ’ wre tched c h i ld h o o d .  (C, 31-43)  

S h i f t i n g  f o r t y  y e a r s  in to  t h e  p a s t ,  Bennett  d i r e c t l y  n a r r a t e s  how the  

s e v e n -y e a r -o ld  Dar ius  s laved  in th e  p o t t e r y  works,  s u f f e r e d  in th e  county 

work-house,  and was f i n a l l y  rescued  by Mr. Shush ions .  Because i t  e x p la in s  

both t h e  grimness  o f  D a r iu s ’ c h a r a c t e r  and h i s  a lmost r e l i g i o u s  a t t i t u d e  

toward h i s  c a r e e r ,  i t  a l s o  ex p la in s  D a r i u s ’ a t t i t u d e  toward Edwin’ s d e s i r e  

t o  become an a r c h i t e c t .  Bennett  th e reby  p ro v id e s  an im por tant c h a r a c t e r  

m o t iv a t io n  through t h i s  e x te n s iv e  f l a s n b a c k .  B r i e f l y ,  t h e n ,  in t h a t  both 

t h e  h i s t o r i e s  and t h e  f l a sh b ack s  move from t h e  p re sen t  po in t  o f  t h e
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n a r r a t i v e  t o  some p o in t  in t h e  p a s t ,  they  do c o n s t i t u t e  v a r i a t i o n s  in 

t h e  ch ro n o lo g ica l  movement.

This  movement, of c o u r s e ,  i s  i n t e r m i t t e n t .  As do most n o v e l i s t s ,  

Bennet t  c o n c e n t r a t e s  upon some p e r io d s  and omits  o t h e r s .  C layhanger ,

c o v e r in g  th e  lo n g es t  p e r i o d ,  c o n t a i n s  more h i a t u s e s  than  do th e  o t h e r

two volumes.  Fo r  i n s t a n c e ,  seven year s  e l a p s e  from th e  t ime Dar ius  

c r u s h e s  Edwin's  d e s i r e  f o r  a r c h i t e c t u r a l  t r a i n i n g  u n t i l  th e  n a r r a t i v e  

beg ins  a g a in .  S i m i l a r  omiss ions  range from s e v e r a l  weeks t o  f o u r  y e a r s .  

H i ld a  Lessways, c o v e r in g  t h e  b r i e f e s t  p e r io d  in t h e  sequence,  c o n t a i n s  

fewer lengthy o m is s io n s ,  t h e  p r i n c i p a l  one being f o r  fo u r tee n  months ,  

from her  i n i t i a l  enco u n te r  w i th  Cannon u n t i l  H i ld a  begins  working f o r  

him as  an e d i t o r i a l  s e c r e t a r y .  In These Twain, t h e  longest  h i a t u s  i s  

t h r e e  y e a r s ,  from t h e  t ime Cannon leaves  f o r  America u n t i l  H i ld a  begins  

t o  want a c o u n t ry  house.  Throughout t h e  n o v e l s ,  Bennet t  c l e a r l y  s i g n a l s  

t h i s  p ro g re s s  o f  t im e ,  e s p e c i a l l y  whenever lengthy omissions  o c c u r :

La te  on a n o th e r  Sa turday  a f t e r n o o n ,  in th e  
fo l lo w in g  March, when Darius  had been i l l  nea r ly  two 
y e a r s ,  he and Edwin and A lb e r t  were s i t t i n g  round
t h e  remains  o f  h igh t e a .  . .  . (C, 498)

In t h r e e  months ,  she had l e a r n t  a g r e a t  deal  about 
t h e  new land lady  o f  t h e  C edars .  . . .  (HL, 176)

A l i t t l e  over  t h r e e  y ear s  had e la p s e d  s in c e  t h e  
c l o s i n g  of t h e  ep isode  of  George Cannon, and f o r  two 
of  t h o s e  y e a r s  Hi lda  had had peace in t h e  k i t c h e n .
(TT, 355)

Moreover,  Benne t t  o f t e n  p ro v id e s  a summary of  s i g n i f i c a n t  oc cu r ren c e s  

d u r in g  the  i n t e r i m .  For i n s t a n c e ,  a f t e r  t h e  s ev e n -y e a r  h i a t u s  in C layhanger , 

he d e sc r ib e s  t h e  changes  wrought in D a r iu s ,  in Edwin, in t h e  shop ,  and in 

Great  B r i t a i n  in  g e n e r a l .  S i m i l a r l y ,  a f t e r  t h e  t h r e e - y e a r  h i a t u s  in 

These Twain, he d e s c r i b e s  t h e  changes in H i ld a ;
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She was not s t o u t ,  but h e r  body was s o l i d ,  too  
s o l i d ;  i t  had no l i t h e n e s s ,  none whatever ;  i t  was 
a b s o l u t e l y  s e t ;  th e  c l e f t  under  he r  ch in  was q u i t e  
u n d e n ia b l e ,  and th e  o l i v e  complexion s u b t l y  
ravaged .  S t i l l ,  not a h a i r  o f  h e r  dark head 
had changed c o l o u r .  I t  was perhaps  he r  soul  t h a t  
was g r e y i n g .  Her m arr ied  l i f e  was f a i r l y  calm.
I t  had grown monotonous in ease  and t r a n q u i l l i t y .
The s h a r p ,  r e s p e c t f u l  a d m i ra t io n  fo r  her husband 
roused  in h e r  by h i s  h an d l in g  o f  th e  Cannon ep isode ,  
had g r a d u a l l y  been d u l l e d .  (TT, 357}

Thus,  though o m i t t i n g  v a r io u s  p e r io d s  o f  t im e ,  Bennett  m a in ta in s  th e

e s s e n t i a l  c o n t i n u i t y  o f  t h e  n a r r a t i v e .

In t h o s e  p e r io d s  he does t r e a t ,  Bennett  a ch ie v e s  an e x t r a o r d i n a r i l y  

dense  t e x t u r e .  His customary method of  b u i ld in g  toward impor tant scenes  

i s  tw o fo ld :  he f i r s t  lays  a founda t ion  of  massive p a r t i c u l a r i z a t i o n ,  such

as h i s t o r i e s  and d e t a i l e d  d e s c r i p t i o n s  o f  s e t t i n g  and c h a r a c t e r s ;  he then  

conc ludes  with  b r i e f ,  c r i s p l y  d ram at ized  a c t i o n .  Fo r  i n s t a n c e ,  when 

Edwin sav e s  th e  p r i n t - s h o p  f l o o r  from c ru s h in g  under t h e  weight  of  a new 

machine,  t h i s  p a t t e r n  o c c u r s :

Edwin a t  work in t h e  s h o p /  h i s  a t t i t u d e  toward 
p r i n t i n g /  lo c a t io n  of t h e  p r i n t  s h o p /  h i s t o r y  of the  
b u i l d i n g /  d e s c r i p t i o n  o f  t h e  b u i l d i n g /  d e s c r i p t i o n  
o f  a s t e a m - e n g in e /  d e s c r i p t i o n  of a s team p r i n t i n g  
p r e s s /  d e s c r i p t i o n  o f  p r i n t i n g  p la n t* s  i n t e r i o r /  
odours in t h e  s h o p /  i t s  h e a t i n g  sy s te m /  d e s c r i p t i o n  
of v a r i o u s  smal l  machines and t h e i r  u s e s /  t h e  h i s t o r y  
and o p e r a t i n g  p rocedures  o f  a la rge  p r e s s /  o p e ra t io n  
and c h a r a c t e r i s t i c s  of a n o t h e r  p r e s s /  a c a t a lo g u e  of 
m a t e r i a l  p r i n t e d  in t h e  s h o p /  a d e s c r i p t i o n  of t h e  new 
m ach ine /  D ar ius  and Big James o p e ra t in g  t h e  new 
m ach ine /  c r a c k in g  of  t h e  f l o o r /  Edwin's mental  r e a c t i o n /  
D a r i u s '  a n g e r  and d ism ay /  Edwin's qu ick  a c t i o n  t o  s top  
th e  p r e s s /  D a r iu ^  extreme jo y .

The whole scene cove rs  f i f t e e n  pages (C, 110-125):  in t h e  f i r s t  t e n ,

Bennet t  lays  a b a s i s  o f  dense ly  d e t a i l e d  d e s c r i p t i o n ;  in th e  l a s t  f i v e ,  

he s w i f t l y  d ram a t izes  t h e  p e r i l ,  w i th  Edwin 's  c r u c i a l  a c t i o n  in t h e  l a s t
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page and a h a l f .  Using t h i s  method, Bennett  o f t e n  devotes  many pages t o  

th e  e v e n t s  of  only a few h o u r s .  F o r  i n s t a n c e ,  he p r e s e n t s  Edwin 's  

t h r e e - h o u r  v i s i t  t o  t h e  Dragon in twelve pages  (Ç, 88-100) and Edwin 's  

evening a t  Auntie  Hamps' in t h i r t y  (TT- 4 0 3 -4 3 3 ) .  S i m i l a r l y ,  Bennett  

c o n c e n t r a t e s  s i x  c h a p te r s  and seven ty  pages on t h e  evening of  and t h e  

two days a f t e r  D a r iu s '  i n i t i a l  s t r o k e .  (Ç, 393-463)

In a d d i t i o n  t o  t h i s  mass ive p a r t i c u l a r i z a t i o n  of major s c e n e s ,  

Bennet t  in c lu d e s  innumerable  secondary  and t e r t i a r y  i n c i d e n t s .  While 

t h e s e  e v e n t s  do not advance th e  a c t i o n ,  th e y  do add t o  the  s o l i d i t y  of 

t h e  m i l i e u  in which t h e  a c t i o n  o c cu r s .  F o r  example,  Bennett  dev o tes  ten  

pages t o  a c lu b  banquet a t t e n d e d  by Burs l e y ' s  e l i t e  (C, 514-524) ,  two 

pages t o  a g i r l ' s  r e l i g i o u s  t r a c t  (HL, 208-210) ,  and e ig h t  pages t o  a 

c h i l d r e n ' s  b i r t h d a y  p a r t y  (TT, 111-119) .  Through such massive p a r t i c u 

l a r i z a t i o n ,  Bennet t  g a in s  an ex tremely  dense n a r r a t i v e  t e x t u r e  w i th in

each volume and, t h u s ,  as  W ilbur  Cross  remarks ,  c a s t s  "over  f i c t i o n  the

i l l u s i o n  o f  l i f e  as  l iv e d  by o rd in a ry  men and women.

More impor tant th a n  h i s  use o f  t ime w i th in  each volume, however,

i s  B e n n e t t ' s  c o n t ro l  o f  t h e  t ime spheres  o f  th e  sequence .  As p r e v io u s ly

i n d i c a t e d ,  t h e  f i r s t  two volumes a r e  synchronous sp h e res  of t im e :  C lay-

hanqer  spans  twenty y e a r s ,  from 1872 u n t i l  1982; H i ld a  Lessways covers

fo u r  y e a r s  of  t h i s  same p e r i o d ,  1878 t o  1882. Two reasons  account f o r  the

b r i e f e r  d u r a t io n  o f  t h e  second volume. F i r s t ,  H i ld a  has led t h e  sec luded

l i f e  o f  a p ro p e r ,  m i d d l e - c l a s s  V i c to r i a n  g i r l ;  on ly  when n e a r in g  twenty-one

does she f e e l  l i f e  s l i p p i n g  away from h e r ;

She could  no t  d e f in e  he r  need . All  she knew was t h a t  
youth ,  moment by moment, was dropping  down inexorab ly  
behind h e r .  And, s t i l l  a c h i l d  in h e a r t  and s o u l ,
she  saw h e r s e l f  a g e in g ,  then aged ,  and then  w i t h e r e d .
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Her t w e n t y - f i r s t  b i r t h d a y  was well  above th e  h o r iz o n .
Soon, soon, she would be "over tw e n ty - o n e ' !  And she 
was not yet  born! (HL, 9)

A f t e r  t h i s  r e a l i z a t i o n ,  H i lda  beg ins  t o  c rave  an e x c i t i n g ,  rom ant ic  l i f e .

The f i r s t  r e a s o n ,  t h e r e f o r e ,  i s  simply  t h a t  t h e  c o n f l i c t  o f  t h e  novel

does  not emerge u n t i l  t h i s  p o in t  in H i l d a ' s  l i f e .  Second, a f t e r  H i ld a

d i s c o v e r s  h e r  pregnancy and then  renounces  Edwin, she  endures t e n  year s

o f  b leak ,  monotonous drudgery a t  B r ig h to n .  There would be l i t t l e  p o in t

in c h r o n i c l i n g  t h e s e  t e n  drab  y e a r s ,  f o r  t h e  e s s e n t i a l  c o n f l i c t  i s  r e so lved

w i th  he r  r e n u n c i a t i o n  of Edwin. Hence, t h e  second volume c ove rs  l e s s  t ime

than  th e  f i r s t  not because i t  i s  l e s s  important but because i t s  c o n f l i c t

emerges l a t e r  in t h e  synchronous t im e  span and i s  r e s o lv ed  s o o n e r .  The

t h i r d  volume i s  c h r o n o lo g ic a l ly  c o n s e c u t iv e  t o  t h e  f i r s t ,  w i th  a lapse

from Feb rua ry ,  a t  t h e  end of  C layhange r . u n t i l  August o f  1892, a t  t h e

beginning of  These  Twain.

The form which r e s u l t s  from t h i s  arrangement  of t ime sp h e res  

i s  both a p p r o p r i a t e  and n eces sa ry  t o  exp ress  B e n n e t t ' s  theme. The f i r s t  

two volumes show s e p a r a t e  p r o t a g o n i s t s  who a re  shaped by t h e  c i rcu m stan ces  

o f  t h e i r  l i v e s .  Each responds t o  t h e s e  c i rcu m stan ces  accord ing  to  

how l i f e  has made him; ye t  each a l s o  d e s i r e s  a h a p p ie r  l i f e  and a t t e m p ts  

t o  achieve  i t .  Darius  t y r a n n i z e s  Edwin, and Edwin 's  c h a r a c t e r  i s  

t h e  r e s u l t  o f  t h a t  ty ranny ;  ye t  Edwin a t te m p ts  t o  ach ieve  h app iness  

f i r s t  th rough  a r c h i t e c t u r e ,  then  th rough  H i ld a ,  then  th rough  a s u c c e s s fu l  

c a r e e r ,  and then  f i n a l l y  th rough  H i ld a  a g a in .  Because o f  h e r  drab  e x i s t e n c e  

in  T u r n h i l l , H i l d a  d e s i r e s  a romantic  l i f e ;  she  seeks  happ iness  f i r s t  

th rough  Cannon and then  th rough  Edwin. Thus t h e  c o n f l i c t  in each volume 

i s  e s s e n t i a l l y  t h e  same: t h e  f o r c e s  o f  c i r cu m stan ce  v s .  t h e  q u e s t  fo r

h a p p in e s s .  Conceivably  Bennett  might have encompassed both l i f e - s t o r i e s
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in  t h e  same volume, but by h i s  s e p a r a t e  and synchronous n a r r a t i o n ,  he 

b e t t e r  emphasizes each c h a r a c t e r  as  an i s o l a t e d  i n d i v i d u a l .

in a t  l e a s t  one major way, t h i s  s e p a r a t e  and synchronous  p r e 

s e n t a t i o n  fu n c t io n s  t h e m a t i c a l l y :  i t  i l l u s t r a t e s  th e  l i m i t a t i o n s  of

each i n d i v id u a l* s  p e r s p e c t i v e  and th e  c h o ic e s  each makes accord ing  to  

how c i rcu m stan ces  have shaped him. To accomplish  t h i s ,  Bennett  synchro

nous ly  p r e s e n t s  s e v e ra l  major scenes  in bo th  Clayhanger and H i lda  Lessways : 

t h e s e  s c e n e s ,  though i n t e l l i g i b l e  when seen  but once,  ga in  t h e i r  f u l l  

s i g n i f i c a n c e  only when seen  again  in th e  second volume. Fo r  i n s t a n c e ,  

when H i ld a  fo l lows Edwin t o  t h e  new house ,  h i s  f i r s t  impulse is  t o  h id e ;  

however,  he s t a y s  t o  t a l k  t o  h e r .  When she  le aves ,  he d ec id e s  t h a t  she 

fo l lowed him because she  i s  i n f a tu a t e d  w i th  him:

The c h i e f  o f  a l l  h i s  a c u t e  s e n s a t i o n s  in t h a t  
moment was p r i d e ;  s h e e r  p r i d e .  . . .  He th o u g h t :
”She*s ta k en  a fancy t o  me!" And he was not a con
c e i t e d  coxcomb. He ex u l te d  in t h e  th o u g h t .  Nothing 
had ever  b e fo re  so s t a r t l e d  and u p l i f t e d  him. I t  
c o n s t i t u t e d  t h e  supreme e x p e r ien c e  of h i s  c a r e e r  as a 
human b e in g .  (C, 265-266)

Though now t w e n ty - f o u r ,  Edwin i s  shy and u t t e r l y  ignoran t  about romance

and women; c o n se q u e n t ly ,  he can a t t r i b u t e  no o th e r  reason  to  H i l d a ' s

p u r s u i t .  However, Hi Ida Lessways r e v e a l s  H i l d a ' s  r e a l  m o t iv e :  f o r  months

H i ld a  had f e l t  g u i l t - r i d d e n  about h e r  m o t h e r ' s  dea th  and h e r  own lack of

r e l i g i o u s  c o n v i c t i o n ;  a f t e r  one of  Edwin 's  casua l  remarks about r e l i g i o u s

b e l i e f ,  she  suddenly  f e e l s  f r e e  ag a in :

H i ld a  was t h u n d e r s t r u c k .  She was b l in d ed  a s  
though by a m ys t ic  r e v e l a t i o n .  She wanted t o  e x u l t ,  
and t o  e x u l t  w i th  a l l  t h e  a r d o u r  of  he r  s o u l .  T h i s  
t r u t h  which Edwin Clayhanger had enunc ia ted  she 
had indeed always been vaguely  aware o f ;  but now 
in a f l a s h  she  f e l t  i t ,  she  faced  i t ,  she  th robbed 
t o  i t s  a u t h e n t i c i t y ,  and was f r e e .  I t  so lv ed  every 
d i f f i c u l t y ,  and loosed t h e  load t h a t  fo r  months
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p a s t  had wear ied  h e r  back .  (HL, 241-242)

Hence, she  fo l lows  Edwin not w i th  t h e  thought  of wooing him but  w i th  

th e  i n t e n t i o n  o f  q u e s t i o n in g  him f u r t h e r :

She th o u g h t :
M| would g ive  any th ing  t o  be a b le  t o  speak t o  

him p r i v a t e l y  and ask  him a l i t t l e  more about what he 
s a i d  t o n i g h t .  I ought t o .  t may never  see  him a g a i n .
At any r a t e ,  I may never  have a n o th e r  chance .  He 
may have meant something e l s e .  He may not have been 
s e r i o u s .  . . . "  (HL, 247)

S i m i l a r l y ,  when Hi lda  and J an e t  s top  by t h e  p r i n t i n g  shop on t h e i r  way 

t o  t h e  Cen tena ry ,  H i lda  momentari ly l i n g e r s  w i th in  t h e  o f f i c e .  Edwin, 

s t i l l  b e l i e v in g  her  i n f a t u a t e d  w i th  him, t h i n k s  she de lays  so t h a t  he 

might accompany h e r :

J an e t  went out f i r s t .  H i ld a  h e s i t a t e d ;  and 
Edwin . . .  s tood  a t t e n d i n g  h e r  a t  th e  a p e r t u r e .  . . .
At l a s t  she  seemed t o  dec ide  t o  l eave ,  ye t  l e f t  w i th  
apparen t  r e l u c t a n c e .  . . .  Edwin f e l l  i n to  s t e p  w i th  
H i lda  Lessways.  J a n e t  looked around,  and smiled  and 
beckoned. " I  wonder ,"  s a i d  Edwin t o  h im s e l f ,  "what 
t h e  d e v i l ' s  going t o  happen now! I ' l l  t ak e  my o a th  
she s tay ed  behind on purpose !  W e l l , . . . "  Th is  
swaggering a u d ac i ty  was w i t h i n .  (C, 281-282.
B e n n e t t ' s  unspaced e l l i p s e s . )

In t r u t h ,  as  one l e a rn s  in t h e  second volume, H i lda  pauses  f o r  q u i t e

ano the r  r e a so n :

J an e t  went out f i r s t .  . . .  Edwin Clayhanger 
waited r e s p e c t f u l l y  f o r  H i ld a  t o  p a s s .  But j u s t  
a s  she was about t o  s t e p  f o r t h  she caught s i g h t  
o f  George Cannon coming a long  th e  o p p o s i te  s i d e  
o f  Wedgwood S t r e e t  in t h e  d i r e c t i o n  of T r a f a l g a r  
Road; he was in c l o s e  c o n v e r s a t io n  w i th  a n o th e r  
man. She kept w i th in  t h e  s h e l t e r  of  t h e  shop u n t i l  
t h e  two had gone by. She d i d  not want t o  meet 
George Cannon. . . .  (HL, 259)

Because she s t i l l  a s s o c i a t e s  Cannon w i th  h e r  m o tn e r ' s  d e a th ,  H i ld a  avo ids

him. Thus,  she  a l s o  responds  as c i r c u m s tan c es  have shaped h e r .  Such
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s e p a r a t e  views of  t h e  same i n c i d e n t s  a r e  t h e m a t i c a l l y  s i g n i f i c a n t ;  

not on ly  do they show th e  i n d i v i d u a l s  i s o l a t e d  each in h i s  own " w o r ld " ;  

but more im por tan t ,  they  show t h e  m isconcep t ions  which n e c e s s i t a t e  

sym p a th e t ic  i n s i g h t s  and compromises.  Needless  t o  s a y ,  such s e p a r a t e  

views a r e  p o s s ib l e  on ly  th rough  synchronous p r e s e n t a t i o n .

Extended t o  t h e  scope o f  s e p a r a t e  volumes,  t h i s  method o f  p r e s e n 

t a t i o n  enab les  Bennet t  t o  show t h e  e n t i r e  c i r c u m s ta n c e s  and th e  consequen

t i a l  a c t i o n s  which convey h i s  theme. In one s e n s e ,  H i ld a  Lessways i s  

s u p e r f lu o u s  as f a r  a s  th e  i n c l u s i v e  s t r u c t u r e  i s  conce rned ;  a l l  i n c l u s i v e  

p r im ary  even ts  a r e  p r e s e n te d  a t  l e a s t  once in C layhanger  and These Twain. 

But in t h a t  H i lda  i s  a major element in t h e  th e m a t ic  eq u a t io n ,  H i ld a  

Lessways i s  t h e r e f o r e  n eces sa ry  f o r  t h e  t h e m a t i c  development o f  t h e  

sequence .  Thus,  Bennet t  p r e s e n t s  s e p a r a t e  and synchronous n a r r a t i v e s .

In th e  f i r s t  two volumes,  t h e  focuses  a r e  upon Edwin and H i ld a  

as  i n d i v i d u a l s ; in t h e  t h i r d ,  t h e  focus  i s  upon them as a co u p le .  These 

Twain th u s  b r ings  them t o g e t h e r  and d e a l s  w i th  l i f e  in i t s  most f a m i l i a r  

human form—m a r r i a g e .  This  volume c o n t in u e s  t h e  c o n f l i c t  e s t a b l i s h e d  

in t h e  p reced ing  s e p a r a t e  volumes; t h e  c i r c u m s tan c es  of  I i f e  v s .  t h e  

q u e s t  f o r  h a p p in es s .  However, now th e  union i t s e l f  and th e  n a t u r e  of 

each person  c o n s t i t u t e  t h e  c i r c u m s ta n c e s .  Each see k s  happ iness ,  bu t  again  

each d e f in e s  i t  in d i f f e r e n t  t e r m s .  Fo r  H i ld a ,  a happy l i f e  means freedom, 

s e c u r i t y ,  and in f l u e n c e  over  Edwin; he r  goal i s  based upon a p r o t e c t i v e  

s e l f i s h n e s s  i n s t i l l e d  in he r  by he r  e a r l i e r  d i s ap p o in tm en ts  and h e r  years  

of  penury a t  B r ig h to n .  For Edwin, a happy l i f e  means a s u p e r i o r  and 

com fo r tab le  home, good f r i e n d s ,  a p rosperous  b u s i n e s s ,  a f i n e  w i f e ,  and 

a u t h o r i t y  over a l l ;  h i s  goal i s  based upon a p a t e r n a l i s m ,  m i ld e r  but not
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u n l ik e  t h a t  of  D a r iu s ,  produced by h i s  y o u th fu l  d i sappo in tm en ts  and the  

whole t e n o r  o f  h i s  l i f e .  The goal of  each i s  de te rmined by h i s  c h a r a c t e r ,  

which in t u r n  has  been shaped by t h e  c i r c u m s tan c es  d ep ic ted  in Clayhanger 

and H i lda  Lessways.  From t h e  d i s p a r i t y  in t h e i r  g o a l s  and c h a r a c t e r s  

s p r in g s  t h e  c o n f l i c t  in These Twain.  The c o n f l i c t  i s  r e so lv ed  only 

when Edwin r e a l i z e s  t h a t  h i s  happiness  l i e s  s o l e l y  in H i lda  and ,  in conse

quence ,  y i e l d s  t o  her d e s i r e s .  Through t h i s  c o u rse  o f  e v e n t s ,  B e n n e t t ' s  

theme r e c e i v e s  i t s  f i n a l  and f u l l e s t  a r t i c u l a t i o n .

The temporal arrangement o f  t h e  sequence  i s  i t s e l f  an e x p re s s io n  

of  t h i s  theme. In one sen se  t h e  form o f  t h e  sequence i s  analogous  t o  

B e n n e t t ' s  method of p r e s e n t i n g  important s ce n e s  by f i r s t  lay ing  a founda

t i o n  of h i s t o r i e s  and d e s c r i p t i o n s  and th e n  c u lm in a t in g  with  c r i s p l y  

d e t a i l e d  a c t i o n .  In t h i s  s e n s e ,  th e  f i r s t  two volumes— the  h i s t o r i e s  

of  Edwin and H i lda— a r e  e s s e n t i a l  fo u n d a t io n s  f o r  t h e  t h i r d .  Expanded 

t o  t h e  p r o p o r t i o n s  o f  t h e  e n t i r e  sequence ,  t h i s  method i s  i n d i c a t e d  by 

t h e  t i t l e s :  C layhanger . H i ld a  Lessways, These  Twain. Th is  p a t t e r n  i s

i t s e l f  t h e m a t i c a l l y  s i g n i f i c a n t ;  j u s t  as two in d i v i d u a l s  combine in 

m a r r i a g e ,  so  do th e  i n d iv id u a l  c o n f l i c t s  and a s p i r a t i o n s  in t h e  s e p a r a t e  

volumes combine in t h e  t h i r d .  Thus t h e  form— two s e p a r a t e  volumes u l t i 

m ate ly  cu lm in a t in g  in a t h i r d — is  an a lmost d i r e c t  e q u iv a l e n t  o f  t h e  a c t i o n  

and theme o f  t h e  sequence .  B en n e t t ,  o f  c o u r s e ,  c r e a t e s  t h i s  s i n g u l a r l y  

a p p r o p r i a t e  form in p a r t  th rough  h i s  c o n t r o l  of  f i c t i v e  t im e .

E qua l ly  important in shap ing  th e  form and e x p re s s in g  t h e  theme of  

t h e  sequence i s  B e n n e t t ' s  c o n t r o l  o f  p o in t  o f  view. To ach ieve  t h i s  g o a l ,  

Bennett  u ses  t h e  t r a d i t i o n a l  omnisc ient t h i r d - p e r s o n  po in t  o f  v iew.  The 

n a tu r e  o f  t h i s  n a r r a t i v e  te ch n iq u e  i s  s i g n i f i c a n t  in two im por tan t  ways.
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F i r s t ,  th e  v o ic e  of t h e  impl ied  au thor  ( in  P r o f e s s o r  B o o th ' s  te rms)

ap p ea rs  th roughou t  th e  sequence .  I t  appears  in f i r s t - p e r s o n  comments

such as t h e s e :

They c ons ide red  themselves  t h e  s a l t  o f  t h e  e a r t h  
o r  of  t h a t  p a r t  o f  t h e  e a r t h .  And I have an idea  t h a t  
th e y  were.  (C, 147)

Edwin was saddened as by p a th o s .  I b e l i e v e  t h a t  as 
he gazed a t  t h e  p rocess ion  waggling  away along Wedgwood 
S t r e e t ,  he saw Sunday schoo ls  in a new l i g h t .  (C, 273)

I t  appears  in t h e  tone  of  p o i n t e d l y  i ro n i c  passages  such a s  t h i s  one:

Thus t h e  dodder ing  o ld  fool who had given h i s  
youth  t o  Sunday Schools  when Sunday Schools  were not 
p a t ro n iz e d  by p r i n c e s ,  a r c h b ish o p s  and lo rd  mayors,  
when Sunday Schoo ls  were t h e  s co rn  of t h e  i n t e l l i g e n t ,  
and had sometimes t o  be he ld  in  p u b l i c  houses f o r  
lack of b e t t e r  accommodation,— th u s  was he taken  o f f  
f o r  a show and a museum c u r i o s i t y  by indu lgen t  and 
shallow Sa m a r i ta n s  who had not even t h e  w i t  t o  guess  
t h a t  he had sown what they  were r e a p in g .  . . .  Mr.
S h u s h io n ' s  s o l e  crime a g a in s t  s o c i e t y  was t h a t  he had 
f o r g o t t e n  t o  d i e .  (Ç, 303-304)

I t  a l s o  ap p ea rs  in a u t h o r i a l  comments, many o f  which a r e  ex t ra n eo u s  t o  the

pr imary  n a r r a t i v e .  Some of  t h e s e  comments c o n t r a s t  t h e  p a s t  w i th  t h e

p r e s e n t :

Although p a r a l y t i c  s t r o k e s  were more p r e v a l e n t  a t  
t h a t  pe r iod  t h a n  now, they  c o n s t i t u t e d  even then  a s t r i k 
ing d ramat ic  e v e n t .  Moreover, they  were c ons ide red  as  
d i r e c t  v i s i t a t i o n s  of God. (HL, 16}

In t h e  dusky road , Edwin c u r t l y  s i g n a l l e d  t o  t h e  
v a s t  a scending  s t ea m -c a r ,  and i t  s to p p ed .  Those were 
in t h e  o ld  d ays ,  when people  d id  what they  l ik e d  w i th  
th e  c a r s ,  s t o p p in g  them here  and s to p p in g  them the re^  
a cco rd ing  to  t h e i r  fancy. The e r a  o f  e l e c t r i c i t y  and 
f ix e d  s t o p p i n g - p l a c e s ,  and s o u l l e s s ,  c o n s c i e n c e l e s s  
c o n t ro l  from London had not s e t  in .  (TT, 137)

Other  comments examine o r  c r i t i c i z e  th e  m i l i e u  in which th e  a c t i o n  occu r s :

Here was th e  o l i g a r c h y  which,  behind th e  appearances  
of  democrati c  government, e f f e c t i v e l y  managed, d i r e c t e d
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and c o n t r o l l e d  th e  town. Here  was th e  handful 
of peop le  who s e t t l e d  between them whether r a t e s  
sh o u ld  go up o r  down, and t o  whom i t  d id  not 
s e r i o u s l y  m a t t e r  whether  r a t e s  went up o r  down, 
p ro v id ed  t h a t  t h e  i n t e r e s t s  o f  th e  common people  
were not too  s h a r p ly  s e t  in an tagonism t o  t h e i r  
own i n t e r e s t s .  Here were t h e  p r i v i l e g e d ,  who d id  what 
th e y  l iked  on t h e  c o n d i t i o n  of  not o f fen d in g  each 
o t h e r .  Here t h e  populace  was h o n e s t l y  and c y n i c a l l y  
and openly  rega rded  as a r e s t l e s s  c h i l d ,  to  be humoured 
and t o  be f l a t t e r e d ,  but a l s o  to  be r u le d  f i r m ly ,  t o  
be kept in i t s  p l a c e ,  t o  be ignored when a d v i s a b l e ,  and 
t o  be made to  pay .  (C, 518)

Although t h e s e  a u t h o r i a l  comments a re  p a r t  of  B e n n e t t ' s  e f f o r t  t o  b u i ld

a c o n c r e te  background and to  deepen t h e  s i g n i f i c a n c e  of  h i s  a c t i o n ,  they

n e v e r t h e l e s s  c l e a r l y  s ig n a l  th e  p re sence  of  t h e  implied  a u th o r .

Second, B e n n e t t ' s  n a r r a t i v e  method e x e r c i s e s  an ex tremely  wide 

p r i v i l e g e ,  e v id e n t  in t h r e e  important ways.  F i r s t ,  th rough t h i s  n a r r a t i v e  

t e c h n i q u e ,  th e  implied  a u th o r  g iv e s  d i r e c t  a n a l y s i s  o f  c h a r a c t e r .  For 

in s t a n c e ,  in in t r o d u c in g  Mrs. Lessways,  t h e  impl ied au thor  e x p l i c i t l y  

r e v e a l s  he r  c h a r a c t e r :

Her mother was a c r e a t u r e  c o n ten t ed  enough. And 
why no t— with  a s u f f i c i e n t  income, a com for tab le  home, 
and f a i r  h e a l t h ?  At t h e  end of  a day devoted p a r t l y  
t o  s h e e r  vacuous id l e n e s s  and p a r t l y  t o  th e  monotonous 
s im p le  machinery of p h y s ica l  e x i s t e n c e — e v e r l a s t i n g  
cookery ,  e v e r l a s t i n g  c l e a n l i n e s s ,  e v e r l a s t i n g  s t i t c h e r y  
— h e r  mother d id  not w i th  a yearn ing  s ig h  demand, "Must 
t h i s  s o r t  of  t h in g  co n t in u e  f o r  e v e r ,  o r  w i l l  a new 
e ra  dawn?" Not a b i t !  Mrs. Lessways went t o  bed in 
t h e  p l a c i d  expectancy of  a ve ry  s i m i l a r  day on t h e  morrow, 
and of  an in t e rm in a b le  su c c e s s io n  o f  such days .

Mrs. Lessways,  who was incapab le  o f  s u s t a i n e d  
th o u g h t ,  and who had com ple te ly  f o r g o t t e n  and r e c a l l e d  
t h e  s u b je c t  o f  t h e  c o t t a g e - r e n t s  s e v e r a l  t imes  s i n c e  
t h e  d e p a r tu r e  o f  Mrs.  G ra n ts ,  n e v e r t h e l e s s  a t  once diagnosed 
t h e  cause  of t h e  t r o u b l e ;  and w i th  h e r  usual p r e c i p i t a n c y  
began t o  r e p u l s e  an a t t a c k  which had not even been opened. 
Mrs.  Lessways was not good a t  s t r a t e g y ,  e s p e c i a l l y  in 
c o n f l i c t s  w i th  h e r  d a u g h te r .  She was an ingenuous,  h a s ty  
t h i n g ,  and much to o  can d id ly  human. And not on ly  was she
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d e f i c i e n t  in p r a c t i c a l  common sense  and most 
a b s u r d ly  unable  t o  l e a r n  f o r  e x p e r i e n c e ,  but 
she had not even th e  w i t  t o  co v e r  h e r  s h o r t 
coming by r e s o r t i n g  to  the  t r a d i t i o n a l  a u t h o r i t a 
t i v e n e s s  of  th e  mother .  Her b r i e f ,  r a r e  e f f o r t s  
t o  p lay  th e  mother were lu d i c r o u s .  She was too 
s imply  honest  t o  a c q u i r e  s t a t u r e  by s t an d in g  on 
h e r  maternal  d i g n i t y .  By a profound i n s t i n c t  she 
w i s t f u l l y  t r e a t e d  everybody as  an e q u a l ,  as  a 
f e l l o w - c r e a t u r e ;  even her own d a u g h te r .  (HL,
5 - 6 ;  19-20)

Second, th rough  t h i s  n a r r a t i v e  method, th e  implied au thor  ex e r 

c i s e s  th e  p r i v i l e g e  o f  i n t e r i o r  views o f  the  c h a r a c t e r ' s  th o u g h t s .  

Sometimes t h e s e  views a r e  d i r e c t  ones:

They were a lone  t o g e t h e r  in t h e  house.  And a l l
t h e  t ime  Edwin was t h i n k i n g :  * l*ve  never  been
th rough  anyth ing  l i k e  t h i s  b e f o r e .  Never been
th rough  any th ing  l i k e  t h i s ! "  And he r e c a l l e d
f o r  a second t h e  f i g u r e  o f  F lo ren c e  Simcox, t h e  c log -
d a n ce r .

And below t h e s e  images and r e f l e c t i o n s  in h i s  
mind was th e  t h o u g h t :  " I  h a v e n ' t  known what l i f e
i s ! I ' v e  been a s l e e p .  T h i s  i s  l i f e ! "  (C, 212)

Amid h e r  f r i g h t  and he r  jo y ,  and th e  wonder 
of  h e r  extreme s u r p r i s e ,  . . .  she calmly r e f l e c t e d ,  
somewhere in he r  b r a i n :  "The door i s  not locked.
Suppos ing some one were t o  come in and see  u s ! "
And she r e f l e c t e d  a l s o ,  in an e c s t a s y  o f  r e l i e f :
"My l i f e  w i l l  be q u i t e  s imple  now. I s h a l l  have 
n o th in g  to  worry a b o u t .  And I can help  h im ."
(HL, 379)

F r e q u e n t ly ,  i n t e r i o r  views a re  i n d i r e c t ,  such as  t h i s  one:

He wondered how t h e  a f f a i r  would end? I t  
cou ld  not i n d e f i n i t e l y  c o n t in u e  on i t s  p r e s e n t  
f o o t i n g .  How indeed would i t  end? M a r r i a g e . . . .
He a po log ised  t o  h im s e l f  f o r  t h e  t h o u g h t . . . .
But j u s t  f o r  t h e  sake  o f  a r g u m e n t . . .  supposing  
. . . w e l l ,  supposing t h e  a f f a i r  went so f a r  t h a t  
one day he t o l d  h e r . . .m e n  d id  such t h i n g s ,  young 
men! N o ! . . . .  B es id e s ,  she  w o u l d n ' t . . . .  I t  was 
a b s u r d . . . .  No such idea r e a l l y ! . . .  And then  t h e  
f r i g h t f u l  worry t h e r e  would be w i th  h i s  f a t h e r ,  
about money and so o n . . . .  And t h e  t e l l i n g  o f  
C l a r a ,  and of  everybody. No! He s imply could  
not imagine h im se l f  m a r r i e d ,  o r  about t o  be
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m a r r ie d .  Marr iage  might happen to  o t h e r  young 
men, but not t o  him. His  case  was s p e c i a l ,  some
h o w . . . .  He shrank from such formidable  e n t e r p r i s e s .
The mere n o t io n  of  them made him t r e m b le .  (Ç,
357. B e n n e t t ' s  e l l i p s e s . )

O f ten ,  the  views a r e  a u t h o r i a l  summaries o f  a c h a r a c t e r ' s  thought

p ro c e s s e s :

Approaching, he saw t h a t  th e  old man was very 
o ld .  And then  memory s t i r r e d .  He began t o  surmise 
t h a t  he had met th e  wizened face b e fo re ,  t h a t  he 
knew something about i t .  And th e  face brought up 
a p i c t u r e  of  th e  shop-door  and h i s  f a t h e r  s t an d in g  
bes ide  i t ,  a  long t ime ago. He r e c a l l e d  h i s  l a s t  
day a t  s c h o o l .  Yes, o f  c o u r s e !  T h i s  was t h e  old 
man named Shush ions ,  some s o r t  of an acq u a in tance  
of  h i s  f a t h e r ' s .  (Ç, 299)

T h i r d ,  th rough  t h i s  n a r r a t i v e  method, th e  implied a u th o r  sur rounds

t h e  a c t i o n  w i th  ex p lan a to ry  o r  e v a l u a t i v e  comments. Thus,  he e x p la in s

t h e  reasons  f o r  a  c h a r a c t e r ' s  behav io r :

Any person  who might chance  t o  come in to  t h e  shop 
would h e a r .  But Darius  ca red  n e i t h e r  f o r  h i s  own
d i g n i t y  no r  f o r  t h a t  of  h i s  son .  He was in  a pas
s i o n .  The r ea l  t r u t h  was t h a t  t h i s  c e l i b a t e  man, 
who never  took  a l c o h o l ,  enjoyed lo s in g  h i s  temper;  
i t  was h i s  one o u t l e t ;  he gave h im se l f  up almost 
lu x u r io u s ly  t o  a p a s s i o n ;  he looked forward  t o  i t  
as some men looked forward t o  brandy.  (C, 198]

" I 'm  a f r a i d  I c o u l d n ' t  come t o n i g h t ,  £ r  
tomorrow n i g h t , "  he answered with  f i r m n e s s .  A 
s ta t em en t  e n t i r e l y  u n t r u e  I He had no engagement;  
he n ever  d id  have an engagement.  But he was f r i g h t 
ened, and h i s  s p i r i t  sp rang  away from t h e  id ea ,  
l ik e  a fawn a t  a sudden n o i s e  in the  b ra k e ,  and 
s tood s t i l l .  (C, 213)

S i m i l a r l y ,  he e x p la in s  t h e  s i g n i f i c a n c e  o f  even ts  th e m se lv e s :

Dar ius  a t e  t h e  sausage  w i th  t h e  fo r k  a lo n e .
His i n t e l l i g e n c e  had f a i l e d  t o  m as te r  t h e  o r i g i n a l  
problem p re sen te d  t o  i t .  He a t e  s t e a d i l y  fo r  a 
few moments, and then  t h e  t e a r s  began t o  r o l l  
down h i s  cheek, and he a t e  no more.

Th i s  i n c i d e n t ,  so s im p le ,  so  unexpec ted ,  and
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so d ra m a t ic ,  caused t h e  most a c u te  d i s t r e s s .  And 
i t s  e f f e c t  was d i s c o n c e r t i n g  in th e  h ig h e s t  d e g re e .
I t  reminded everyone t h a t  what Darius  s u f f e r e d  from was 
s o f t e n i n g  of t h e  b r a i n .  Fo r  long he had been a 
p r i s o n e r  In t h e  house and ga rden .  For long he had been 
almost mute.  And now j u s t  a f t e r  a v i s i t  which u s u a l l y  
ac ted  upon him as  a t o n i c ,  he had begun t o  feed 
h im s e l f .  L i t t l e  by l i t t l e  he was d e m o n s t ra t in g ,  by 
h i s  slow d ec len s io n  from i t ,  t h e  wonder of  t h e  s t an d a rd  
of e f f i c i e n c y  m a in ta ined  by t h e  normal human b e in g .
(C, 471-472)

The implied a u t h o r  a l s o  e x p la in s  a t t i t u d e s  and c h a r a c t e r  r e l a t i o n s h i p s :

The former and th e  p r e s e n t  m i s t r e s s  of  th e  house 
k i s sed  w i th  t h e  conven t iona l  s ig n s  of a f f e c t i o n .
But th e  f a c t  t h a t  one had succeeded th e  o t h e r  
seemed t o  d i v id e  them. H i lda  was always ly ing  in 
wait  f o r  c r i t i c i s m  from Maggie,  ready t o  r e s e n t  i t ;  
Maggie d iv in ed  t h i s  and s a i d  never  a word.  The 
s i l e n c e  piqued H i lda  as  much as  outspoken c r i t i c i s m  
would have annoyed h e r .  She cou ld  not b ea r  i t .
(TT, 67)

F i n a l l y ,  he sometimes i n j e c t s  d i r e c t  e v a l u a t i v e  comments about c h a r a c t e r s  

and t h e i r  a c t i o n s :

Sometimes t h i s  profound i n f e l i c i t y  of h e r s  changed 
i t s  hues f o r  an i n s t a n t ,  and lo! i t  was b l i s s  t h a t  
she bathed in .  A phenomenon which d i s c o n c e r t e d  h e r !
She did  not know t h a t  she had t h e  most p r e c io u s  o f  
a l l  f a c u l t i e s ,  t h e  power t o  f e e l  i n t e n s e l y .  (HL,
9-10)

In b r i e f ,  t h e n ,  B e n n e t t ' s  p o in t  o f  view is  marked by t h e  p re sence  

of  t h e  implied a u th o r ( a p p a re n t  in the  f i r s t - p e r s o n  remarks ,  i r o n i c  t o n e ,  

and d i r e c t  a u t h o r i a l  comments) and by th e  wide p r i v i l e g e  e x e r c i s e d  

(apparent  in t h e  implied a u t h o r ' s  d i r e c t  a n a l y s i s  of  c h a r a c t e r ,  i n t e r i o r  

v iews,  and e x p la n a to ry  or  e v a l u a t i v e  comments).

D esp i te  t h e  wide p r i v i l e g e  which Bennet t  e x e r c i s e s ,  however,  he 

does impose one major  and s i g n i f i c a n t  l i m i t a t i o n  upon h i s  p o in t  o f  view: 

in Clayhanger,  he never  r e v e a l s  t h e  though ts  o f  H i ld a ,  nor  does he in 

H i lda  Lessways e v e r  e n t e r  t h e  though ts  of Edwin. All o t h e r  c h a r a c t e r s  a re
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s u b j e c t  t o  f r eq u en t  a u t h o r i a l  e x p o s i t i o n  of  though t*^ ;  n e v e r t h e l e s s ,  

w i t h i n  t h e  f i r s t  two volumes,  Bennet t  focuses  p r i m a r i l y  upon t h e i r

r e s p e c t i v e  p r o t a g o n i s t s .  C onsequent ly ,  th roughout t h e s e  two volumes,  

in  scenes  which p r e s e n t  both H i ld a  and Edwin, Bennet t  r e v e a l s  th e  

th o u g h t s  only o f  t h e  p r o t a g o n i s t .  F o r  in s t a n c e ,  in t h e  dual scene 

p r e v i o u s l y  quoted ( see  page 221 ab o v e ) ,  Clayhanger exposes only Edwin 's  

t h o u g h t s  as H i ld a  l i n g e r s  in th e  shop doorway; s i m i l a r l y ,  H i ld a  Lessways 

o f f e r s  only H i l d a ' s  t h o u g h t s .  One obvious e f f e c t  of  t h i s  l i m i t a t i o n  of 

p o in t  of view i s  t h a t  t h e  p r o t a g o n i s t  is  always t h e  pr imary focus  of

t h e  r e a d e r ' s  a t t e n t i o n .  In These Twain, o f  c o u r s e ,  Bennett  n e c e s s a r i l y

d i s p e n s e s  w i th  t h i s  l i m i t a t i o n  and r e v e a l s  th e  t h o u g h t s  of both H i ld a  

and Edwin.

One q u i t e  impor tant e f f e c t  stems from t h i s  n a r r a t i v e  method:

th ro u g h  i t ,  Bennett  p rov ides  th e  r e l i a b l e  commentary which e s t a b l i s h e s

t h e  norms of  t h e  sequence and v a l i d a t e s  h i s  theme. With va ry ing  degrees

o f  i n t e n s i t y ,  he employs an i r o n i c  tone  th roughout  t h e  sequence;  w i th

t h i s  irony he c r e a t e s  a d i sc repancy  between an even t  or  c h a r a c t e r  and the

s i g n i f i c a n c e  which t h e  implied a u t h o r  a t t a c h e s  t o  i t .  For i n s t a n c e ,  t h i s

b r i e f  i r o n i c  v i g n e t t e  i l lum ines  Auntie Hamps, who, w i th  a g r e a t  f l o u r i s h ,

has  j u s t  given B e r t i e  Benbow a h a l f - s o v e r e i g n  f o r  h i s  b i r t h d ay :

A un t ie  Hamps s a t  l i k e  an an t iq u e  goddess ,  b land ,  
s u p e r b ,  mora l ly  immense. And even h e r  d i r t y  and broken
f i n g e r - n a i l s  d e t r a c t e d  naught from h e r  g r a n d i o s i t y .
She might feed s e r v a n t s  on d r i p p i n g s ,  but when t h e  p ro 
p e r  moment came she co u ld  f l i n g  h a l f - s o v e r e i g n s  about 
w i th  anybody. (TT, 114)

The s i m i l e  of  A un t ie  Hamps as a g ra n d io se  " a n t iq u e  goddess"  and t h e  s l i g h t l y  

v u l g a r  phrase  " f l i n g  h a l f - s o v e r e i g n s  about with  anybody,"  with i t s  impli 

c a t i o n s  o f  o s t e n t a t i o u s  d i s p l a y ,  markedly  c o n t r a s t  w i th  the  s t i p u l a t e d
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d e t a i l s  o f  he r  u n t i d i n e s s  ( " d i r t y  and broken f i n g e r - n a i l s " )  and he r  p r i v a t e  

m i s e r l i n e s s  (h e r  s e r v a n t s  must ea t  " d r i p p i n g s ” ) .  A more important 

example i s  t h e  p r e v i o u s l y  quoted passage  about o ld  Mr. Shushions  (page 

224 above) .  In i t ,  t h e  implied  a u th o r  p r e s e n t s  the  p u b l i c ’ s view of 

Mr. Shushions  a s  " t h e  doddering old f o o l " ;  he then  implies  t h e  man’ s 

a c t u a l  v a lu e ;  " / h e /  had given h i s  youth t o  Sunday Schools when Sunday 

Schools  were no t  p a t r o n iz e d  by p r i n c e s ,  a rc h b i sh o p s ,  and lo rd  mayors, 

when Sunday Schools  were t h e  scorn of  t h e  i n t e l l i g e n t .  . . . "  The " i n d u l 

gent and sha l low  S a m a r i ta n s "  who t r e a t  t h e  o ld  man as "a  show and museum 

c u r i o s i t y "  rev ea l  t h a t  they  lack " th e  w i t  t o  guess  t h a t  he had sown what 

th e y  were r e a p i n g . "  The a u th o r  then summarizes t h e  scene in th e  b i t i n g l y  

i r o n i c  l i n e ,  "Mr. S h u s h io n s ’ s o l e  crime a g a i n s t  s o c i e ty  was t h a t  he had 

f o r g o t t e n  t o  d i e . "  Thus ,  by implying Mr. S hush ions ’ r ea l  v a l u e ,  by 

s t i p u l a t i n g  t h e  crowd’s  lack of  w i t ,  and by suddenly  c o n t r a s t i n g  the  idea  

of old  a g e ’ s be ing  a cr im e a g a in s t  s o c i e t y  w i th  the  u n iv e r s a l  idea of 

rev e ren ce  f o r  L i f e ,  Bennet t  guides th e  r e a d e r  toward a p ro p e r  e v a lu a t io n  

of  th e  e v e n t .

Equa l ly  im por tant in e s t a b l i s h i n g  th e  e v a lu a t iv e  norms i s  the  

f a c t  t h a t  Bennett  p ro v id e s  th e  r e a d e r  w i th  in fo rm at ion  denied  t o  the  c h a r a c 

t e r s .  Perhaps t h e  most important example o f  t h i s  dramat ic  i rony  i s  t h a t  

o f  D a r iu s ’ you th .  In tw e lve  pages (Ç, 3 1 - 4 3 ) ,  t h e  n a r r a t o r  t e l l s  of the  

sev e n -y e a r  o ld  D a r i u s ’ s u f f e r i n g s  in a p o t t e r y  works and in t h e  B a s t i l e ,  

t h e  county workhouse.  However, Edwin h im s e l f  i s  ignorant of  h i s  f a t h e r ’ s 

e a r l y  h i s t o r y .

Darius  had never  spoken to  a soul  of  h i s  n igh t  in t h e  
B a s t i l e .  All h i s  in fancy was h i s  own f e a r f u l  s e c r e t .
His l i f e ,  seen whole,  had been a m i r a c l e .  But none knew 
t h a t  except h im s e l f  and Mr. S hush ions .  Assuredly  Edwin 
never  even f a i n t l y  suspec ted  i t .  (C, 43)
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Thus,  the  r e a d e r  p o s se s se s  impor tant  In fo rm at ion  unknown t o  t h e  

p r i n c i p a l  c h a r a c t e r .  Consequen t ly ,  when Edwin wishes  t o  abandon 

p r i n t i n g  t o  become an a r c h i t e c t ,  th e  r e a d e r  can b e t t e r  u n de rs tand  

Darius* w ra th :

Darius  had a p a i n f u l  in te n s e  v i s i o n  of  t h a t  m i r a c l e ,  
h i s  own c a r e e r .  Edwin*s grand m is fo r tu n e  was t h a t  
he was b l in d  t o  t h e  m i r a c l e .  Edwin had never  seen 
t h e  l i t t l e  boy in t h e  B a s t i l e .  But Darius  saw him 
a lways,  th e  i n f a n t  who had begun l i f e  a t  a ro p e * s -en d .
(C, 169]

S i m i l a r l y ,  because of h i s  p r i v i l e g e d  in fo r m a t io n ,  th e  r e a d e r  can under

s tan d  what Edwin cannot— Darius* r e a c t i o n  t o  Mr. Shushions* d e a t h :

Four days p r e v i o u s l y  Edwin and Maggie had seen  
t h e i r  f a t h e r  c o n s id e r a b ly  a g i t a t e d  by an i tem of  
g o s s ip ,  c a s u a l l y  r e c e i v e d ,  t o  which i t  seemed t o  them 
he a t t a c h e d  an e x c e s s iv e  impor tance .  Namely, t h a t  
o ld  Shush ions ,  having  been found s t a r v i n g  and d e s t i t u t e  
by th e  a u t h o r i t i e s  appo in ted  t o  deal  w i th  such m a t t e r s ,  
had been taken  t o  t h e  workhouse and was dying t h e r e .
Darius  had heard  t h e  news a s  though i t  had been a mes
sage brought on horseback in a melodrama. **The 
Basti le!** he excla imed in a w h i sp e r ,  and had l e f t  t h e  
house on th e  i n s t a n t .  Edwin . . .  was d isposed  t o  
rega rd  t h e  case  o f  Mr. Shushions  p h i l o s o p h i c a l l y .  Of 
course  i t  was a p i t y  t h a t  Mr. Shushions  should  be in 
t h e  workhouse; but a f t e r  a l l ,  from what Edwin remembered 
and could  su rm is e ,  th e  workhouse would be ve ry  much 
t h e  same as  any o t h e r  house t o  t h a t  s e n i l e  m e n t a l i t y .
Thus Edwin had s a g e ly  a rgued ,  and Maggie had agreed  
w i th  him. But t o  them t h e  workhouse was a b s o l u t e l y  
no th ing  but a name. They were no more a f r a i d  of  t h e  
workhouse than  of  t h e  Russ ian  s e c r e t  p o l i c e ;  and of  
t h e i r  f a t h e r * s  e a r l y  h i s t o r y  th e y  knew naugh t .

And Edwin . . .  s e d a t e l y  p i t i e d  h i s  f a t h e r  f o r  
looking r i d i c u l o u s  and g r o t e s q u e .  . . .  What he d id  not 
su sp ec t  was t h e  e x i s t e n c e  of  c i r cu m stan ces  which made 
t h e  death  of  Mr. Shushions  in t h e  workhouse t h e  most 
d i s t r e s s i n g  t r a g e d y  t h a t  cou ld  by any p o s s i b i l i t y  have 
happened t o  D ar ius  C layhanger .  (C, 403-404)

Because he p o s se s s e s  t h i s  p r i v i l e g e d  in fo r m a t io n ,  th e  r e a d e r  i s  b e t t e r

a b le  t o  e v a l u a t e  th e  behav io r  of  both Edwin and D ar iu s .  Thus,  by

p rov id ing  such in fo rm a t io n ,  Bennett  h e lp s  e s t a b l i s h  th e  e v a l u a t i v e
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norms of th e  sequence .

The pr im ary  method by which Bennet t  e s t a b l i s h e s  the  e v a l u a t i v e

norms, however, i s  t h e  implied a u t h o r ' s  p resence  and comments. These

comments may be d i r e c t  ones in which th e  a u th o r  c l e a r l y  s t i p u l a t e s  a

v a lu e  and leads  t h e  r e a d e r  t o  accep t  i t  as h i s  own:

Sometimes t h i s  profound i n f e l i c i t y  of  he rs  changed i t s  
hues f o r  an i n s t a n t ,  and lo! i t  was b l i s s  t h a t  she 
ba thed  in .  A phenomenon which d i s c o n c e r t e d  he r !  She 
d id  not know t h a t  she had th e  most p re c io u s  of  a l l  
f a c u l t i e s ,  th e  power t o  f ee l  i n t e n s e l y .  (HL, 9-10)

However, t h e  impl ied  a u th o r  a l s o  employs the  r h e t o r i c  of h i s  p re sence

i s  l e s s  obvious ways.  The fo l low ing  scene i l l u s t r a t e s  t h i s  f a c t ;  on

t h e  evening of Edwin and H i l d a ' s  f i r s t  At Home, A unt ie  Hamps unexpectedly

b r in g s  along Mr, P e a r t r e e ,  t h e  d i s t r i c t  Miss ions  S u p e r in t e n d e n t ,  Edwin,

who has never  l ik e d  him, i s  d i s c o n c e r t e d  when Mr. P e a r t r e e  asks  him to

become the  Chapel Funds t r e a s u r e r ;  however, he and H i lda  immediately

r e f u s e .  To s a lv a g e  something from he r  d e f e a t .  A unt ie  Hamps proposes

t h a t  th e  Benbows t a k e  over t h e  C la y h an g e rs '  church pew. In s tead  of

r e f u s i n g ,  as  A un t ie  Hamps h a l f  e x p e c t s ,  H i lda  i n s t a n t l y  a g r e e s :

"We s h a l l  be only to o  p leased  f o r  A lbe r t  t o  t a k e  
ov e r  th e  pew," s a i d  H i l d a .

"But have you chosen ano ther  pew?" Mrs. Hamps 
looked a t  Edwin. . . .

"Now, A u n t i e , "  t h e  t i n g l i n g  woman warned Auntie  
Hamps a s  one powerful i n d i v i d u a l i t y  may warn a n o th e r ,
" d o n ' t  worry about u s .  You know w e ' r e  not g r e a t  c h a p e I -  
g o e r s . "

She spoke t h e  a s tound ing  words g a i l y ,  but f i r m ly .
She cou ld  be f i rm ,  and even ha r sh ,  in h e r  t r iumphant  
h a p p in e s s .  Edwin knew t h a t  she d e t e s t e d  Auntie  Hamps.
A u n t ie  Hamps no doubt a l s o  knew i t .  In t h e i r  mutual 
s m i l i n g s ,  so a f f a b l e ,  so h e a r t y ,  so a p p r e c i a t i v e ,  
a p p a r e n t ly  so im p u ls iv e ,  the  h o s t i l i t y  between them 
gleamed m y s te r io u s ly  l i k e  l i g h tn in g  in s u n l i g h t .
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"Mrs.  Edwin's  family  were Church of  E ng land ,"  
s a id  A unt ie  Hamps, in t h e  d i r e c t i o n  of Mr. P e a r t r e e .

"Nor g rea t  c h u r c h - g o e r s ,  e i t h e r , "  H i ld a  f in i sh e d  
c h e e r f u l l y .

No woman had e v e r  made such o u t rageous  remarks 
in t h e  F ive  Towns b e f o r e .  A q u a r t e r  o f  a c en tu ry  
ago a man might have s a i d  as  much, w i th o u t  s u f f e r i n g  
in esteem—might indeed have earned  a c e r t a i n  i n t e l 
l e c t u a l  p r e s t i g e  by t h e  d e c l a r a t i o n ;  but i t  was 
o the rw ise  w i th  a woman. Both Mrs.  Hamps and the  
m i n i s t e r  thought  t h a t  H i ld a  was not going th e  r i g h t  
way t o  l i v e  down h e r  dubious  p a s t .  Even Edwin in 
h i s  p r i d e  was f l u r r i e d .  Great m a t t e r s ,  however,  had 
been accomplished .  Not only had t h e  a t t a c k  of  Auntie  
Hamps and Mr. P e a r t r e e  been d e f e a t e d ,  but t h e  defence 
had become an o n s l a u g h t .  Not only was he not the  
t r e a s u r e r  of t h e  D i s t r i c t  A d d i t io n a l  Chapel Funds,  
but he had p r a c t i c a l l y  ceased  t o  be a member of the  
c o n g re g a t io n .  He was f r e e  w i th  a freedom which he had 
never  had th e  a u d a c i ty  t o  hope f o r .  I t  was i n c r e d ib l e !
Yet t h e r e  i t  was! A word s a i d ,  b r a v e ly ,  in a p a r t i c u l a r  
t o n e , — and a new epoch was begun. The p i t y  was t h a t  
he had not done i t  a l l  h im s e l f .  H i l d a ' s  courage had 
su rpassed  h i s  own. Women were a s to u n d in g .  They were 
d i s c o n c e r t i n g  t o o .  His  manly independence was ever  so 
l i t t l e  wounded by H i l d a ' s  bo ldness  in i n i t i a t i v e  on 
t h e i r  j o i n t  b e h a l f .

"Do come and t a k e  something.  A u n t i e , "  s a i d  H i ld a ,  
w i th  t h e  most w inn ing ,  t h e  most loving i n f l e c t i o n .
(TT, 44-45)

Throughout th e  s ce n e ,  t h e  n a r r a t o r  i s  u n o b t ru s iv e ly  p r e s e n t ,  but never

t h e l e s s  e x e r c i s i n g  a wide p r i v i l e g e .  He e n t e r s  th e  t h o u g h t s  of th e  

c h a r a c t e r s  a t  w i l l ;  he shows A unt ie  Hamps and t h e  m i n i s t e r ' s  r e a c t i o n s ;  

then  s h i f t i n g  t o  Edwin 's  t h o u g h t s ,  he g ives  Edwin 's  r e a c t i o n s ,  h i s  

sense  of  freedom but a l s o  h i s  f e e l i n g  of i n j u r y  t o  h i s  "manly independence ."  

Moreover,  from h i s  p e r s p e c t i v e  of  t h e  p r e s e n t ,  he e x p l i c i t l y  e v a lu a t e s  

t h e  s i g n i f i c a n c e  of  H i l d a ' s  remarks f o r  th e  r e a d e r :  "A q u a r t e r  of  a

c e n tu r y  ago a man might have s a i d  as  much, w i thou t  s u f f e r i n g  in esteem 

. . . ; but i t  was o the rw ise  w i th  a woman." He i n j e c t s  e x p l i c i t  a d j e c t i v a l  

or  a d v e r b ia l  m o d i f i e r s  which c a r r y  f u r t h e r  e v a l u a t i o n s :  " th e  t i n g l i n g
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woman," " a s to u n d in g  w o rd s , "  " g a i l y  but f i r m l y , "  " t r ium phan t  h a p p in e s s , "  

" g r e a t  m a t t e r s , "  "a  word s a i d ,  b r a v e l y . "  He s u c c i n c t l y  r e v e a l s  th e  

s u g a r - c o a t e d  h o s t i l i t y  between H i ld a  and Aunt ie  Hamps; moreover,  he 

a l low s  t h e  a c t i o n  t o  support  t h i s  e x p l i c i t  commentary, w i th  t e l l i n g  

i ro n y :  "*Do come and t a k e  something. Auntie,* s a i d  H i ld a ,  w i th  the

most w inn ing ,  t h e  most loving i n f l e c t i o n . "  More im p o r tan t ,  t h e  n a r r a t o r  

p e rsuades  th e  r e a d e r  t o  accept h i s  e v a l u a t i o n  o f  th e  s ce n e :  having

p r e v i o u s l y  shown A unt ie  Hamps* c h a r a c t e r i s t i c  meddlesomeness and hypo

c r i s y  and Mr. P e a r t r e e * s  narrowness  o f  mind, the  n a r r a t o r  then  shows 

t h e i r  judgment of H i lda*s  a c t i o n  and h e r  whole p a s t :  "Both Mrs. Hamps

and t h e  m i n i s t e r  thought t h a t  H i ld a  was not going the  r i g h t  way t o  l ive  

down h e r  dubious  p a s t . "  To whatever  e x t e n t  t h e  r ead e r  has  developed 

a n t i p a t h i e s  toward them, t o  t h a t  e x t e n t  w i l l  he p robably  accep t  H i l d a ' s  

"o u t r a g e o u s "  a c t i o n  a s  c o r r e c t .  The n a r r a t o r  r e i n f o r c e s  t h i s  conclus ion  

w i th  an e x p l i c i t  e v a lu a t io n  o f  H i l d a ' s  a c t i o n ;  "Great  m a t t e r s  . . .  

had been a cco m p l i sh ed ."  The n a r r a t o r  f u r t h e r  i n t e n s i f i e s  t h i s  e f f e c t  by 

r e v e a l i n g  Edwin 's  sense  of freedom and e l a t i o n ;  n o t a b ly ,  however,  t h i s  

r e v e l a t i o n  i s  ambiguously i n d i r e c t ,  conveying something of both  Edwin's 

thought  p r o c e s s e s  and th e  n a r r a t o r ' s  own Judgment.  Through t h e s e  dev ices  

— a l l  dependent upon t h e  n a tu r e  o f  t h e  p o in t  o f  view— Bennet t  e s t a b l i s h e s  

th e  norms by which th e  r e a d e r  responds  t o  t h e  scene  and c h a r a c t e r s .

In a d d i t i o n  t o  e s t a b l i s h i n g  t h e  e v a l u a t i v e  norms o f  th e  sequence,  

B e n n e t t ' s  p o in t  o f  view a l s o  h e lp s  shape i t s  form and e x p re s s  i t s  theme. 

Through t h e  omniscience of t h e  n a r r a t o r ,  Bennett  p ro v id e s  necessa ry  t r a n s i 

t i o n a l  l i n k s  among t h e  t ime sp h e res  of  t h e  sequence.  For in s t a n c e ,  having 

f i n i s h e d  Clayhanger .  t h e  r e a d e r  knows t h a t  Edwin and H i ld a  a r e  r e u n i t e d
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in 1892. However, H i lda  Lessways,  which ends m  1882, i n t e rv e n e s  in 

t h e  c h ro n o lo g ic a l  re ad ing  e x p e r i e n c e .  Consequently ,  in These Twain, 

t h e  implied a u t h o r  s u p p l i e s  in fo rm a t ion  which both reminds th e  r e a d e r  

o f  what o ccu r red  in Clayhanger and b r idges  the  in t e r im  from F e b ru a ry ,

1892, when t h e  f i r s t  volumes en d s ,  t o  August,  when th e  l a s t  volume beg ins :

Edwin C layhanger ,  though very  young in m a r r ia g e ,  
c o n s id e re d  t h a t  he was g e t t i n g  on in years  as a house
h o l d e r .  His age was t h i r t y - s i x .  He had been m arr ied  
only  a few months,  under  p e c u l i a r  c i rcu m stan ces  which 
rende red  him s e l f - c o n s c i o u s ,  and on an evening of  
August 1892, as he s tood  in the  h a l l  o f  h i s  house 
a w a i t i n g  th e  commencement of a postponed and unusual 
At Home, he f e l t  a b su r d ly  nervous .  (TT, 6)

While d e s c r i b i n g  th e  house,  t h e  n a r r a t o r  a l so  a s s o c i a t e s  c e r t a i n  rooms

in i t  w i th  t h e  a c t i o n  which occur red  in Clayhanger :

In th e  drawing-room, with  i t s  new orange-  
co lo u red  g a s -g lo b es  t h a t  g i lded  ev e r y th in g  beneath  
them,  Edwin 's  f a t h e r  used to  s i t  on Sunday even ings ,  
a l o n e .  And one Sunday evening,  when Edwin, e n t e r i n g ,  
had f i r s t  mentioned t o  h i s  f a t h e r  a woman's name, 
h i s  f a t h e r  had most t e r r i b l y  hu m i l ia ted  him. But now 
i t  seemed as i f  some o t h e r  youth ,  and not Edwin, had 
been h u m i l i a t e d ,  so  comple te ly  was t h e  wound h e a l e d .
. . .  And in t n e  drawing-room too  he had f i n a l l y
b e t ro th e d  h im se l f  t o  H i ld a .  That by comparison was
only  y e s t e r d a y ;  y e t  i t  was h i s t o r i c a l  and d i s t a n t .
He was wear ing h i s  d ress ing-gown,  being co nva le scen t  
from in f l u e n z a ;  he cou ld  d i s t i n c t l y  r e c a l l  the  f e e l  
o f  h i s  d ress ing-gown;  and Hilda  came in— over h e r  face  
was a v e i l . . . .  (TT, 9 -10 .  B e n n e t t ' s  unspaced 
e l  I i p s e s . )

Thus,  t h e  wide p r i v i l e g e  of  B e n n e t t ' s  po in t  of  view enab les  him t o  r e i n 

fo rce  t h e  formal c o n t i n u i t y  o f  t h e  sequence.

S i m i l a r l y ,  h i s  p r i v i l e g e d  p o in t  of view enab les  Bennet t  t o  s t r e s s  

c e r t a i n  t h e m a t i c  e lem en ts .  For i n s t a n c e ,  h e r  d e s i r e  f o r  an e x c i t i n g  l i f e  

leads  H i lda  t o  become involved f i r s t  w ith  Cannon and then w i th  Edwin. 

C onsequent ly ,  in th e  a u t h o r i a l  comments with which he su r rounds  t h e  a c t i o n .
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th e  implied a u th o r  r e p e a t e d ly  emphasizes H i l d a ' s  i d e a l i s t i c  re sponses  

t o  he r  e x p e r i e n c e s :  the  word romance runs  l ik e  a l e i t m o t i v  th roughout

H i lda  Lessways.  A f t e r  her f i r s t  a c t i o n  on h e r  own, d u r ing  which she 

meets Cannon, H i ld a  ga ins  a new p e r s p e c t i v e :  was t h e r e ! *  she s a i d .

*He i s  s t i l l  t h e r e . *  The whole town, t h e  whole f u t u r e ,  seemed t o  be 

drenched now in romance.** (37) Her new r e l a t i o n s h i p  w i th  Cannon i s  

t h r i l l i n g :  *5he l ived  t o  t h e  utmost in every moment. The r e c o n d i t e

romance of  e x i s t e n c e  was not hidden from h e r .  The sudden c r e a t i o n — her  

c r e a t i o n — of t h e  l ink  with  Mr. Cannon seemed t o  he r  s u r p a s s in g ly  s t r a n g e  

and romantic.** (66) Even shor thand now becomes an a d v en tu r e :  **ln t h e i r

m y s te r io u s  s t r o k e s  and curves  and d o ts  she saw romance,  and th e  key of 

the  f u t u r e ;  she saw th e  p h i l o s o p h e r ' s  stone.** (79-30) Her work on 

Cannon's  newspaper seems "romant ic  and b e a u t i f u l . "  (157) A f t e r  he r  m o th e r ' s  

d e a th ,  H i lda  i s  l i f t e d  from her  d e p re s s io n  by a v i s i t  from Cannon: "Beneath

George Cannon 's  e y es ,  she a c t u a l l y  p e rce iv ed  again  t h a t  romant ic  q u a l i t y  

of e x i s t e n c e  which had always so pow erfu l ly  p re sen te d  i t s e l f  t o  h e r  in the  

p a s t . "  (191) While v i s i t i n g  J an e t  in B u rs ley ,  she f i r s t  s ees  Edwin:

"His  face  had made in those  few t h r i l l i n g  seconds a deep impress ion on 

H i l d a .  . . .  I t  p re sen te d  i t s e l f  t o  h e r ,  in some m y s te r io u s  way, a s  a 

romantic  v i s a g e .  . . . "  (214) Her f i r s t  t a l k  w i th  Edwin g r e a t l y  s t im u

l a t e s  h e r :  "All  he r  being v i b r a t e d  t o  t h e  m ys te r ious  and b e a u t i f u l

romance of  e x i s t e n c e . "  (254) R e tu rn ing  t o  London, she  i s  enchanted by 

Cannon's  p lan s  t o  open a Brigh ton  board ing-house :  "The mere tone  in  which

he mentioned h i s  e n t e r p r i s e  seemed .  .  .  t o  d i g n i f y  h o t e l s ,  and even 

boa rd in g -h o u se s ;  t o  give romance t o  t h e  p e r f e c t l y  unromant ic  b u s in e s s  of 

lodging and c a t e r i n g ! "  (298-299) On h e r  way t o  B r igh ton  w i th  Miss
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Gai ley ,  she  i s  s t i l l  enchan ted :  *H'he poignant romance of  e x i s t e n c e

enveloped h e r  in i t s  b e a u t i f u l  v e i l s . "  (306) Though soon d i s enchan ted  

by drab d a i l y  r o u t i n e s ,  she y e t  remains  s u b j e c t  t o  Cannon 's  charm:

"She saw g l im pses ,  b e a u t i f u l  and compensatory ,  of  th e  romantic  q u a l i t y  

of common l i f e . "  (372) When Cannon p ro p o se s ,  she a c c e p t s ,  but d i s 

i l lu s io n m e n t  soon comes: "She no longer  saw her  husband as  a romantic

and b a f f l i n g  f i g u r e ;  she had exp lo red  and c h a r t e r e d  h i s  s o u l ,  and not 

a l l  h i s  e x c e l l e n c e s  cou ld  a tone  f o r  h i s  e a r t h i i n e s s . "  (419) A f t e r  Cannon 

leaves  h e r ,  she aga in  v i s i t s  J a n e t  and aga in  s e e s  Edwin: "She regarded

. . .  h i s  face  w i th  a keen sense  of p l e a s u r e .  I t  was rom an t ic ,  melan

c h o ly ,  w i s t f u l ,  en igm at ic— and, above a l l ,  h o n e s t . "  (470) At t h i s  p o i n t ,  

l i f e  a g a in  seems b e a u t i f u l  t o  h e r .  When Edwin p ro p o ses ,  she f e e l s  " h e r 

s e l f  t o  be s teeped  in t h e  romance o f  an a d v e n t u r e . "  (503) But t h i s  joy ,  

t o o ,  i s  s h o r t - l i v e d ;  r e s p o n s i b l e  f o r  an i n v a l i d ,  p e n n i l e s s ,  and p re g n a n t ,  

she i s  b i t t e r l y  d i s i l l u s i o n e d  about l i f e :

She began t o  p e rc e iv e  what l i f e  r e a l l y  was,  and th e  
immense importance of  hazard  t h e r e i n .  N e v e r t h e l e s s ,  
w i thou t  f r a i l t y ,  w i th o u t  d e f e c t i o n ,  what could
chance have done? She began t o  p e rc e iv e  t h a t  t h i s
t h a t  she was l i v i n g  th rough  was l i f e .  She b i t  her  
l i p s .  G r i e f !  Shame! D i s i l l u s i o n !  Hardsh ip!
P e r i l !  C a ta s t ro p h e !  E x i l e !  Above a l l ,  e x i l e !
(532-533)

H i l d a ' s  i d e a l i s t i c  m isconcep t ions  about l i f e  lead h e r  t o  even tua l  d i s i l 

lusionment and t o  t h e  s e l f i s h n e s s  she dem ons t ra tes  in h e r  m ar r iage  w i th

Edwin— t h a t  s e l f i s h n e s s  which g e n e r a t e s  th e  c o n f l i c t s  o f  These Twain and 

which n e c e s s i t a t e s  Edwin 's  compromise. Thus,  by u s in g  a p r i v i l e g e d  p o in t  

of view t o  emphasize H i l d a ' s  " ro m a n t i c "  m isc o n ce p t io n s ,  Bennett  e f f e c t i v e l y  

s t r e s s e s  th e  them a t ic  development o f  th e  sequence.

The l i m i t a t i o n  of th e  p o in t  of view in t h e  f i r s t  two volumes i s
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a l s o  in s t rum en ta l  in shap ing  th e  form and e x p re s s in g  the  theme. Indeed,

one might say  t h a t  th e  l im i t ed  focus  c r e a t e s  the  formal p a t t e r n ;  not

r e v e a l in g  H i l d a ' s  t h o u g h t s  in Clayhanger n e c e s s i t a t e s — i f  th e  th e m a t ic

equa t ion  i s  t o  be comple te— th e  r e v e l a t i o n s  o f  H i lda  Lessways.  In th e

f i r s t  volume, Edwin 's  dominant impress ion  of  H i lda  i s  he r  "m y s te r io u sn e s s " :

Her f i n e s t  q u a l i t y  was h e r  m ys te ry .  Even now, as  he 
gazed a t  h e r  co m fo r tab ly ,  she b a f f l e d  him; a l l  h e r  e x q u i s i t e  
l i t t l e  movements and i n t o n a t i o n s  b a f f l e d  him. (Ç, 350-351)

I t  was h e r  m y s te r io u sn es s  t h a t  a g i t a t e d  him, and h e r  
absence rendered  him unhappy in h i s  t r iu m p h .  (Ç, 374)

She had been d e f e a t e d ,  ye t  he was b a f f l e d  by h e r .  She 
was a myste ry  w i th in  f o l d s  o f  m y s t e r i e s .  (C. 611)

This  mystery i s  a l s o  c r e a t e d  f o r  t h e  r e a d e r  by t h e  l i m i t a t i o n  o f  p o in t

of  view: t h e  implied a u th o r  never  r e v e a l s  H i l d a ' s  t h o u g h t s ,  a s  he does

those  of o t h e r s .  Moreover, he does not rev ea l  why H i lda  j i l t e d  Edwin

and m arr ied  Cannon: in Clayhanger  t h e  r e a d e r  l e a r n s  no more about  H i l d a ' s

motives  th a n  does Edwin. Thus,  in o rd e r  t o  ex p la in  t h i s  myste ry  and t o

give  t h e  r e a d e r  t h e  t h e m a t i c a l l y  necessa ry  u n d e rs tan d in g  of  h e r ,  Bennett

p rov ides  t h e  second volume, devoted t o  H i ld a .  Hence,  the  l i m i t a t i o n  of

p o in t  of  view c r e a t e s  t h e  mystery which th e  form u n f o ld s .

F u r the rm ore ,  t h e  l i m i t a t i o n  of  p o in t  o f  view e f f e c t i v e l y  conveys 

B e n n e t t ' s  p r i n c i p a l  theme. In r ead in g  t h e  f i r s t  two volumes,  t h e  reader  

ga in s  a double  view of  t h e  two p r o t a g o n i s t s :  he s e e s  Edwin in a d e t a i l e d

n a r r a t i v e  and s e e s  H i ld a  th rough  Edwin 's  eyes ;  he th e n  views H i ld a  in 

d e t a i l  and Edwin th rough  H i l d a ' s  e y e s .  C onsequent ly ,  th e  r e a d e r  knows 

much t h a t  t h e  c h a r a c t e r s  do n o t .  F o r  i n s t a n c e ,  Edwin f i r s t  s e e s  H i ld a  

whi le  she i s  t u r n i n g  t h e  pages f o r  two Orgreave c h i l d r e n  p l a y in g  a 

Beethoven p iano  p i e c e ,  and he assumes t h a t  she i s  a p r o f i c i e n t  m us ic ian ;
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t h i s  ev idence  of her c u l t u r e  is  p a r t  of he r  charm fo r  him. In Hilda  

Lessways,  however,  t h e  r eader  l e a r n s  t h a t  Edwin i s  m is tak en ;

H i lda  l i s t e n e d  w i th  p l e a s u r e  and w i th  e x a l t a t i o n  to  
th e  s ch e rz o .  Beyond a l i t t l e  p a r t - s i n g i n g  a t  s c h o o l ,  she 
had no p r a c t i c a l  acqua in tance  w i th  music;  t h e r e  had never 
been a p iano  a t  home. (HL, 223)

She had s t a t i o n e d  h e r s e l f  behind the  grand p ia n o ,  on the  
p le a  of  t u r n i n g  over t h e  pages  f o r  t h e  m us ic ians  (though 
i t  was only w i th  g re a t  u n c e r t a i n t y ,  and in p e r i l  of 
m iss ing  the  e x ac t  i n s t a n t  f o r  t u r n i n g ,  t h a t  she fol lowed 
th e  music on t h e  page) . . . .  (HL, 233)

In t h e  e x t e n s i v e l y  d e t a i l e d  f i r s t  two volumes, t h e  r e a d e r  t h e r e f o r e  l e a r n s

what each c h a r a c t e r  r e a l l y  i s  and what each b e l i e v e s  t h e  o t h e r  to  be .  In

t h e  sequence ,  t h i s  d i sc repancy  between r e a l i t y  and b e l i e f  g e n e ra te s  t h e

th e m a t ic  c o n f l i c t s  and n e c e s s i t a t e s  t h e  compromises.  Thus ,  in broad

te rm s ,  th e  l i m i t a t i o n  of  po in t  o f  view and th e  formal p a t t e r n  which i t

c r e a t e s  p re s en t  a c o n c r e t e  s i t u a t i o n  by means o f  which t h e  r e a d e r  can

r e a d i l y  unders tand  both th e  shap ing  fo r c e s  o f  c i r c u m s tan c es  and the  need

f o r  compromise.

In t h e  f i n a l  volume, Bennet t  uses  a p o in t  of view of  almost

t o t a l  omnisc ience: in a d d i t i o n  t o  t h e  o th e r  means of p r i v i l e g e  e x e r c i s e d ,

he now r e v e a l s  th e  th o u g h ts  of both Hi lda  and Edwin c o n c u r r e n t l y .  F o rm a l ly ,

t h e  volume is  t h e  cap s to n e  of  t n e  sequence:  th e  f i r s t  two volumes re v e a l

s i n g l e  i n d iv id u a l s  and employ a l im i t e d  p o in t  o f  view which d i s t i n c t l y

s e p a r a t e s  them; th e  l a s t  volume shows th e se  i n d i v i d u a l s  u n i t e d  and employs

a dual focus  p o in t  of  view. Thus,  in one s e n s e ,  t h e  p o i n t  o f  view i s  t h e

t e c h n i c a l  analogue of t h e  m arr iage  i t s e l f .  From t h i s  v a r i a t i o n  of  p o in t

o f  view comes t h e  formal p a t t e r n  of  th e  sequence.

The dual p o in t  of view a l s o  fu n c t io n s  t h e m a t i c a l l y .  Through t h e
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dual fo cu s ,  Bennet t  r e v e a l s  how th e  c h a r a c t e r s — shaped by t h e  c ircum

s ta n c e s  shown in the  p reced ing  volumes— now r e a c t  to  th e  new c i rcum stances  

of m arr iage  and th e  need fo r  a r e a l i s t i c  unders tand ing  o f  each o t h e r .

Four  major  problems endanger the  Clayhanger  union: t h e  q u e s t i o n  of the

new l i t h o g r a p h i c  p l a n t ,  w i th  the  c o m p l ic a t io n  of th e  house purchase ;  

t h e  Cannon a f f a i r ,  w i th  t h e  d i sp u te d  v i s i t  t o  Dartmoor P r i s o n ;  H i l d a ' s  

v i s i t  t o  London, w i th  Edwin 's  m ise rab le  evening a t  A un t ie  Hamps';  and 

th e  c o n t r o v e r s y  over Ladderedge H a l l .  In each of t h e s e  important even ts  

and in numerous secondary  i n c i d e n t s ,  t h e  p o in t  of view f u l l y  r e v e a l s  both 

H i lda  and Edwin 's  c h a r a c t e r i s t i c  thought  and b ehav io r .  H i l d a ,  shaped by 

he r  d i s i I l u s i o n m e n t s  and y ea r s  of penury in B r igh ton ,  i s  f ix e d  in a 

s e l f i s h  s e a r c h  f o r  s e c u r i t y ;  she c o n s i s t e n t l y  m isunders tands  both Edwin 's  

mot ives  and h e r  own; t h e r e f o r e ,  she n ever  r e a l l y  p e r c e i v e s  th e  important 

d i sc r ep an cy  and th e  need f o r  compromise.  Because the  p o i n t  o f  view makes 

him p r iv y  t o  a l l  of h e r  though ts  and m o t iv e s ,  t h e  r e a d e r  can ,  however, 

unders tand  a l l  of t h i s .  Edwin, a f t e r  i n i t i a l l y  m isu n d e rs t an d in g  H i lda ,  

does e v e n t u a l l y  r ecogn ize  both h i s  m is taken  b e l i e f s  and t h e  r e a l  n a tu re  

of H i ld a ;  w i th  t h i s  i n s i g h t ,  he is  t h u s  a b le  t o  compromise,  in order  t o  

a s su re  t h e i r  h a p p in e s s .  T h i s  t h e m a t i c a l l y  s i g n i f i c a n t  p r o c e s s  of  change 

i s  p r e s e n te d  p r i m a r i l y  th rough  th e  a c t i o n  of  t h e  s t o r y  i t s e l f ;  however, 

t h e  p o in t  o f  view enab le s  t h e  a u th o r  t o  r evea l  th e  p r o c e s s e s  of th e  

c h a r a c t e r ' s  t h o u g h t s .  For  i n s t a n c e ,  Edwin 's  d e c i s io n  n o t  t o  abandon h i s  

marr iage  but t o  compromise w i th  H i lda  ( t h e  r e s o l u t i o n  o f  t h e  in c lu s iv e  

s t r u c t u r e ) i s  p re sen te d  in a t h i r t e e n  page e x p o s i t io n  o f  Edwin 's  though ts  

as he walks  through t h e  s t r e e t s  of  B urs ley  (TT, 5 1 1 -5 2 4 ) .  Again,  because 

th e  p o in t  o f  view r e v e a l s  t h e  slow growth of  Edwin's  u n d e r s t an d in g  and
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th e  s i n c e r i t y  of  h i s  d e c i s i o n ,  th e  r e a d e r  can unders tand  th e  importance 

of h i s  compromise.  Thus,  s i n c e  i t  enab les  th e  r e a d e r  t o  know both 

c h a r a c t e r s *  though ts  and th u s  b e t t e r  e v a lu a t e  t h e  s i g n i f i c a n c e  of the  

e v e n t s ,  t h e  p o in t  of view i s  t h e m a t i c a l l y  f u n c t i o n a l .

In summary, t h e  C layhanger  sequence c o n s i s t s  o f  t h r e e  volumes 

which c o n s t i t u t e  a s i n g l e  u n i f i e d  work e x p re s s in g  a s i n g l e  theme: th e  

c i r cu m stan ces  of  l i f e  sometimes shape a person c o n t r a r y  t o  h i s  w ishes ;  

c o n se q u e n t ly ,  such a person can ach ieve  happ iness  only th rough a compro

mise between c i rcum stances  and h i s  w ish es .  The synchronous f i r s t  two 

volumes and t h e  c h r o n o l o g i c a l l y  subsequent  t h i r d  volume enable  Bennett  

both t o  show t h e  e v o lu t io n  o f  t h e  p r o t a g o n i s t s *  c h a r a c t e r s  and th e  

c i r cu m stan ces  which shaped them and then  to  show t h e s e  p r o t a g o n i s t s *  

r e a c t i o n s  under th e  new c i rc u m s tan c es  of  m a r r ia g e ;  moreover,  t h e  t h i r d  

person p o i n t  o f  view— s e l e c t i v e l y  l im i t ed  in th e  f i r s t  two volumes but 

com ple te ly  omnisc ient  in t h e  f i n a l  one— enab les  Bennet t  not only  t o  

i s o l a t e  t h e  s e p a r a t e  i d e n t i t i e s  of  h i s  two major c h a r a c t e r s ,  but a l s o  to  

e s t a b l i s h  t h e  e v a l u a t i v e  norms and t o  revea l  th e  a c t i o n s  and thought  

p ro c e s se s  which v a l i d a t e  h i s  theme. Thus,  Bennet t*s  handl ing  o f  f i c t i v e  

t ime and p o i n t  of view de te rm ines  t h e  form of  h i s  sequence n o v e l .

Cary*s F i r s t  T r i lo g y

Joyce  Cary*s F i r s t  T r i l o g y  r e p r e s e n t s  th e  f o u r t h  major p a t t e r n  

of t h e  sequence  no v e l :  each volume i s  n a r r a t e d  in t h e  f i r s t  person  by

a d i f f e r e n t  i n d i v i d u a i ;  a l th o u g h  t h e  moment o f  n a r r a t i o n  th roughou t  the  

sequence i s  c h r o n o l o g i c a l l y  p r o g r e s s i v e ,  t h e  s u b s ta n c e  be ing  n a r r a t e d  

in e ssen ce  i s  te m p o ra l ly  synchronous .
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in th e  sequence ,  t h r e e  c h a r a c t e r s  t e l l  t h e i r  own s t o r i e s :  Sara

Monday in H e r s e l f  S u r p r i s e d . Thomas Wi Icher  in To Be A Pi Igrim, and 

Gul ley  Jimson in  The Horse*s Mouth. ^  From t h e i r  n a r r a t i v e s  emerges 

Cary*s genera l  theme: each in d iv id u a l  c r e a t e s  h i s  own "world"  accord ing

t o  h i s  own n a t u r e  and ,  i f  f a i t h f u l  t o  h i s  n a tu r e ,  a ch ie v e s  tr iumph or  

s u f f e r s  t r a g e d y  accord ing  t o  t h e  r e l a t i o n s h i p  of t h a t  "world"  w i th  th e  

r e s t  of s o c i e t y .

Cary has  remarked t h a t  an a r t i s t  must p o sse ss  a genera l  view 

o f  l i f e — a world  view— before  he can c r e a t e :  "All  w r i t e r s  have,  and

must have,  t o  compose any kind of s t o r y ,  some p i c t u r e  o f  th e  w or ld ,  and 

of  what i s  r i g h t  and wrong in t h a t  w o r ld . " ^ ^  From t h i s  world view come 

t h e  s i g n i f i c a n t  ideas  which h i s  a r t  w i l l  communicate. Moreover, Cary 

m a i n t a i n s ,  "Without some u n i fy in g  id e a ,  i t  i s  im poss ib le  f o r  a book t o  

have a f o r m . " ^  T h e re fo re ,  in o r d e r  b e s t  to  unders tand  th e  formal 

s t r u c t u r e  of  Cary*s sequence and t o  s e e  how i t  a r t i c u l a t e s  h i s  theme, 

one must u n d e r s t an d  something o f  Cary*s  ep is temology and c r e a t i v e  methods.

C a r y ' s  b a s i c  ep i s t em o lo g ica l  premise  i s  t h a t  each in d iv id u a l  is  

i s o l a t e d  w i t h i n  h i m s e l f :  "We a r e  a lmost  e n t i r e l y  c u t  o f f  from each o th e r

in mind, e n t i r e l y  independent in  t h o u g h t ,  and so we have t o  l e a rn  every

t h i n g  f o r  o u r s e l v e s . C o n s e q u e n t l y ,  each in d iv id u a l  c r e a t e s  h i s  own 

pe rsona l  r e a l i t y  th rough  h i s  im a g in a t io n :

Every man and woman beg ins  from chiIdhood t o  c r e a t e  
f o r  h im s e l f  a world t o  which,  a s  c r e a t o r ,  he i s  deeply  
a t t a c h e d .  Each of  t h e s e  w or lds  i s  h igh ly  complex and 
e x t e n s i v e .  One man, f o r  i n s t a n c e ,  does not c r e a t e  f o r  
h im se l f  on ly  a home, a b u s i n e s s ,  a family ,  but a r e l i g i o n ,  
a p o l i t i c a l  i d e a ,  a n a t i o n ,  a world  idea .  He c r e a t e s  
them in h i s  im ag ina t ion ,  and l i v e s  in them.^^

As a r e s u l t  o f  t h i s  i s o l a t i o n  in h e r e n t  in th e  human c o n d i t i o n ,  each
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i n d iv id u a l  r e a l i t y  i s  p e r so n a l  and u n iq u e .^ ^  However, an o b j e c t i v e  

r e a l i t y  e x t e r n a l  t o  man 's  pe rsonal  r e a l i t y  does e x i s t ;  i t  c o n s i s t s  of 

" t h e  laws of  f a c t  and f e e l i n g , " ^  t h a t  i s ,  t h e  laws of p h y s ic a l  n a tu r e —  

" t h e  m a t e r i a l  c o n s i s t e n c i e s " * * — and t h e  c o n s t a n t s  o f  fundamental human 

na tu re .^®  Personal  r e a l i t y  must t o  some e x t e n t  agree  w i th  t h i s  objec

t i v e  r e a l i t y  o r  e l s e  t h e  i n d iv id u a l  s u f f e r s  from t h e  d i s c r e p a n c y .  Thus,  

th e  boy who imagines t h a t  he can f l y  and jumps from a r o o f  suddenly 

d i s c o v e r s  t h e  law o f  g r a v i t y ,  a c o n s t a n t  o f  phy s ica l  n a tu r e ;^ ^  s i m i l a r l y ,  

demogogues, such as H i t l e r ,  who do not t a k e  in to  account  " t h a t  r e a l i t y

which s t a n d s  . . .  as a permanent c h a r a c t e r  of n a t u r e ,  bo th  in men and

52t h i n g s , "  c r e a t e  f o r  them selves  d e s t r u c t i v e  and imposs ib le  w o r ld s .

C onsequent ly ,  a "gap"  e x i s t s  in man "between h i s  in d iv id u a l  mind seek ing

t o  know a t r u t h ,  and t h e  u n iv e r s a l  c o n s i s t e n c i e s  o f  n a t u r e  human and

m a te r i a l  as recorded by h i s  s e n s i b i l i t i e s . " ^ ^

That  which produces  t h i s  " g a p , "  however,  a l s o  produces  t h e  means

to  b r id g e  i t ,  f o r  man 's  i s o l a t i o n  c r e a t e s  man's freedom:

i t  i s  easy  t o  s ee  t h a t  i f  we were n o t  so  cut o f f  from each 
o t h e r ,  i f  we were p a r t s  of  a s o c i a l  commune, l i k e  a n t s  o r  
b e e s ,  we should  no t  be f r e e  a g e n t s .  Freedom, independency 
of  mind, involves  s o l i t u d e  in t h o u g h t .

I t  i s  t h e  independent reason of man in which h i s  i n d iv id u 
a l i t y ,  h i s  freedom, r e s i d e s . ^4

This  freedom c o n s i s t s  most im por tan t ly  o f  man's a b i l i t y  t o  make c h o ic e s ,

d e c i s i o n s ,  o r  judgments in t h r e e  v i t a l  a r e a s :  mora l ,  r a t i o n a l ,  and

i n t u i t i v e ,  in the  f i r s t  a r e a ,  a "moral r e a l "  e x i s t s :  i t  c o n s i s t s  of

"fundamental  human n a t u r e "  and c o n s t a n t  s t a n d a rd s  o f  human b e h a v i o r . ^5

Thus,  moral freedom i s  man's  freedom t o  a t t a i n  o r  f u l f i l l  h i s  own n a t u r e ,

f o r  men a r e  " f r e e  moral a g en ts  d e c id in g  t h e i r  own a c t i o n s  in a world of
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inces sen t  v i c i s s i t u d e . " ^ *  In t h e  second a r e a ,  reason  i s  the  e x e r c i s e  

of t h e  i n t e l l e c t  in c o n tac t  w i th  t h e  " laws of  f a c t  and f e e l i n g " ;  hence,  

r a t i o n a l  freedom is  man*s a b i l i t y  t o  accep t  new f a c t s  and t r u t h s  about 

both th e  o b j e c t i v e  r e a l i t y  and h i s  pe rsona l  r e a l i t y . ^ ?  In t h e  t h i r d  

a r e a ,  i n t u i t i o n  i s  " d i s c o v e r y "  o r  "a  subconsc ious  r e c o g n i t i o n  of  t h e  

r e a l ,  t h a t  t a k e s  p la ce  w i th in  a common p e r s o n a l i t y . " ^ ®  I n t u i t i v e  

freedom i s  t h e r e f o r e  p a r t  of  t h e  " f i x e d  c h a r a c t e r "  o f  man, th e  a b i l i t y  

t o  p e rc e iv e  o r  recognize  t h e  r e a l .  I t  i s  a l s o  t h e  founda t ion  of  both 

r a t i o n a l  and moral freedom, f o r  one must p e rc e iv e  in o rde r  t o  accep t  or 

t o  a t t a i n  t h e  r e a l . ^ *  Thus,  t h i s  t r i p a r t i t e  y e t  u n i t e d  freedom— produced 

by th e  very  f a c t  of man*s i s o l a t i o n — can b r idge  t h e  "gap"  between personal 

and o b j e c t i v e  r e a l i t i e s .

The agency which,  working f r e e l y ,  a l lows i n d i v i d u a l s  t h u s  t o  

become a t tu n e d  w i th  r e a l i t y  i s  t h e  c r e a t i v e  im ag ina t ion :

/ p a n /  i s  faced a l l  t h e  t ime  w i th  unique complex problems.
To sum them up f o r  a c t i o n  i s  an a c t  of  c r e a t i v e  im ag in a t io n .
He f i t s  t h e  d i f f e r e n t  e lem ents  t o g e t h e r  in a coheren t  whole ,  
and in v e n t s  a r a t i o n a l  a c t  t o  deal w i th  i t .*®

Each man, in  " a  world of f r e e  r e s p o n s i b l e  a c t i o n , " * ^  bears  t h e  r e s p o n s i 

b i l i t y  f o r  h i s  own cho ice s  and a c t i o n s .  Yet each man im a g in a t iv e ly  

c r e a t e s  h i s  own personal world in accordance  w i th  h i s  own in d iv id u a l  

n a t u r e .  T h e r e f o r e ,  t h e  s u c c e s s f u l  pe rson  e x e r c i s e s  h i s  freedom— 

i n t u i t i v e ,  m ora l ,  and r a t i o n a l — in o rd e r  t o  s t a y  t r u e  t o  h i s  own n a t u r e .  

Through i n t u i t i v e  freedom, he p e r c e i v e s ,  perhaps  s u b co n sc io u s ly ,  t h e  

r e a l i t y  o f  h i s  own n a t u r e .  Through moral freedom, he de te rm ines  t o  

a t t a i n  i t ;  pe rsona l  m o r a l i t y  th u s  becomes a q u e s t io n  of  how a man l iv e s  

in accordance  w i th  h i s  own n a t u r e . * ^  Through r a t i o n a l  freedom, he
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fo rm u la tes  c h o ic e s  o r  a c t i o n s  t o  e x p re s s  i t .  Through h i s  c r e a t i v e  

im ag ina t ion ,  he c r e a t e s  a •V or ld"  which f u l f i l l s  h i s  n a t u r e . C o n s e 

q u e n t ly ,  the  one pr im ary  c o n s ta n t  o f  human s o c i e t y  i s  man 's  " i n c e s s a n t l y  

s t r i v i n g  towards  a pe rsona l  achievement in a world which i s  e s s e n t i a l l y  

f r e e  and p e r s o n a l . " ^

From t h i s  f a c t  emerges t h e  c o n f l i c t  between, on th e  one hand, 

t h e  in d iv id u a l  s e e k in g  t o  ach ieve  h i s  own "world"  and th u s  t o  f u l f i l l  

h i s  own n a t u r e ,  and on th e  o t h e r ,  s o c i e t y ,  a changing  composite  of  an 

i n f i n i t e  number of  w i l l s .  This  c o n f l i c t ,  c e n t r a l  t o  v i r t u a l l y  a l l  of 

C a r y ' s  n o v e ls ,  i s  t h e  b a s ic  c o n f l i c t  in  th e  F i r s t  T r i l o g y , as Cary 

c l e a r l y  i n d i c a t e s  in h i s  d i s c u s s io n  o f  t h e  sequence:

The c e n t r e  of  t h e  p lan  was c h a r a c t e r ;  th e  c h a r a c t e r s  o f  
my t h r e e  lead ing  persons  in r e l a t i o n  t o ,  o r  in c o n f l i c t  
w i th  o th e r  c h a r a c t e r s  and t h e  c h a r a c t e r  of t h e i r  t im e s ;
(and beyond t h a t ,  o f  c o u r s e ,  w i th  " f i n a l "  c h a r a c t e r .  I 
mean th e  shape o f  t h i n g s  and f e e l i n g s  which a r e  " g i v e n , "  
and which perhaps  have t o  be so o r  no th ing  would e x i s t  a t  
a l l ] — t h e  books had t o  be soaked in c h a r a c t e r .

In a d d i t i o n  t o  i n d i c a t i n g  t h e  c e n t r a l  c o n f l i c t  o f  t h e  sequence ,

t h i s  comment by Cary a l s o  im pl ies  t h a t  h i s  c r e a t i v e  method begins  w i th

c h a r a c t e r .  E l sew here ,  Cary has remarked t h a t  he beg ins  w i th  a concep t ion

(o r  i n t u i t i o n )  of  a c h a r a c t e r ,  c r e a t e s  a scene i l l u s t r a t i n g  i t ,  and then

develops  a p l o t  and form t o  convey h i s  m e a n i n g . C a r y  has most s u c c i n c t l y

summarized t h i s  p ro c e s s  in "The Way a Novel Gets W r i t t e n " :

I begin . . .  no t w i th  an idea  f o r  a book, but w i th  a 
c h a r a c t e r  in a s i t u a t i o n .  Then i f  both seem t o  me use fu l  
and s i g n i f i c a n t ,  I w r i t e  a few pages  t o  show t h a t  c h a r a c t e r  
in t h a t  s i t u a t i o n .

Thus a f i n i s h e d  book of  mine s t a r t s  u s u a l l y  pe rhaps  
t e n  years  b e fo re  as a c h a r a c t e r  s k e t c h  and a b i t  o f  des
c r i p t i o n ;  i t  goes on t o  an i n c i d e n t  or  so ,  i t  g a th e r s  
s u b s i d i a r y  c h a r a c t e r s ,  and th e n  perhaps  I grow i n t e r e s t e d
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in i t ,  and s e t  out t o  g ive  i t  form as  a book. I s k e t c h  
a p l a n ;  I may w r i t e  t h e  end, t h e  m id d le ,  and the  b e g inn ing ,  
and ve ry  o f t e n  in t h i s  o r d e r .  That i s ,  I decide  how and 
where t h e  book s h a l l  end, which i s  j u s t  as  important t o  a 
book a s  a p la y ;  and then  I ask  mysel f  where a re  t h e  most 
d i f f i c u l t  t u r n s  in t h e  book. Then I may w r i t e  one of  
t h e s e  d i f f i c u l t  passages  t o  see  i f  i t  i s  v i a b l e .  And i f ,  
as o f t e n  happens,  i t  does not work,  I may s top  t h e r e .  But 
i f  i t  does work,  then  I may dev ise  a beginning  and f i n i s h  
th e  book.*?

T h i s  comment r e v e a l s  two q u i t e  s i g n i f i c a n t  a s p e c t s  of  Cary*s

c r e a t i v e  method. F i r s t ,  s i t u a t i o n s  a re  p r i m a r i l y  des igned  t o  reveal

c h a r a c t e r  and , through c h a r a c t e r ,  the  meaning or  theme of  t h e  work.

Elsewhere Cary has a m p l i f i e d  t h i s  p o i n t :

I t  i s  a very  common e x p e r i en c e  of the  w r i t e r  t o  d i s c o v e r  
t h a t  h i s  co n ten t  cannot  be given form in words.  He i s  
o b l ig ed  t o  s a c r i f i c e  something ,  he i s  ob l iged  almost always 
t o  s a c r i f i c e  immediacy; t h a t  i s  t o  s a y ,  a s t ro n g  and in te n s e  
e x p e r ien c e  r e q u i r e s  so  many words f o r  i t s  ex p re ss io n  t h a t  
i t  becomes d i l u t e .  In t h a t  c a s e ,  o f  c o u r s e ,  the  w r i t e r  must 
a t t em p t  t o  convey i t  in  a c t i o n  by in v e n t in g  a s i t u a t i o n ,  a 
scene  between c h a r a c t e r s ,  which wi l l  convey t o  t h e  r e a d e r  
t h e  f u l l  impact of h i s  i n t u i t i o n .

Thus, in C a r y ' s  f i c t i o n ,  p l o t  i s  s u b o r d in a t e  t o  c h a r a c t e r .  Indeed, Cary

has s a i d ,  "A p lo t  i s  t h e  l a s t  t h i n g  I t h i n k  about ,  and i t  i s  never  f ixed

un t i l  t h e  s t o r y  i s  f i n i s h e d .  I may make fundamental  changes  of p lo t  in

my l a s t  d r a f t . S e c o n d ,  i n c o n s t r u c t i n g  h i s  " p l a n , "  Cary c o n c e n t r a te s

upon impor tan t  " t u r n s . "  Th is  te rm im p l ie s  a s h i f t  in t h e  d i r e c t i o n  of

th e  a c t i o n .  S ince  Cary focuses  upon h i s  c h a r a c t e r s  so i n t e n t l y ,  the

" t u r n "  would most p robably  be th e  main c h a r a c t e r ' s  c h o ic e  o r  d e c i s io n

in a s i g n i f i c a n t  s i t u a t i o n .  Indeed, Cary d e sc r ib e s  such an in s tan ce  in

h i s  P r i s o n e r  of  Brace: N i n a ' s  d e c i s io n  t o  remain w i th  Nimmo i s  an

important de terminan t  in t h e  p l o t ; ^ ^  Cary has remarked t h a t  t h i s  was

th e  f i r s t  scene f i n i s h e d , t h e  scene which showed him t h a t  t h e  book could
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71be w r i t t e n .  I t  was im p or tan t ,  he has s a i d ,  because  i t  recorded  f o r  

him "an e x p e r i e n c e  fundamental  t o  t h e  book#s meaning ."  He has added, 

" I t  i s  i n t e r e s t i n g  t o  see  how o f t e n  n o v e l i s t s  do, e a r l y  in a book, give  

a scene which f i x e s  some fundamental p o in t  of e x p e r i e n c e . I n  b r i e f ,  

t h e n ,  Cary*s comments on h i s  c r e a t i v e  method show t h a t  he i s  p r i m a r i l y  

concerned w i th  r e v e a l i n g  th e  essence  of h i s  c h a r a c t e r s  in c r u c i a l  

s i t u a t i o n s .

From t h e s e  c h a r a c t e r s  and th e  c r u c i a l  s i t u a t i o n s  emerges th e  

meaning of  t h e  work,  and f o r  Cary t h e  meaning i s  always a m a t t e r  of 

m o r a l i t y ;

A n o v e l i s t  c r e a t e s  a world o f  a c t i o n  and t h e r e f o r e  he has 
t o  deal w i th  mot ive ,  w i th  m o r a l i t y .  All  nove ls  a r e  concerned 
from f i r s t  t o  l a s t  w i th  m o r a l i t y .

. . .  That  i s  t o  s a y ,  t h e  n o v e l i s t  a d d re sses  h i s  meaning 
f i n a l l y  t o  t h e  moral judgment.  His whole a p p a r a tu s  of 
c h a r a c t e r s ,  p l o t ,  and d e s c r i p t i o n  i s  designed t o  g ive  know
ledge of a w or ld ,  h i s  w or ld ,  in which men, as  he unders tands  
them, work out t h e i r  d e s t i n y  a s  moral b e i n g s . ? *

For  Cary,  o f  c o u r s e ,  m o r a l i t y  means not j u s t  t h e  s imple  p i e t i e s  o f  o r th o 

dox r e l i g i o n  but th e  way men l i v e  in accordance w i th  t h e i r  own n a t u r e — 

how they  "Work out t h e i r  d e s t i n y  as  moral b e i n g s . "

I f  one examines C a r y ' s  ep is tem ology ,  h i s  c e n t r a l  c o n f l i c t ,  and 

h i s  c r e a t i v e  method, t h e  c onc lus ion  seems c l e a r :  Cary c r e a t e s  n a r r a t i v e s

in which t h e  moral n a tu r e  of  t h e  c h a r a c t e r  and h i s  e f f o r t s  t o  f u l f i l l  

h i s  n a tu r e  c o n f l i c t  w i th  s o c i e t y ;  t h e  n a r r a t i v e ' s  s t r u c t u r e  i s  l i k e l y  

t o  be e p i s o d i c ,  w i th  s i t u a t i o n s  which revea l  c h a r a c t e r  and " t u r n s "  which 

demonst ra te  t h e  c h a r a c t e r ' s  e x e r c i s e  o f  d e c i s i o n ,  accord ing  t o  h i s  

e f f o r t s  t o  c r e a t e  h i s  own "World" and th u s  f u l f i l l  h i s  own n a t u r e .

A b r i e f  a n a l y s i s  of the  novels  in the  F i r s t  T r i logy
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revea l  such t o  be the c a s e .  The f i r s t  volume. H e r s e l f  S u r p r i s e d , 

p r e s e n t s  Sara  Monday's moral n a tu re  in c o n f l i c t  w i th  t h e  conven t iona l  

m o r a l i t y  of s o c i e t y .

This  n a r r a t i v e  i s  designed t o  revea l  th e  e ssence  of her 

c h a r a c t e r  as Sara  c r e a t e s  her pe rsona l  "world*' and f u l f i l l s  her n a tu re .  

In d i s c u s s i n g  S a ra ,  Cary has c a l l e d  h e r  a "nes t -m aker"  and has r e 

marked t h a t  " h e r  morals  / a r e /  the  e lem en ta ry  mora ls  of  a p r i m i t i v e  

woman, of n a t u r e  h e r s e l f ,  which do not c h a n g e . S a r a ' s  e f f o r t s  t o  

f u l f i l l  t h i s  moral n a tu r e  m ot iva te  h e r  a c t i o n s ,  but t h e y  a l s o  c o n f l i c t  

w i th  s o c i e t y ' s  conven t iona l  laws and m o r a l i t i e s .  From t h i s  d i s p a r i t y  

stems most of t h e  d ramat ic  t e n s io n  o f  the  nove l .

The scene  which both in t ro d u ces  the  e s s e n t i a l  Sara  and d e f in e s  

th e  c o n f l i c t  is  one which Sara remembers from her  honeymoon in P a r i s :

I remember th e  f i r s t  t ime I saw myself  in my t r u e  
body, i t  was on my honeymoon, in P a r i s ,  in a grand shop, 
th e  g randes t  I had ev e r  seen .  I t  had big  m i r r o r s  in the  
showroom, between th e  p i l l a r s ,  l i ke  g l a s s  doo rs ,  and I was 
walk ing t o  th e  s t a i r s  in my new ha t  a s  big as  an E a s t e r  
cake ,  and f e e l i n g  th e  swish of my new s i l k  p e t t i c o a t s  and 
t h e  squeeze of my new French s t a y s .  I seemed t o  be looking 
i n to  th e  next s a lo o n ,  and I t h o u g h t :  Look a t  t h a t  f a t ,
common t r o l l o p  of a g i r l  w ith  a snub nose and t h e  shiny 
cheeks ,  jumping out of he r  s k in  t o  be in a P a r i s  h a t .
Wouldn ' t  you bet she  was out from Dartmouth f a i r  l a s t  week?
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You can a lmos t smell  th e  c i d e r  on her  l i p s .  What a shame 
t o  expose h e r s e l f  l i k e  t h a t — and h e r  n a t i o n — t o  th e se  
f o r e i g n e r s .

But in th e  same f l a s h  I saw t h a t  i t  was me. I t  s topped  
me dead w i th  th e  blow. I knew I was not a beau ty ,  but t i l l  
t h a t  hour I had not seen  m yse l f  w i th  t h e  world*s  eye.  I had 
made a love of  my nose ,  snub and broad though i t  was, and 
my eyes which were no th in g  but brown. Are not any eyes 
wonderful  i f  you wi l l  look a t  them a lone  and fo rg e t  th e  r e s t ?
I had p r a i s e d  t h e  s h in in g  o f  my h a i r  and even th e  shape of  my 
big hands and every  b i t  o f  me a t  one t im e  o r  a n o th e r .  So I 
had made a b e l l e  of m yse l f  when I was n o th in g ,  as they  used 
t o  say a t  home, but maiden meat .  My husband Matthew saw me s top  
and s a i d ;  "What i s  i t ,  love ,  i s  i t  t h e  h a t ?  I thought  perhaps  
i t  was a b i t  b r ig h t  f o r  your complexion.

I was going t o  say ,  "Yes,  in d e e d , "  but in s t e a d  t h e  words 
popped o u t :  "No, i t * s  not t h e  h a t — i t * s  t h e  g l a s s .  I never
saw one so  b i g . "  So I kept t h e  h a t ,  and i f  people  looked a t  
me I t h o u g h t :  I f  I am a body then  i t  can* t  be he lped ,  f o r  I
can*t he lp  m y se l f .

So would I t h in k  in t h o s e  days ;  whenever I wanted t o  
p le a s e  m y s e l f ;  even a g a i n s t  my husband.  Yet I meant t o  be 
as good as  my vows and b e t t e r .  For  I cou ld  not but wonder 
t h a t  he ,  a gentleman and r i c h ,  had tak en  me, an o rd in a ry  
coun t ry  g i r l ,  n e i t h e r  p l a i n  no r  p r e t t y ,  w i th  none o f  t h e  
advan tages  he might have e x p ec ted .  (HS, 2 -3 )

From t h i s  scene  comes an i n i t i a l  u n de rs tand ing  o f  t h e  e s s e n t i a l  S a ra .  

She speaks in a s im p le ,  f a m i l i a r  s t y l e ,  s p r i n k l e d  w i th  c o u n t ry  c l i c h e s  

and homely images (a ha t  " a s  b ig  as  an E a s t e r  c a k e " ) .  She loves  sensua l 

p l e a s u r e s ,  such  as th e  swish of  s i l k  p e t t i c o a t s  and th e  squeeze  of new 

s t a y s .  She speaks  im puls ive ly  ( " th e  words popped ou t" )  and behaves 

i n s t i n c t i v e l y .  Although she i s  aware of  t h e  d i sc repancy  between her  

i n c l i n a t i o n s  and her i n t e n t i o n s ,  she  r a t i o n a l i z e s — a l b e i t  no t  i n t e l l e c t 

u a l l y — in o r d e r  t o  have h e r  own way: " . . .  I can*t he lp  m y s e l f . "  As

in troduced h e r e ,  S a ra  i s  a young woman o f  f l e s h  and i n s t i n c t ,  s u r p r i s e d  

by what she  i s  but not a l t o g e t h e r  d i s p l e a s e d  e i t h e r ,  ready t o  be as 

good as he r  vows and b e t t e r  but eager  t o  have h e r  own way, t o  make her 

" n e s t , "  t o  c r e a t e  he r  " w o r l d . "
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The scene  d e f in e s  t h e  th em a t ic  c o n f l i c t  as w e l l .  Obvious i s  th e  

c o n f l i c t  of s o c i a l  c l a s s e s  in h e re n t  in t h e  m arr iage  of  a r i c h  gentleman 

t o  *»an o rd in a r y  cou n t ry  g i r l . *  Even Sara  shows r e c o g n i t i o n  of  t h e  

d i s p a r i t y ,  bo th  in he r  s ta t em en t  of  wonder a t  t h e  m arr iage  and in  he r  

glimpse in t h e  m i r r o r  o f  a * f a t ,  common t r o l l o p  o f  a g i r l "  who shamefully  

exposes h e r s e l f — "and he r  n a t i o n " — befo re  f o r e i g n e r s .  Less obvious is  

t h e  primary c o n f l i c t .  Even a f t e r  Sara  recogn ize s  t h e  " f a t ,  common 

t r o l l o p "  as  h e r s e l f ,  she s t i l l  behaves accord ing  t o  h e r  n a t u r e :  she

keeps th e  ha t  and d e f e n s iv e ly  r a t i o n a l i z e s  he r  beh av io r .  Though she 

wishes t o  keep he r  m arr iage  vows, th u s  does she behave whenever she 

wishes  t o  p l e a s e  h e r s e l f ,  "even a g a i n s t  / h e ^  husband ."  Here appears  

t h e  major  c o n f l i c t  between, on th e  one hand, t h e  implied norms of  

s o c i a l l y  acc e p ted  behav io r  and m o r a l i t y  and, on t h e  o t h e r ,  Sa ra*s  

i n s t i n c t i v e  w i l l f u l n e s s  toward g a in in g  he r  own ends and th u s  c r e a t i n g  

h e r  own " w o r l d , "  he r  " n e s t . "

A f t e r  t h i s  i n t r o d u c t i o n  and d e f i n i t i o n  scene ,  th e  novel t r a c e s  

S a r a ' s  s u c c e s s ,  in regard  t o  h e r  own moral n a t u r e ,  and he r  d e c l i n e ,  in 

terms of  s o c i e t y ' s  moral norms. S t r u c t u r a l l y  t h e  n a r r a t i v e  d i v i d e s  

i n to  t h r e e  major  p a r t s ,  each being S a r a ' s  r e l a t i o n s h i p  w i th  a man— her  

marr iage  t o  Matthew, he r  " m a r r i a g e "  t o  G ul ley ,  and he r  "a r rangem ent"  

w i th  W ilcher .  Each r e l a t i o n s h i p  f u r t h e r  d e f in e s  t h e  e s s e n t i a l  Sa ra  and, 

as she adheres  t o  he r  own moral r e a l ,  moves h e r  f u r t h e r  and f u r t h e r  

beyond t h e  bounds of  conven t iona l  m o r a l i t y .  Sa ra  becomes involved  in 

each s i t u a t i o n  by a c h a r a c t e r i s t i c a l l y  impuls ive and i n s t i n c t i v e  

d e c i s i o n ;  h e r  c h a r a c t e r i s t i c  beh av io r  com pl ica te s  and t e r m i n a t e s  each 

s i t u a t i o n .
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The c o m p l i c a t i o n , o r  r i s i n g  a c t i o n ,  of  t h e  novel i s  S a r a ' s

m ar r iage  t o  Matthew. S a ra  begins  t h i s  r e l a t i o n s h i p  when she im puls ive ly

a c c e p t s  h i s  p r o p o s a l :

He kept ask ing  roe every  day; and one day, when he asked roe 
i f  I could  not l i ke  him enough, though I meant t o  say  no, 
ye t  t h e  words caroe out of  roy mouth t h a t  I would t r y .

I d o n ' t  know what was in roy mind, f o r  though in our 
p a r t s  g i r l s  di d sometimes t r y  a m a rr iage  w i th  a man and 
marry him a f t e r ,  I c a n ' t  have thou g h t  t h a t .  I w o u ld n ' t  
have thought i t  w i th  my r e l i g i o n ,  and I know, t o o ,  t h a t  
Mr. Matt wanted a m arr iage  a t  once .

All  t h a t  evening I was s u r p r i s e d  a t  m y se l f .  (10)

She thus  suddenly  f i n d s  h e r s e l f  e l e v a t e d  from a s e r v a n t  t o  t h e  m i s t r e s s  

of  t h e  household :  " I n  one week from t h a t  i dl e  word my whole s t a t e  was

changed as  much as  i f  I had been made over  in to  a n o th e r  woman” (1 0 ) .  

S h o r t l y  a f t e r  he r  m a r r i a g e ,  a v i s i t  from Rozzie endangers  he r  new 

s t a t u s ,  f o r  R o z z i e ' s  t a c t l e s s  c h a t t e r  and gaudy c l o t h i n g  ou t rage  Grad

ua l  I ' s  c l a s s  c o n s c io u s n e s s .  When Sa ra  d re s se s  as Rozzie  does,  she 

defends  her  w i l l f u l n e s s :

Poor Matt d id  once t r y  t o  make me wear something more 
l a d y l i k e ,  but I p re ten d ed  t h a t  I d id  not know what he 
meant .  " I  l i ke  a l i t t l e  c o l o r , "  I s a i d .  But I knew q u i t e  
wel l  t h a t  I was making an e x h i b i t i o n  of mysel f  and t h a t  
everyone was s a y i n g :  "There goes t h e  g i r l  poor  Monday
m arr ied— she  was a cook and d o e s n ' t  she look l i k e  i t ! "  (15)

As t h e  y ea r s  p a s s ,  Sa ra  grows involved wi t h  he r  home, he r  fou r  c h i l d r e n ,  

and h e r  e f f o r t s  t o  b r in g  Matthew out i n t o  p u b l ic  prominence.  She c a p t i 

v a t e s  Hickson and pe rsu ad es  him t o  h e lp  h e r ,  even though he t a k e s  

l i b e r t i e s  w i th  h e r :

I may rep roach  mysel f  f o r  be ing  too  f r e e  w i th  Mr.
Hickson,  ove r  so many y e a r s ;  a l lo w in g  him so much t h a t  
I c a n ' t  b e l i e v e  t h e  eyes o f  my memory, or  i t s  f e e l i n g s ;  
ye t  he d id  me g r e a t  s e r v i c e s ,  and was a good c l o s e  
f r i e n d .  (38)
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When Hickson persuades  th e  Mondays t o  accommodate Gulley  J imson, Sara

immediately l i k e s  t h e  shabby a r t i s t :  "I  th o u g h t :  You*re not one t o

c a r e  what t h e  wor ld  t h i n k s ,  and so  I warmed to  him a t  f i rst** (4 3 ) .

Even though th e y  q u a r re l  over  t h e  g ro te sq u e  p o r t r a i t  of Matthew, Sara

c o n t in u e s  t o  v i s i t  t h e  Jimsons a t  t h e  in n .  Though s u r p r i s e d  a t  h e r s e l f ,

she even s i t s  f o r  Gulley semi-nude:

I cou ld  not b e l i e v e  i t  was m y s e l f ,  s i t t i n g  t h e r e ,  h a l f  naked, 
but t h e r e  was my d e a r  Nina in  t h e  room, as calm as  you p l e a s e ,  
sewing a s h i f t ;  and Jimson p a i n t i n g  and humming and looking 
a t  me as  c o l d l y  as i f  I had been a s t a t u e .

I t  seemed t o  me then  t h a t  I had been a fool  t o  be so 
prim b e fo re  and ye t  I wondered a t  m y se l f .  I cou ld  not t e l l  
whether  I had done a r e l i g i o u s  t h i n g  o r  a bad one.  When I
went home a g a in ,  I was in wonder and dismay a l l  th e  ev en in g .
I th o u g h t :  What wi l l  I do n e x t ? —t h e r e  seems t o  be no th in g  I 
w o u ld n ' t  do.  (67)

When Matthew d i s c o v e r s  he r  v i s i t s ,  he f u r i o u s l y  accuses  h e r  o f  a d u l t e r y  

wi t h  Hickson, Jimson, and o t h e r s .  Al though h i s  charge  i s  not t r u e ,

Sa ra  see s  h e r s e l f  w i th  **the w o r l d ' s  eye** and says  o n ly ,  **l c a n ' t  t r u s t  

m y se l f .  I never  meant t o  dece ive  you.** To p l a c a t e  him, she  even 

co n fe s s e s  t o  h i s  a c c u s a t io n s  (7 4 ) .  Though Matthew e v e n t u a l l y  f o r g iv e s  

h e r ,  he r e t i r e s  from b u s in ess  and withdraws in to  h i m s e l f .  Thus,  S a r a ' s  

impuls ive  b ehav io r  r u i n s  he r  m a r r i a g e ,  as  she r e c o g n iz e s :  **Now I know 

t h a t  i t  was a bad kind of peace and t h a t  i t  brought our d o w n fa l l .  Not

a g re a t  scanda l  or  t h e  lo s s  of my home and Matt ,  as  I had f e a r e d ,  but

th e  ru in  of t h e  whole . . .  ** ( 7 4 ) .

The f i r s t  c r i s i s  i s  S a r a ' s  r e l a t i o n s h i p  w i th  G u l le y .  Even 

b e fo re  Matthew's  d e a th ,  Gulley r e t u r n s  t o  B r a d n a l l .  S a ra  en joys  h i s  

good s p i r i t s  and o f t e n  e n t e r t a i n s  him in t h e  k i t c h e n ,  even though her  

d au g h te r s  t e l l  he r  i t  i s  making a s c a n d a l .  When Matthew does d i e .
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Gulley i n s i s t s  t h a t  she marry him. Though Sa ra  does not wish t o  

encourage him, h e r  nest -making  i n s t i n c t  emerges:

His c o a t  s l e e v e  was r ip p e d  a t  t h e  s h o u l d e r ,  and I saw 
t h a t  i t  would be out tomorrow. But I wasn*t going t o  say a 
word about i t ,  f o r  I d i d n ' t  want t o  show my i n t e r e s t  in him, 
now t h a t  Matt was dead and I was a r e a l  widow, without 
n a tu r a l  p r o t e c t i o n .

Ta lk  away, I t h o u g h t ,  but I won ' t  ask  you t o  t e a .  I ' l l  
give you no encouragement.  But he went on t a l k i n g  about h i s  
g re a t  chance and t h e  ho le  in h i s  c o a t  kept c a t c h i n g  my eye 
u n t i l  I s a i d  t o  him as  c o l d l y  as  a s t r a n g e r :  "Excuse me,
but your c o a t  seam i s  r i p p e d . "

"Oh, y e s , "  he s a i d ,  " i t ' s  been l i ke  t h a t  a long t i m e , "  
and he s t a r t e d  aga in  on h i s  wal l  and h i s  t r a v e l s .  So I s a i d  
t o  m y se l f ,  i f  you wi l l  r u i n  a good c o a t ,  you w i l l ,  and 
no th ing  can s t o p  you. Wives o r  c o a t s ,  y o u ' r e  a born w a s t e r .
But th e  c o a t  kept on nagging a t  me. I t  was opening i t s  
mouth l i ke  a baby c ry in g  t o  be taken  up and a t  l a s t  I could  
not bear  i t ,  and I s a i d :  "Mr. J imson, f o r  poor  N in a ' s  s ak e ,  
l e t  me sew up your c o a t . "  (91)

A f t e r  he r  p la n s  t o  s e t  up a board ing-house  w i th  Rozzie  f a i l ,  S a ra  i s

extremely unhappy. When Gulley  badgers  he r  t o  marry him, S a r a ,  r a t h e r

t o  he r  own s u r p r i s e ,  a c c e p t s :  "At t h e  end of  a week we were engaged.

And yet I cou ld  not say I wanted i t ,  but t h a t  i t  had come upon me" (107)

A few days l a t e r  on t h e  beach, Sa ra  y i e l d s  t o  G u l l e y ' s  impassioned

advances :

I love t h e  h e a t  and ly ing  in t h e  sun and I know i t  makes 
me lazy and c a r e l e s s  so  I d o n ' t  c a r e  what happens .  So t h a t  
my mind was laughing a t  l i t t l e  Jimson when he held  my hand 
and t o l d  me he could  make me so r i c h  and g iv e  me f u r s  and 
jew els ;  y e t  my f l e s h  d e l i g h t e d  in h i s  k in d ly  t h o u g h t s .  So 
i t  grew s l e e p y  and I f o r g o t  m yse l f  and he had h i s  way, ye t  not 
in luxury ,  but k in d n ess ,  and God f o r g iv e  me, i t  was only when 
I came t o  m y s e l f ,  c o o l in g  in  t h e  shadow, t h a t  I asked what 
I had done.  (109-110)

T h e r e a f t e r ,  h e r  r e s i s t a n c e  com ple te ly  crumbles:

But though I Jumped out o f  t h e  bed t h e  nex t  n ig h t  when 
he came in t o  me, I thought  i t  was not worth  whi l e  t o  keep 
what l i t t l e  decency was l e f t  me, and t o  deny him What he 
thought so much o f .  So I got back aga in  t o  him, as  sad  and 
mi ld as  any poor g i r l  t h a t  has  no r i g h t  t o  h e r  own f l e s h  and
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l e t  him do as  he p l e a s e d .
So i t  was every  n i g h t .  I even made i t  seem welcome 

t o  p le a s e  t h e  man, fo r  I th o u g h t ,  i f  I must give him h i s  
p l e a s u r e ,  i t  was w as te  not t o  g ive  him a l l  t h a t  I c o u ld .
( 110)

When Gulley c o n f e s s e s  t h a t  he a l r e a d y  has a w i fe ,  Sa ra  a t  f i r s t  i s  angry ,

but e v e n tu a l ly  she ag a in  g ives  in ;  **l was dog t i r e d  and s a id  a t  l a s t

I d id  not c a r e  what happened. So we went up t o  bed as man and wi f e

. . . "  (114) .  On t h e i r  "honeymoon," S a ra  enjoys  h e r s e l f  enormously:

" I  caught m yse l f  laughing  and t h i n k i n g :  W el l ,  whatever  i s  coming t o

me of  t r o u b l e ,  I am t h e  l u c k ie s t  woman t o  have such g a i e t i e s  and a new

loving  husband, a t  my age"  (118) .  A f t e r  they  s e t t l e  a t  Miss S l a u g h t e r ' s

in Ancombe, Sa ra  beg ins  t o  "encourage"  Gulley toward s u c c e s s :  she

speaks  t o  Hickson about an e x h i b i t i o n  and o b ta in s  a p o r t r a i t  commission

f o r  G u l ley .  F u r io u s  a t  her nagging, Gul l ey h i t s  her on t h e  nose ,  and

S ara  packs and l e a v e s .  However, she f e e l s  wre tched:

I woke up so  m i s e ra b l e  t h a t  though t h e  day was b e a u t i f u l  and 
t h e  ho te l  b e t t e r  th a n  most,  I cou ld  ha rd ly  even b r in g  up a 
sm i le  f o r  t h e  g i r l  t h a t  brought  my t e a  and I a t e  n o th in g  f o r  
b r e a k f a s t .  I d o n ' t  know how i t  was,  but I f e l t  as  i f  I had 
no b u s in es s  t o  be t h e r e  a lone  in Queenspor t .  (135)

Consequent ly ,  when Miss S l a u g h t e r  comes f o r  he r ,  Sa ra  r e t u r n s :

I am not a c r y in g  woman, but a l l  t h e  way back in th e  bus I 
was f lo o d in g  wi t h  t e a r s .  They d id  not come out o f  my eyes ,  
but my whole blood was swimming w i th  t h e i r  b i t t e r n e s s  and my 
h e a r t  was drowned under t h e i r  s a l t .  For  I f e l t  t h a t  I was 
leav ing  behind  me t h e  l a s t  of my youth and a l l  good hopes 
be fo re  I needed .  I was w as t ing  my poor s e l f ,  so h e a l t h y  and 
s t r o n g  and f u l l  o f  l i f e ,  so  ready t o  enjoy t h a t  my whole 
f l e s h  would o f t e n  seem w a i t in g  t o  laugh a t  no th ing  a t  a l l  . . .  .

So I s a t  f e e l i n g  l i ke  a m a r ty r  going t o  th e  t o r t u r e r s  
and slow hard  d e a t h ,  and a l l  f o r  w ha t?  There was no th ing  
r e l i g i o u s  no r  any sense  in i t .  God knows, I th o u g h t ,  y o u ' r e  
a f l o a t i n g  k ind  o f  woman; th e  t i d e  t a k e s  you up and down 
l i ke  an ol d  c an .  (138-139)

Though she and G ul ley  a r e  soon r e c o n c i l e d ,  Sara r e a l i z e s  what h e r
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r e t u r n  e n t a i l s :

Though a l l  seemed peace and c o m fo r t ,  and I found mysel f  
s in g in g  ove r  my p o t s ,  d e l i g h t e d  every  day t o  be back in 
my own home, I knew very  wel l  t h a t  I had given m yse l f  up 
t o  a bad, uneasy l i f e .  . . .

A bea ten  woman t h a t  goes back t o  be beaten  aga in  can 
never  know t h e  same happiness  o r  ho ld  up t h e  head of  he r  
s o u l .  She f e e l s  a d i s g u s t  a t  h e r s e l f  t h a t  works i n t o  h e r  
f l e s h .  I was a worse woman f o r  going back t o  G u l ley .  But 
who knows? i f  I had gone t o  Rozzie  I might have tak en  to  
he r  way o f  l i f e  and t h i n k i n g ,  which would have des t ro y ed  
me a l t o g e t h e r .  F o r  I was not made of  t h a t  b a t t e r i n g  s t u f f .
I never  had Rozzie*s  a r t - n o t  t o  c a r e  f o r  any th ing  and t o  
keep m yse l f  going on, l i ke  a h o r s e ,  w i thou t  any k ind  of  
happ iness  o r  hope o r  p ro p e r  o b j e c t  in l i f e .  (142)

Severa l  y ea r s  pass  a s  Gulley  works on h i s  m ura l ;  a f t e r  i t  i s  f i n i s h e d ,

th e  v i l l a g e r s  damage i t .  When Sa ra  demands t h a t  Gulley r e p a i r  i t ,

he grows f u r i o u s :

I s a i d  I was not going t o  l e t  us be ru ined  and w asted ,  
a l l  f o r  want of a l i t t l e  s p i r i t .

So th e n  he t u rn e d  savage  and t o l d  me t h a t  i f  I s a id  
a n o th e r  word,  he would h i t  me. And I da resay  I s a i d  th e  
word,  f o r  he gave me t h e  wors t  b e a t in g  o f  a l l .  (161)

Gulley  then  packs h i s  p a i n t  box and leaves  S a r a .  Here a g a in ,  Sa ra*s  

i n s t i n c t i v e  d e s i r e  t o  have a man and t o  c r e a t e  a home— t o  f u l f i l l  he r  

n a tu r e  as  "nest-maker**— both invo lves  he r  in a r e l a t i o n s h i p  and u l t i 

mate ly  t e r m i n a t e s  i t .  Moreover, in te rms  o f  t h e  b a s ic  c o n f l i c t ,  S a r a ' s  

impuls ive  beh av io r  leads  he r  from a r e s p e c t a b l e  widowhood i n to  a q u a s i -  

"marriage” w i th  Gul ley :  she  c r e a t e s  h e r  world d e s p i t e  t h e  moral s t r i c 

t u r e s  of s o c i e t y .

The r e v e r s a l  o f  t h i s  c r i s i s  i s  S a r a ' s  r e t u r n  t o  a s im p le ,  o rdered  

e x i s t e n c e .  A f t e r  Gul ley  le av es ,  S a ra  i s  a r r e s t e d  f o r  w r i t i n g  bad checks ,  

and t h e  f a c t  o f  he r  not having  been m arr ied  t o  Gulley  becomes g e n e r a l ly  

known. S a ra  i s  made t o  f e e l  he r  removal from r e s p e c t a b i l i t y  when she
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a p p l i e s  f o r  a j o b ,  f o r  th e  r e g i s t r y  woman w i l l  o f f e r  he r  only  Tolbrook, 

a p la ce  o f  bad r e p u t a t i o n :

She shook he r  head aga in  and s a id  t h a t  i t  was not r e a l l y  
on h e r  books,  fo r  she  could  n o t  recommend I t  t o  any r e s p e c t a b l e  
g i r l .  But perhaps  i t  was a l l  I could  g e t .  When I heard  t h i s  
I f e l t  m yse l f  t u r n  over w i t h i n .  I t  was t h e  f i r s t  t ime I was 
made t o  f e e l  l i k e  a c r i m i n a l ,  no t  j u s t  t o  th e  p o l i c e ,  but t o  
t h e  wor ld ,  and t o  know what i t  Is  not t o  have a c h a r a c t e r .  (166)

S a ra  accep ts  t h e  job and a t  f i r s t  f e e l s  wre tched a t  Tolbrook:  "I  w i l l

admit  t h a t  when I s tood  in my ba th  and looked down upon m yse l f  I have

c r i e d  t o  t h i n k  t h a t  I was done f o r ,  and thrown away upon a l i v i n g  tomb,

p i t y i n g  my f l e s h  as  well  as my s k i l l "  (169) .  But as  she b u s ie s  h e r s e l f

cooking and c l e a n i n g  and c a r i n g  f o r  t h e  old  p l a c e ,  she  soon comes t o

love i t ;

I t  seemed t o  me t h a t  i t  was P rov idence  Himself  t h a t  had taken  
me by t h e  hand and led me back t o  t h e  k i t c h e n .  F o r  where 
could a woman f in d  a b e t t e r  l i f e .  . . .

Then i t  came back t o  me about  what poor  Jimson had s a i d  
about my t r u e  home being in a  k i t c h e n  and t h a t  I was a born
s e r v a n t  in my s o u l ,  and my h e a r t  gave a t u r n o v e r  and I f e l t
t h e  t r u e  joy of  my l i f e  as c l e a r  and s t r o n g  as i f  t h e  b ig  
round c lo c k  over  t h e  chimney mouth was t i c k i n g  in s id e  me.
So here  I am, I th o u g h t ,  m i s t r e s s  of  my own wor ld  in my own 
k i t c h e n ,  and I looked a t  t h e  s h i n i n g  s t e e l  o f  t h e  range  and 
th e  ch in a  on t h e  d r e s s e r  g l i t t e r i n g  l i k e  j e w e l s ,  and t h e  d i s h  
c o v e r s ,  hanging in t h e i r  row from t h e  b ig  ven ison  one on t h e  
l e f t  t o  t h e  l i t t l e  chop one on t h e  r i g h t ,  as  b e a u t i f u l  a s  a row 
of  c a l e n d a r  moons, and t h e  k i t c h e n  t a b l e  scrubbed as w h i te  as 
beef  f a t  and t h e  copper on t h e  da rk  wall  th rowing  out a glow 
t o  warm t h e  h e a r t ,  and t h e  b lu e  d e l f  bowls l i k e  po ts  o f  
p re c io u s  balm.

And then  beyond where t h e  l a r d e r  door s to o d  a j a r  you 
could  see  b o t t l e s  o f  o i l  and r e l i s h  and anchovies  and p i c k l e s  
and undernea th  t h e  l i d  of t h e  b ig  f l o u r  b in  as  w h i te  as i t s  
own love ly  f l o u r ;  I c a l l  i t  a t r e a t  f o r  queens t o  s i n k  your 
hands in new wheaten f l o u r .  And next t h e  l a r g e r ,  t h e  dark  
s c u l l e r y  door  w i th  j u s t  a wink w i th in  t h e  b r a s s  t a p s  t o  s a y :
"Your s e r v a n t s ,  madam," and a slow d r i p  from th e  one o r  o t h e r  
t o  t e l l  me: "We a re  ready t h i s  minute and never  w i l l  f a i l , "
and next t h e  s c u l l e r y ,  t h e  k i t c h e n  p a n t r y .  I could  no t  see  
i t s  g l a s s - f r o n t e d  cupboards a s  f i n e  as t h e  B r i t i s h  Museum, o r  
i t s  ch ina  and g l a s s  in t h i c k  heaps l ik e  t h e  t r e a s u r e s  o f  A ladd in .
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I cou ld  not s ee  them, but I f e l t  them l i k e  kingdoms in  my 
c h a r g e .  And, indeed ,  I f e l t  b i t s  o f  m yse l f  runn ing  out 
from t h e  grand k i t c h e n  in to  p an t ry  and s c u l l e r y  and l a r d e r  
and beyond i n t o  t h e  passage  and t h e  s t i l l r o o m  and even t o  the  
wood c e l l a r  and th e  boot ho le  as i f  I was r e a l l y  a k ing  or 
queen whose f l e s h  i s  brought up t o  be t h e  f a t h e r  of  a l l  h i s  
c o u n t r i e s ,  and not t o  f o r g e t  t h e  l i t t l e  bye- lands  even when 
they  a r e  on t h e  da rk  s i d e  of t h e  s u n .  You would say I was 
p u t t i n g  out buds l i k e  a s h a l l o t  w i th  my big  k i t c h e n  h e a r t  in 
th e  middle and my l i t t l e  h e a r t s  a l l  around in t h e  empire  of 
th o se  good f a i t h f u l  o f f i c e s ,  a l l  f i t t e d  up as  they  were ,  
even th e  cupboards ,  in t h e  best  o f  c o u n t ry  m a t e r i a l s .  . . .

.  .  . W e l l ,  I t h o u g h t ,  i f  you t i e d  a knot o f  a l l  t h e  
roads  and r a i lw a y s  and p ip e s  and w i r e s  in t h e  world  i t  
would come t o  a k i t c h e n  in t h e  midd le  o f  i t .  .  .  .

So I looked around me t h a t  n i g h t  and many more a f t e r 
ward in th e  Tolbrook  k i t c h e n ,  and p rayed :  "Let me only
l iv e  cook in t h i s  d e a r  p la ce  and not d i e  to o  o ld  f o r  t h e  
work,  and 1*11 n e v e r  want a n o th e r  h e av e n ."  (182-184)

Thus,  as  Sara  im a g in a t iv e ly  c o n s t r u c t s  t h e  po ts  and pans ,  t h e  l a r d e r

and th e  s c u l l e r y ,  i n t o  h e r  own kingdom, she  becomes m i s t r e s s  o f  he r  own

world and again  f i n d s  peace  and s e r e n i t y  o f  mind.

The second c r i s i s  i s  S a r a ' s  " a r rangem en t"  w i th  W i l c h e r .  Though 

Sa ra  d i s l i k e s  Wi I c h e r ' s  d rea ry  London townhouse,  she  a g re e s  t o  serve  

t h e r e  as  both cook and housekeeper .  However, she soon comes t o  love 

t h i s  house,  t o o ,  and i s  c o n ten ted  w i th  h e r  work.  When G ul ley  un ex p ec ted ly  

shows up, Sara  r e l u c t a n t l y  ag rees  t o  r e t u r n  t o  him, even though she 

knows i t  w i l l  p robably  mean her  dea th  (2 0 6 ) .  But they  q u a r r e l  and 

Gulley b ea t s  h e r .  When Wi Icher  r e t u r n s ,  Gulley  l e a v e s .  One evening 

s e v e r a l  yea r s  l a t e r ,  Wi Iche r  asks S a ra  i f  she  w i l l  "add t o  h i s  c o m f o r t . "  

Thinking t h a t  he means m a r r ia g e ,  she a c c e p t s .  When she  d i s c o v e r s  t h a t  

he wants  her t o  become h i s  m i s t r e s s ,  she  i s  confused :

I have t o  c o n f e s s  t h a t  I was q u i t e  confused between my 
consc ience  and my d u t i e s .  . . .  Yet a l l  t h e  t im e ,  I knew I 
would give way. F o r  I l iked  my happ iness  in Craven Gardens 
and my comforts  and my peace and my d e a r  Mr. W. h im s e l f  f a r  
to o  well  t o  do a n y th in g  t o  lose  them, o r  do them any i n j u r y .
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So t h a t  (1*11 c o n fe s s )  more than  h a l f  my g r i e f  was s imply 
th e  p e r p l e x i t y  how t o  t e l l  him t h a t  I would do what he 
l ik e d ,  w i th o u t  making m yse l f  ashamed, and w i thou t  g iv ing  
him any o f f e n s e .  (214)

She does a ccep t  Wi lcher»s  "ar rangem ent"  and t h e r e a f t e r  l i v e s  com fo r tab ly ;

Now a l though  in t h e  next y ea r s  I o f t e n  s u f f e r e d  in 
c o n s c ie n c e ,  and wondered a t  m y se l f ,  w h i le  I walked in t h e  
gardens  and th o u g h t :  How i s  i t  t h a t  I can go about l i k e  
t h i s ,  l i k e  an o rd in a ry  pe r so n ,  and not be found o u t ,  o r  
s i n k  i n t o  t h e  ground w i th  shame? Yet t h e  t r u t h  was t h a t  
I was very  happy. (215)

Thus S a r a ' s  i n s t i n c t i v e  re sponse— based upon h e r  love of ease  and an

ordered hom el i fe—moves he r  s t i l l  f a r t h e r  away from co nven t iona l

" r e s p c c t a b i I i t y . "

As t ime  p a s s e s ,  Sa ra  becomes i n t i m a t e l y  involved i n W i l c h e r ' s  

family a f f a i r s ,  a l though  Blanche warns h e r  a g a i n s t  i n t e r f e r i n g .  At the

same t im e ,  Sa ra  begins  t o  c h ea t  on t h e  household expenses :

As f o r  my r o b b e r i e s ,  t h a t  was a n o th e r  t h i n g  and I s t i l l  
wonder a t  m y se l f .  For  a t  t h i s  ve ry  t im e ,  when I was h e lp in g  
Mr. W. t o  economize,  and c u t t i n g  down even h i s  own d i n n e r s ,
I was s t i l l  c h e a t in g  him. How I came in to  t h i s  double  way
of  l i f e ,  I cannot t e l l ,  except  t h a t  I got used t o  my p i c k i n g s ;  
and t h a t  I was bound t o  send something t o  Gul ley .  . . .  (225)

When W ilcher  i s  a r r e s t e d  f o r  exposing  h im se l f  in th e  p a rk ,  S a ra  i s  p leased

t o  comfort  him: "I  was g lad  only t h a t ,  a t  t h e  t ime of h i s  many t r o u b l e s ,

he took t o  s t a y i n g  t h e  whole n ig h t  and keeping warm. 1*11 own i t  a t

once, I l ik e d  th e  f e e l  of  a husband aga in  . . . "  (238) .  When W i ic h e r ,

c lo se  t o  a nervous breakdown, begs Sara  t o  marry him, she  a g re e s  in

order  t o  q u ie te n  him. Blanche pe rsuades  W i lch e r  t o  f i r e  S a r a ;  but when

h i s  house burns down, W ilcher  f in d s  S a ra ,  p o s t s  t h e i r  banns,  and i n s t a l l s

her in a new c o t t a g e .  A few years  e a r l i e r ,  Sa ra  had met G ul ley  again

a t  R o z z i e ' s  f u n e r a l .  T h e r e a f t e r  she  had o f t e n  v i s i t e d  him and h i s  new
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"wifqP had p a id  t h e i r  r e n t  and bought G u l ley*s  s u p p l i e s ,  and having

become a t t a c h e d  t o  h i s  young son ,  had pa id  f o r  h i s  s c h o o l i n g .  She had

th orough ly  en joyed  h e r  v i s i t s :

I looked forward a l l  t h e  week t o  my Wednesdays, and . . .
I would a lways manage an a f t e r n o o n  or  evening  on some 
o th e r  day,  i f  i t  was only because  they  cou ld  not do w i th 
out me, poor t h i n g s ,  and L i z z i e  would keep a l l  he r  washing 
and hold  h e r  mending t i l l  I came. (267)

Yet she had a l s o  va lued  W ilcher  and her  new c o t t a g e :

Fond as  I was o f  Gulley .  .  .  and P r e t t y  L i z z i e  .  .  .
and Tommie . .  .  ,  ye t  I knew Mr. W. was worth  t h r e e
G u l l e y s , . a  b e t t e r  and a d eep e r  man, and a more t r i e d .
I knew m yse l f  honored by him and I meant t o  make him 
a good w i f e .  And though I loved my r i v e r  dawdlings and 
my c h i t c h a t  in th e  shed , I had grown fond of  Ranns Park 
to o ,  a s  any young b r i d e - t o - b e .  (268)

Thus Sara  f i n d s  h e r s e l f — the  m i s t r e s s  of one man and th e  ex-**wife" of

ano ther— managing th e  households  o f  both :  she  has found ample scope

f o r  her nes t -m ak ing  i n s t i n c t ,  even though both  r e l a t i o n s h i p s  a re  beyond

t h e  pa le  of  co nven t iona l  m o r a l i t y .  But he r  expenses a t  both households

being heavy,  she  s e l l s  some o f  W ilcher*s  p r o p e r ty  t o  an a n t iq u e  d e a l e r .

From t h i s  c h a r a c t e r i s t i c  a c t i o n  stems t h e  r e s o l u t i o n  of  t h e  major

c o n f l i c t .  Blanche and a d e t e c t i v e  s ea rch  S a r a ’s t ru n k  and f i n d  v a r io u s

t r i n k e t s ,  r e c e i p t s ,  and her  s av in g s  book. In s tead  of  p r o t e s t i n g  or

defending  h e r s e l f ,  however, S a ra  merely begins  t o  p rep a re  d i n n e r ,  f o r

she r e a l i z e s  h e r  g u i l t ;

I knew I was a g u i l t y  woman. I f e l t  l i k e  th e  ghost of  m y se l f ,  
j u s t  f l o a t i n g  a long in t h e  d r a f t  from t h e  s to v e  t o  t h e  s i n k  
and back a g a i n ,  f was not even a f r a i d  o r  unhappy. I was only 
s u r p r i s e d  a t  myself  and my d e v a s t a t i o n .  (272)

Sa ra  i s  a r r e s t e d .  During he r  t r i a l ,  th e  f a c t  of  her having once passed

bad checks and t h e  n a tu re  of  h e r  r e l a t i o n s h i p  w i th  W ilcher  and Gulley
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emerge,  and S a ra  i s  s en tenced  t o  e ig h t e e n  months in j a i l .  Tnus the  

c e n t r a l  c o n f l i c t  between S a r a ' s  moral r e a l  and s o c i e t y ' s  moral v a lu es  

i s  r e s o l v e d :  Sa ra  c o n s i s t e n t l y  a t t e m p ts  t o  c r e a t e  h e r  own world and 

f u l f i l l  he r  own n a tu r e  a s  " n e s t -m ak e r" ;  she th us  l i v e s  in accordance  

w i th  h e r  own moral r e a l ,  but in i n c r e a s i n g  oppo s i t io n  t o  s o c i e t y ' s  

co nven t iona l  m o r a l i t y .  U l t im a te ly  t h i s  d i s p a r i t y  b r i n g s  about he r  f a l l ,  

and t h e  f o r c e s  of  s o c i a l  r e s p e c t a b i l i t y  t r iumph.

The denouement o f  th e  volume i s  S a r a ' s  new s t a t u s .  P u b l i c i z e d  

as a f l a g r a n t  s i n n e r  and imprisoned as  a f e lo n ,  Sara  now p r o f e s s e s  a 

moral r e h a b i l i t a t i o n .  She says  t h a t  she  now knows h e r s e l f ,  and she w r i t e s  

he r  c o n fe s s io n  so t h a t  "some who read / T ^  may ta k e  warn ing and ask 

them selves  be fore  i t  i s  t o o  l a t e  what they  r e a l l y  a r e  and why they  be

have as  th e y  do"  ( 2 ) .  But she a l s o  w r i t e s  h e r  c o n f e s s io n  f o r  a hundred 

pounds so t h a t  she can pay G u l l e y ' s  r e n t  and Tommy's school f e e s .  And 

h e r  c l o s i n g  words look forward t o  h e r  f u t u r e  and a n o th e r  n e s t :

A good cook w i l l  always f in d  work, even without a c h a r a c t e r ,  
and can g e t  a new c h a r a c t e r  in tw e lve  months,  and b e t t e r  
h e r s e l f ,  which,  God h e lp ing  me, I s h a l l  do, and keep a more
watchfu l  eye ,  next t im e ,  on my f l e s h ,  now I know i t  b e t t e r .
(274-275J

Thus S a ra  remains t h e  e s s e n t i a l  S a r a .

Viewed in b r i e f ,  S a r a ' s  c h a r a c t e r  i s  c o n s i s t e n t :  she always

a t t e m p ts  t o  f u l f i l l  h e r  n a t u r e .  As he r  o p p o r t u n i t i e s  o r  means t o  do 

so d im in i sh ,  she  moves f a r t h e r  and f a r t h e r  away from t h e  realm of con

v e n t io n a l  m o r a l i t y ,  no t  because she chooses  t o  do so— indeed, she i s  

always s u r p r i s e d  t h a t  she  has— but because she i n s t i n c t i v e l y  does what 

i s  n e ce s sa ry  t o  c r e a t e  h e r  " n e s t , "  Her m is fo r tune  l i e s  in choosing  

as mates G u l ley ,  who by n a tu re  i s  not m a l leab le  t o  h e r  w i l l ,  and W i lc h e r ,
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who has not ye t  d iscovered  h i s  own moral r e a l ;  he r  success  l i e s  m  her 

unwavering f i d e l i t y  t o  her own n a t u r e .  As Cary comments, 'The  e v e r l a s t i n g  

e n t e r p r i s e  which was her  undoing was a l s o  h e r  s a l v a t i o n .  She was s t i l l  

making a world  f o r  h e r s e l f ,  a home, a fam i ly ,  when she was cut o f f . " ^ ^

The second volume p r e s e n t s  the  s t o r y  of W ilcher .  Here ag a in  the

c e n t r a l  c o n f l i c t  i s  t h a t  between an i n d i v i d u a l ' s  f u l f i l l m e n t  of h i s  own 

n a tu re  and th e  c o n s t r a i n i n g  fo rce s  of s o c i e t y .  W i l c h e r ' s  case  i s  op p o s i te  

to  t h a t  of S a r a ' s ,  however:  Sa ra  remains f a i t h f u l  t o  her own n a t u r e ,

a t  g rea t  expense  t o  h e r  s o c i a l  r e s p e c t a b i l i t y ;  Wilcher  ab ides  by th e  

e x p e c ta t io n s  o f  s o c i e t y ,  a t  g r e a t  c o s t  t o  h i s  own e s s e n t i a l  n a t u r e .

W i I c h e r ' s  n a r r a t i v e  runs  on two time l e v e l s :  h i s  p r e s e n t  l i f e

with  Robert  and Ann a t  To lbrook ,  and h i s  memories of h i s  p a s t  l i f e .  Of 

th e  155 c h a p t e r s  in t h e  volume, e i g h t y - e i g h t  reco rd  th e  p a s t ,  f i f t y - s i x  

dep ic t  th e  p r e s e n t ,  and e leven  c o n ta in  b o th .  Of th e  s i x  primary s t r u c 

t u r a l  e lem en ts ,  however,  a l l  but the  extended comp I i c a t  ion occur  in the  
p r e s e n t .

The i n t r o d u c t io n  p r e s e n t s  W iIc h e r ' s  p r e s e n t  s t a s i s :  s t i l l  de

voted to  Sa ra  but now in t h e  power of Ann, Wilcher  i s  confused and b i t t e r .  

He r e s e n t s  A nn 's  c h e e r l e s s  moderni ty  (he h im se l f  i s  one of only two men 

in England who s t i l l  wear a c u r l y  brimmed b o w le r ) ,  and he f e a r s  h i s  fami

l y ' s  m ach ina t ions  a g a i n s t  him. Yet he i s  d e l i g h t e d  to  be r e tu r n e d  to  

Tolbrook:

I was e x c i t e d  by th e  thought  of e x p lo r in g  th e  old house,  
a f t e r  so many y e a r s .  I opened a l l  doors  t o  t h e s e  memories, 
from which ,  in my l a t e  mental  a n x i e t y ,  I had f l e d ,  and a t  
once my whole body l i k e  Tolbrook i t s e l f  was f u l l  of  s t r a n g e  
s e n s a t i o n s .  My v e in s  seemed to  r u s t l e  w i th  mice,  and my 
b r a i n ,  l i k e  T o lb ro o k 's  r o o f ,  l e t  in d a y l ig h t  a t  a thousand 
c r e v i c e s .  (6)

Wilcher is  t h u s  i n i t i a l l y  i d e n t i f i e d  w i th  Tolbrook,  as though both  were

in the  same c o n d i t i o n  and of th e  same s u b s t a n c e .

The d e f i n i t i o n  scene  i s  W iIc h e r ' s  shocking  e x p e r ien c e :  deep in 

childhood memories,  he suddenly  hears  Lucy 's  vo ice  whisper  "To be a 

p i lg r im "  in h i s  e a r .  U n s e t t l e d ,  he a l lows  Ann t o  put him t o  bed,  but
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he has ga ined a v a lu a b l e  i n s i g h t :

I d id  not want t o  lose  my d i s c o v e r y .  . . .  " Y e s , "  I t h o u g h t ,
" t h a t  was t h e  c l u e  t o  Lucy, t o  my f a t h e r ,  t o  Sa ra  J imson;  i t  
i s  t h e  c l u e  t o  a l l  t h a t  E n g l i s h  gen ius  which bore  them and 
ch e r i sh e d  them, c l e v e r  and s im p le .  Did no t  my f a t h e r  say  of 
Tolbrook which he l iv e d  so much, *Not a bad b i l l e t , *  o r  *Not
a bad camp?* And S a r a .  Was no t  h e r  view of  l i f e  as  * p laces ,*
as  * s i t u a t i o n s *  t h e  very  though t  o f  th e  wanderer and t h e  very 
s t r e n g t h  of  h e r  s o u l ?  She p u t  down no r o o t s  i n to  th e  ground; 
she belonged w i th  t h e  s p i r i t ;  h e r  goods and p o s s e s s io n s  were 
a l l  in he r  own h e a r t  and mind^ h e r  s k i l l  and cou rage .

And i s  not t h a t  t h e  c lu e  t o  my own f a i l u r e  in l i f e ?
P o s se s s io n s  have been my c u r s e .  I ought t o  have been a 
wandere r ,  t o o ,  a f r e e  s o u l .  Yes,  I was q u i t e  r i g h t  t o  break 
o f f  from t h i s  p l a c e .  Although I have loved i t ,  I can never  
have peace t i l l  I leave  i t .

. . .  "Yes ,  I must g o , "  I t h o u g h t .  " I  must move on—
I must be f r e e . "  (8-9)

H ere in  i s  c l e a r l y  d e f in e d  th e  c o n f l i c t  o f  th e  volume: on one s i d e ,

W I I c h e r ' s  yea rn ing  t o  be f r e e  t o  f u l f i l l  h i s  n a t u r e ,  h i s  " p i l g r i m  s p i r i t " ;

on th e  o t h e r ,  h i s  adherence  t o  s o c i a l  forms and e x p e c t a t i o n s ,  m an i fe s t

in h i s  acq u i red  s p i r i t  as  c o n s e r v a t o r  and h i s  love of  t h i n g s .

That Wi I c h e r ' s  e s s e n t i a l  n a t u r e  t r u l y  i s  th e  " p i l g r i m  s p i r i t "  

i s  in d i c a t e d  by h i s  memory of  h i s  f e a r  of  Puggie Brown, t h e  Benjamite  

p r e a c h e r :

No foes  s h a l l  s t a y  h i s  might.
Though he w i th  g i a n t s  f i g h t ;
He w i l l  make good h i s  r i g h t  
To be a pi I grim.

At t h e s e  words ,  I f e l t  my h e a r t  tu r n  o ve r ,  and I drove
away as  f a s t  as I c o u ld .  . . .  I was a f r a i d  o f  Brown; I 
thought  he could co n v e r t  me, and I was en joy ing  l i f e  then  
as  never  b e f o r e ,  in ray f i r s t  y e a r  a t  Oxford.  . . .  But when 
he sang th o se  v e r s e s  from Bunyan, . . .  then  something 
sw e l led  in my h e a r t  as  i f  i t  would choke me u n le s s  I ,  to o ,  
opened my own mouth and san g ,  f might have been a b e l l  
tu ned  t o  t h a t  n o t e ,  and perhaps  I was.  F o r  t h e  Wi I ch e rs  a re  
as  deep E n g l i sh  as  Bunyan h i m s e l f .  A P r o t e s t a n t  p eo p le ,  
w i th  t h e  r e v o l u t i o n  in t h e i r  bones .  . .  .  f d id  not know i t  
t h e n  because I knew no th ing  and nobody r e a l ,  only knowledge 
about  t h i n g s .  . . .  At t h a t  t im e  my own E n g l i sh  s p i r i t ,  
l i k e  L u c y ' s ,  was a mystery t o  me. I f l e d  from Brown because
! f e l t  t h a t  i f  I d id  not run he would get  me. (13)
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Brown, t h e  wandering e v a n g e l i s t ,  i s  one m a n i f e s t a t i o n  of  t h e  " p i l g r i m  

s p i r i t , "  t o  which Lucy l a t e r  responds so f e r v e n t l y .  Because of  h i s  

a n c e s t r y  and h i s  e s s e n t i a l  n a t u r e ,  W i lc h e r ,  to o ,  re sponds :  he "might 

have been a b e l l  tuned  t o  t h a t  n o t e .  . .  . "  But because he i s  a l ready  

co n d i t io n e d  by h i s  c l a s s  and f e a r  o f  c h a n g e , h e  f l e e s  Brown*s p re sen c e .

The extended comp I i c a t i o n  e x p la i n s  why W ilcher  did  no t  "make 

good h i s  r i g h t /  To be a p l i g r i m " ;  why, t h a t  i s ,  he submerged t h e  " p i l g r i m  

s p i r i t "  beneath  t h e  s p i r i t  o f  t h e  c o n s e r v a t o r .  These re a so n s  e x i s t  in 

th e  p a s t  and a r e  th u s  conveyed through W i I c h e r ' s  memories.  Consequent ly ,  

though h i s  memories r e c e i v e  co u n te rp o in t  in th e  p re s en t  in t h e  R o b er t -  

Ann s u b p l o t ,  t h e  p r i n c i p a l  p re s en t  a c t i o n  o f  th e  c o m p l ic a t io n  i s  simply 

W i t c h e r ' s  remembering. What he remembers e x p la in s  both  h i s  p r e s e n t  

c o n d i t i o n  and h i s  subsequen t  a c t i o n s .  H is  development as  c o n s e r v a t o r  

stems p r i m a r i l y  from t h r e e  r e l a t i o n s h i p s — w i th  Lucy, w i th  Edward, and 

w i th  B i l l ,  Amy, and t h e i r  son John— and t h e  a c t i o n s  and a t t i t u d e s  which 

t h e s e  a t tachm ents  prompt.

W i t c h e r ' s  ch i ld h o o d  a ttachment f o r  Lucy was "a  c o u n t ry  legend":

I p e rc e iv e  how I loved Lucy th e n ,  w i th  a love be longing 
only t o  t h a t  t im e ,  when we were both  amusing o u rse lv e s  
w i th  l i f e .  I t  was a love such as  can e x i s t  only between
b r o th e r  and s i s t e r ,  who, because they  a r e  b ro th e r  and
s i s t e r ,  do not  s u f f e r  t h e  e x a s p e ra t io n  of th e  f l e s h .  We 
never  wished t o  p lay  t h e  m ar ty r .  We gave each o th e r  freedom 
t o  be in love w i th  o t h e r s ,  and even d i s c u s s e d  our f l i r 
t a t i o n s .  Yet our t i e  was s t r o n g e r  th a n  a l l .  (14)

Yet ,  when Lucy t r i c k e d  o r  t a u n te d  him as she o f ten  d i d ,  W ilcher  could

a l s o  h a te  h e r :  " I  never  ha ted  anyone as I could h a te  Lucy; and I was

r i g h t  t o  h a te  h e r .  F o r  what I loathed in he r  was t h e  d e v i l .  That

d e s t r o y e r ,  when you s ee  him face  t o  f a c e ,  i s  always t e r r i f y i n g  and
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h a t e f u l "  (2 0 ) .  W ilcher  now r e a l i z e s  t h a t  " t h e  way t o  a s a t i s f y i n g

l i f e ,  a good l i f e ,  i s  th rough an a c t  of  f a i t h  and cou rage"  and t h a t

Lucy was "one o f  those  whose f a i t h  i s  l i k e  a sword in t h e i r  hands,  t o

c u t  t h e i r  own d e s t i n i e s "  (4 8 ) .  Yet when Lucy ran  o f f  t o  j o i n  th e

Benjam ites ,  W i lch e r  went t o  b r in g  he r  back. Among th e  s q u a l o r  and

h u m i l i a t i o n s  o f  t h e  ev an g e l ic a l  group, W ilcher  seemed suddenly  t o

unders tand  Lucy*s happ iness ,  and, f e a r f u l l y  tempted ,  he f l e d :

I f e l t  a moment o f  f e a r .  I t  was as though a da rk  wave had 
s t r e t c h e d  i t s e l f  be fo re  me in a b r ig h t  and calm n i g h t ,  
i n v i t i n g  me t o  approach.

I f e l t  such rage  a g a in s t  Lucy t h a t  I could  have beaten h e r ,  
and ye t  I know t h a t  h a l f  my rage  was f e a r .  F o r  he r  words,  
he r  v o ic e ,  h e r  look f i l l e d  me w i th  t h e  same weakness which
had s e i z e d  upon me b e f o r e .  . . .  I say  f i l l e d  w i th  weakness ,
because i t  was a p o s i t i v e  t h i n g ,  a f e e l i n g  as i f  some s p i r i t  
had e n te r e d  i n to  me, cu t  my s inews ,  and d i s so lv e d  my s e l f -  
w i l l .

Lucy f i x e d  he r  eyes on me and smiled  as  she sang .
And in he r  sm i le  I saw t h e  mischievous  g i r l  who had so
o f t e n ,  in s o  many ingenious  ways,  used me and made a fool 
of me. I t  was th e  sm i le  which saved me, o r  damned me, I 
cannot t e l l  which.  I shouted  a t  h e r ,  "Yes,  and t h i s  i s  
ano ther  o f  your d e v i l ' s  t r i c k s , "  and rushed out of  th e  
house.

I had not dared  t o  w a i t  a n o th e r  moment in c a se  I ,  t o o ,
. . .  had f a l l e n  on my knees and con fessed  mysel f  a m i s e r a b l e  
s i n n e r .  The dark wave was r i s i n g  over me, and I had longed 
t o  drown in  i t ,  t o  ge t  r i d  o f  s e l f ;  t o  f i n d  what? A c a u s e .  
E xc i tem en t .  The exper ience  o f  s u f f e r i n g ,  o f  h u m i l i a t i o n ,  
so a t t r a c t i v e  t o  my s e n s e .  Above a l l ,  an answer t o  every
t h i n g .  (60-62)

Thus ,  p a r t l y  ou t  of r e a c t i o n  t o  Lucy, p a r t l y  out of f e a r ,  W i lc h e r  again  

r e j e c t e d  an o p p o r tu n i ty  t o  y i e l d  t o  h i s  " p i l g r i m  s p i r i t "  and t o  perform 

"an  a c t  o f  f a i t h  and c o u r a g e . "  Th is  " t u r n "  in t h e  p l o t  t h e r e f o r e  leads  

Wilcher away from th e  " p i l g r i m  s p i r i t . "

S h o r t l y  a f t e r  Lucy l e f t ,  W ilcher  developed an in t e n s e  adm ira t ion
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fo r  Edward, who became Wilcher*s  model and hero  and "perhaps  / h i s /  

r e fu g e  from Lucy 's  L o rd"  (62 ) .  At t h a t  t ime W ilcher  d id  not r e a l i z e  

how s u s c e p t i b l e  he was t o  o t h e r s '  i n f l u e n c e ,  "moved t h i s  way and t h a t  

by every  source  o f  power,  by Pug Brown, by Lucy, by Edward" (7 0 ) .

Thus he adopted Edward 's  mode of  d r e s s ,  p o l i t i c a l  ph i losophy ,  and a e s 

t h e t i c  judgments.  N e v e r t h e l e s s ,  because  of an in t e n s e  expe r ience  d u r in g  

a r ead in g  p a r ty  on H t .  Snowdon, W i lch e r  decided t o  become a m i s s i o n a r y :  

"My exci tement  has a c q u i r e d  a meaning, and so I can unders tand  i t  and 

r e s p e c t  myself  as  a r e a so n a b le  be ing .  What g lo r y ,  f o r  a smal l  u n d ig n i 

f i e d  pe rson ,  a t  whom o t h e r s  were i n c l i n e d  t o  laugh, t o  be a m is s io n a r y "  

(1 3 6 ) .  S h o r t l y  a f t e r ,  however,  W i lc h e r  was drawn more deeply  in to  

Edward's  a f f a i r s .  Yet he s t i l l  yearned  t o  be a m is s io n a r y ,  even g iv in g  

l e c t u r e s  in Indian cos tum e.  However, a f t e r  t h e i r  f a t h e r ' s  d e a th ,  new

burdens f e l l  upon him;

R e s p o n s i b i l i t y  i s  an id e a .  F o r  t h r e e  year s  I had made 
a l l  d e c i s i o n s .  But because I had a c t e d  in my f a t h e r ' s
name, I f e l t  no burden .  Now when I was asked t o  decide
t h i s  or  t h a t ,  I h e s i t a t e d .  I lay awake a t  n ig h t  under
t h e  burden of  t h i s  th o u g h t ,  " D e s t in y ,  th e  happ iness  of  
o t h e r s ,  depends on m e ."  For t h e  f i r s t  t ime I unders tood 
t h a t  heavy word— " d u t y . "

. . .  I f e l t  a s  i f  t h e  very  frame of  t h i n g s  in which 
I had l ived  so s e c u r e l y  were f a l l i n g  a p a r t ,  l i k e  broken 
s c r e e n s ;  t o  show beh ind ,  darkness  and ch ao s .  Tolbrook 
suddenly  appeared t o  me l ik e  a magic i s l a n d ,  p re se rved  
in peace among t h e  s to rms of  t h e  world only by a su cc e ss io n  
of  m i r a c l e s .  (155)

E s p e c i a l l y  burdensome was Edward's f i n a n c i a l  i r r e s p o n s i b i l i t y ,  which

produced enormous d e b t s  and im pat ien t  c r e d i t o r s  w i th  whom Wi Iche r

had t o  cope.  When Edward sugges ted  s e l l i n g  Tolbrook and i t s  t im be r

and when B i l l  and Amy i n s i s t e d  t h a t  he do a l l  he could  t o  he lp  Edward,

W ilcher  abandoned h i s  p l a n s  fo r  a m is s io n a r y  c a r e e r  and jo in e d  th e
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family  law f i rm :

And as  I waik in t h e  park on my way home, I seem t o  
h e a r  not on iy  B i l l  and Amy, and To lb rook ,  but th e  very park  
t r e e s ,  humbly a c c e p t i n g  th e  d i r t  o f  London poured upon them 
from t h e  smoky t w i l i g h t .  "You m u s t n ' t  d e s e r t  u s ,  your 
p e o p le .  The humble and t h e  h e l p l e s s . "

I remembered Edward 's  absent-minded v o i c e ,  " T h e y ' l l  
t a k e  t h e  t im b e r  a t  o n c e . "

The nex t  day I w ro te  t o  Edward, p ropos ing  t o  accep t  
t h e  agency,  on p ro p e r  c o n d i t i o n s  o f  pay ,  e t c . ,  and a p ro p e r  
s e c u r i t y  f o r  t h e  house .  . . .  I jo in e d  t h e  f i rm  a t  once.  . . .  
W ith in  a week I began t o  read f o r  my a r t i c l e s  as a s o l i c i t o r .
(176)

Through t h i s  a c t i o n  W iIcher  d id  what t h e  family  expected o f  him, but a t  

t h e  expense o f  h i s  " p i l g r i m  s p i r i t . "  T h i s  " t u r n "  th u s  leads  W i lc h e r  

deep e r  i n to  t h e  r o l e  of t h e  c o n s e r v a t o r .

As t h e  y ea r s  p a s s e d ,  th e  s p i r i t  o f  t h e  c o n s e r v a to r  possessed

Wi Ich e r :

The love of p o s s e s s i o n s .  I t  i s  spoken f o r  a rep ro a ch ,  
and I f e e l  i t  l i k e  shame. But what a r e  t h e s e  p o s se s s io n s  
which have so burdened my s o u l ?  C r e a tu r e s  t h a t  I have loved .
The most h e l p l e s s  o f  dependen ts .  For  t h e i r  very  s o u l ,  t h e i r  
meaning, i s  in my c a r e .

A woman loves h e r  baby in i t s  weakness and dependence,  
but what i s  more dependent than  a home, a c h a i r ,  t h o s e  old 
books,  a t r e e ?

A ll  t h e  Tolbrook t r e e s ,  even so  f a r  as  Tenacre ,  . . .  
were l i k e  c h i l d r e n  t o  me. I knew t h e i r  shapes  from every  
s i d e .  They were p r e s e n t  t o  me even when I s a t  a t  a t a b l e ,  
and t h e  loss  o f  any one of them, by s to rm o r  decay, was a 
pa in  t o  me even w h i le  I d id  not r e co g n ize  i t .  (216-217)

W ilcher  f r e t t e d  more and more about r e v o l u t i o n ,  war ,  and changes  in

p o l i t i c s ,  f a s h io n ,  o r  s o c i a l  customs.  During World War I ,  W i lc h e r  grew

deep ly  a t t a c h e d  t o  Amy and B i l l  and t h e i r  son John,  whom he planned t o

make h i s  h e i r  (244) .  But B i l l  grew i n c r e a s i n g l y  i l l  and then  suddenly

d i e d ;  John became involved  with  Gladys;  Edward, h i s  c a r e e r  in r u i n s ,

d r i f t e d  a im le s s ly  about  Tolbrook.  Then W i lc h e r ,  coming t o  f e a r  change



267

even more, had a t e r r i f y i n g  e x p e r i e n c e :  w h i t e  d i s c u s s i n g  r e v o l u t i o n s

w i th  Edward, W ilcher  suddenly  i n t u i t i v e l y  unde rs tood  th e  p r e v a le n c e  of 

change:

I remembered suddenly  an o ld  c o u p le t  o f  h i s :

Men, women, laws r e l a x .  When Angelo doffed 
His  c o a t ,  they  s a y ,  t h e  w a i t i n g  s t o n e  tu rned  s o f t .

And suddenly  th e  idea came home t o  me and I was f r i g h t e n e d .
I t  seemed t h a t  t h e  very  ground grew t h i n  benea th  me, and 
ev e ry th in g  about me began t o  change form, t o  d i s s o l v e .  As i f  
t h e r e  were an i n f e c t i o n  o f  change in t h e  ve ry  w a l l s .  . . .
(274)

A few minutes l a t e r  Wi Icher  went t o  in sp ec t  h i s  f i e l d s  b e fo re  a t h r e a t 

en ing  storm; t h e r e  he seemed t o  lose  a l l  c o n t a c t  w i th  m a t e r i a l  r e a l i t y ,  

even h i s  own p h y s ic a l  r e a l i t y :

The th u n d e r  d id  not b r e a k .  I n s t e a d ,  t h e  drops in c re a se d  
in number and suddenly  became a f l o o d .  The t r e e s ,  t h e  hedges ,  
and th e  f i e l d s ,  t h e  sky i t s e l f  and a l l  i t s  g e s t i c u l a t i n g  
s i l e n t  mobs wavered l i k e  r e f l e c t i o n s  in a s t r e am ,  suddenly  
touched by a b re e z e ,  and th e n  d i s s o lv e d  i n t o  an a i r  which 
was l a rg e ly  w a t e r .  I found m yse l f  a lo n e  among warm c a t a r a c t s ,  
w i th  no d i s t i n c t i o n  of  m a t e r i a l  f o r  t h e  s e n s e  except t h e  v a r i e t y  
of  n o i s e .  .  .  . Which proved so d e l u s i v e  t h a t  in t h e  th ic k e n e d  
t w i l i g h t  I l o s t  my way and found mysel f  w a lk ing  in t h e  s t u b b l e ,  
mixed w i th  new c l o v e r ,  o f  a f i e l d  a l r e a d y  c u t ;  an a c c id e n t  
not s u r p r i s i n g  on such an even ing .  But now o f  such b ew i lder 
ing e f f e c t  t h a t ,  a s  I s t o o d ,  w i th  every c l o v e r  l e a f  p ou r ing  i t s  
w a t e r f a l l  i n t o  my b o o ts ,  I f e l t  as  i f  t h e  ve ry  e a r t h  were 
l iq u e fy in g  under my f e e t ,  a s  i f  t h e  f a m i l i a r  t r e e s ,  f i e l d s ,  
and sky had a c t u a l l y  m el ted  i n to  some p r i m i t i v e  e lem en ta ry  form, 
and t h a t  t h e  world of  German ph i lo so p h y ,  in which e v e r y th in g  
can be any th ing  e l s e ,  as  t h e  p h i lo s o p h e r  p l e a s e s ,  had a c t u a l l y  
r e a l i z e d  i t s e l f  in a u n iv e r s a l  n o t h i n g n e s s ,  whose very  c o l o r  
was u n c e r t a i n .  And I ,  t h e  very  l a s t  i n d iv id u a l  being o f  t h e  
old  c r e a t i o n ,  though s t i l l  s o l i d  in ap p ea ran ce ,  and c a p a b le  
of  s u p p o r t in g  a h a t ,  as  I a s c e r t a i n e d  by to u c h ,  t r o u s e r s ,  
um bre l la ,  e t c . ,  as  I p e rc e iv e d  by s i g h t ,  was ye t  a l r e a d y  
wavering in e s s e n ce ,  beg inn ing  t o  lose  t h e  shape of  my i d e a s ,  
memory, e t c . ,  p r e p a r a t o r y  t o  t h e  f i n a l  and r a p id  s o l u t i o n  o f  
my whole i d e n t i t y .  (276)

A f t e r  t h i s  h o r r i f y i n g  e x p e r i e n c e ,  t h e  s p i r i t  o f  t h e  c o n s e r v a t o r — the
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e f f o r t  t o  hold on t o  h i s  p o s se s s io n s  and i d e n t i t y — became even more

in te n s e  in W i lche r .  However, in r a t h e r  r a p id  sequence t h e r e a f t e r ,  John

m arr ied  Gladys and l e f t  t h e  family  law f i rm ,  Amy moved away, Edward d ie d ,

John was k i l l e d ,  and Lucy d i e d .  A l l  o f  Wi Icher*s  c a r e f u l l y  conserved

world seemed empty or  dead:

V i r tu e  had gone from me and from t h e  house.  I t  was now t h a t  
Tolbrook began t o  f r i g h t e n  me by something more than  l o n e l i 
n e s s .  I f e l t  f o r  t h e  f i r s t  t im e  in i t s  q u i e t  c o r r i d o r s  what 
I f e e l  now, t h e  weigh t  o f  a d e s e r t e d  and c h i l d l e s s  home. As 
i f  some o ld  unhappy c r e a t u r e  hung upon my s h o u ld e r ,  w i th  th e  
c ru s h in g  weight o f  masonry.  (297)

The c r i s i s  i s  Wi lcher»s  f l i g h t  from Tolbrook.  A f t e r  remembering

t h e s e  l o s s e s ,  W ilcher  has a t e r r i b l e  dream:

This  morning I dreamed t h a t  Tolbrook i t s e l f  was growing 
s m a l l e r  and s m a l l e r .  The w a l l s  c lo se d  in ;  t h e  ro o f  
came down upon me. The house became a c o f f i n  and i t  
seemed t h a t  I had been shu t  up in i t  a l i v e .  The u n d e r t a k e r s  
were screwing down t h e  l i d .  I heard  even th e  g r a t i n g  of 
th e  screws in t h e  hard  wood and t r i e d  t o  c r y  out t h a t  I was 
not dead y e t ;  t o  s t r i k e  up a g a i n s t  t h e  c o f f i n  l i d .  But my 
arms were p in ioned  and my jaws were t i e d .  I could  n e i t h e r  
speak nor  move.

And what was most t e r r i b l e  a l l  my body, q u i t e  a p a r t  
from me, seemed f u l l  of  b i t t e r n e s s  a g a in s t  me. As i f  every 
c e l l  were com pla in ing ,  "What has  he done w i th  u s ?  We a re  
b e t r a y e d . "  (298)

C onsequent ly ,  W ilcher  escapes  t o  London t o  seek  S a r a .  H imself  r a t h e r  

s u r p r i s e d  a t  h i s  sudden deed, he n e v e r t h e l e s s  unde rs tands  i t s  s i g n i f i 

c an ce :

" A f t e r  a l l , "  I th o u g h t ,  " I  am a Wi Icher— 1 am l i k e  B i l l  
and Lucy; l ik e  my f a t h e r  who s p en t  h a l f  h i s  l i f e  in camps and 
lodg ings ,  f t  i s  in my blood,  which i s  E n g l i s h .  The L a t i n ,  
t h e  C e l t  s t r i k e  r o o t ;  they  want only t o  make a home somewhere; 
and i f  th e y  must wander th e y  t a k e  w i th  them always a dream 
o r  legend of  home. But t h e  E n g l i s h  soul i s  a wanderer ,  a s e e k e r .  
. . .  No.** I t h i n k  gazing from th e  window a t  a f l y i n g  v i l l a g e  
on i t s  green c a r p e t ,  "When I wanted t o  be a m is s i o n a r y ,  when 
I d re s sed  up l i k e  a Hindu t o  t a l k  about t h e  Indian wisdom, I 
was f u l f i l l i n g  my d e s t i n y .  And t h a t  house which I loved and
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ha ted  so much has  been my t r e a c h e r o u s  D e l i l a h .  I t  brought me 
back from God, from I n d ia ,  from S a r a .  But not a g a i n . ’*

. . .  I have s a i d  t h a t  i t  was t h e  a r t  o f  a woman l i k e
S a r a ,  a s e r v a n t  b r e d ,  t o  make h e r s e l f  a home everywhere .
But now I saw t h a t  t o  t h e  wandere r a l l  th e  world i s  home.
He i s  t h e  l e a s t  boneless  of  men because he p o s se s s e s  a l l ,  
t h e  e a r t h  and t h e  sky ,  t h e  houses  and t h e  t r e e s ,  w i th  t h e
eyes  of  a homekeeper. and a l l  men and women a r e  h i s  f a m i l i a r s .
(299-300)

Thus,  h i s  abandonment o f  Tolbrook i s  q u i t e  l i t e r a l l y  t h e  t u r n i n g  p o in t  

of  t h e  n a r r a t i v e ,  f o r  by t h i s  deed W iIch e r  fo r sak es  t h e  r o l e  o f  conse r 

v a t o r  and comes c l o s e r  t o  f u l f i l l i n g  h i s  n a tu re  as  a " p i l g r i m  s p i r i t . "

The r e v e r s a l  o f  t h e  c r i s i s  i s  S a r a ' s  b e t r a y a l  o f  W i lc h e r .  While 

he seeks  S a r a ,  c o n f id e n t  t h a t  she  w i l l  marry him and " save  / h i ^  soul 

a l i v e , "  he remembers t h e  b leak  y e a r s  a f t e r  Lucy 's  d e a th ;  how he had 

begun t o  h a te  J u l i e  and t o  speak t o  g i r l s  in t h e  p a rk ,  how th e  family

had forced him t o  s ee  a p s y c h i a t r i s t ,  and how he had grown in c r e a s in g ly

fond of S a ra .  When he does f i n d  S a r a ,  he f e e l s  redeemed: "Only t o  h e a r

S a r a ' s  s t e p  in t h e  passage  was a reminder  o f  t h e  t r u t h  . . .  t h a t  we 

were t r a v e l e r s  in t h e  w or ld ,  e n jo in e d  t o  l i v e  ' l i k e  men upon a j o u r n e y ' "  

(320 ) .  However, S a ra  merely d e t a i n s  W i lc h e r  u n t i l  Rober t  and Ann can 

a r r i v e  t o  r e t u r n  him t o  Tolbrook. W i lc h e r  f e e l s  be t rayed  and impr isoned; 

"They did not ask  me any longer about my own w ish es .  And I d id  not 

p r o t e s t .  I t  was somehow unders tood  among us t h a t  I had no r i g h t  t o

p r o t e s t .  I had become a dependent member of  t h e  family  . . . "  (323) .

The r e s o l u t i o n  of  th e  c o n f l i c t  i s  Wi I c h e r ' s  accep tance  o f  change 

a t  Tolbrook and, t h u s ,  h i s  r e j e c t i o n  of  t h e  s p i r i t  o f  c o n s e r v a t o r .  A f t e r  

h i s  r e t u r n  t o  t h e  o ld  manor, W i lc h e r  d i s c o v e r s  t h a t  Rober t  has conver ted  

t h e  e leg a n t  Adams s a lo o n  in to  a t h r e s h i n g  rooms



270

The huge machine,  l ik e  a s p e c i e s  o f  Roman s i e g e  eng ine ,  
towers  in t h e  middle  of t h e  f l o o r ,  d r iv en  by a t r a c t o r  
among th e  broken l a u r e l s .  The d r iv i n g  band passes  th rough  
one of t h e  b e a u t i f u l  windows from which th e  panes have 
been knocked out of the  s a s h e s .  The c a r t s  a r e  backed in 
t u r n  a long  t h e  west s i d e ,  b rush ing  th e  p a i n t e d  w a l l s .
And behind F a r l e y  . . .  I s ee  over  t h e  middle  window a 
r u r a l  t ro p h y  in p l a s t e r  o f  d e l i c a t e  s c y th e s  and s i c k l e s ,  
sheaves  and h ay fo rk s ,  t i e d  up in p a le  b lue  r i b b o n .  But 
th e  t h i c k  c h a f f  d u s t ,  which l i e s  a long every  panel molding 
l ik e  ye llow snow, i s  a l r e a d y  h id in g  t h e i r  b e a u t i f u l  d e t a i l ,  
c h a r a c t e r i s t i c  o f  Adams r e f in e m e n t .

The g i r l  Molly l i f t s  o f f  t h e  f i l l e d  sacks  and . . .  
drags  them a c r o s s  t h e  f l o o r  . . .  t o  t h e  s i d e  door,  where 
Rober t ,  by t a k i n g  out a panel and knocking down th e  b r i c k s ,  
has made a loading p l a t f o r m .  The g r in n in g  and horned Pan 
who, in w h i te  m arb le ,  p la y s  upon h i s  s y r i n x  under  one end 
of  t h e  m a g n i f ic e n t  m a n t e l - s h e l f ,  famous among s c h o l a r s  of  
a r c h i t e c t u r e ,  c a r r i e s  on one horn some l a b o r e r ' s  luncheon, 
t i e d  up in a red handkerchef ;  and round h i s  w a i s t ,  mixed 
w i th  t h e  marble  f lowers  and g r a s s e s ,  hangs a bunch of  r e a l  
onions on a s t r i n g .  (326)

However, in s t e a d  o f  be ing  h o r r i f i e d  a t  t h i s  seemingly  b a r b a r i c  t r a n s f o r 

m a t ion ,  Vfi Icher  p e rc e iv e s  i t s  s i g n i f i c a n c e :

I s i t  in  t h e  armchair  . .  . ;  and t h e  ve ry  ru in  of  t h i s  
b e a u t i f u l  room i s  become a p a r t  o f  my h a p p in e s s .  I say  no 
longer ,  "Change must come, and t h i s  change,  so  b i t t e r  t o  me, 
is  a n e ce s sa ry  ransom f o r  what I k e ep ."  I have s u r r e n d e r e d  
because I cannot  f i g h t  and now i t  seems t o  me t h a t  not change 
but l i f e  has  l i f t e d  me and c a r r i e d  me forward on t h e  s t r e a m .
I t  i s  but a  new l i f e  which flows th rough  t h e  old house; and 
l i k e  a l l  l i f e ,  p a r t  of  t h e  s u s t a i n i n g  power which i s  t h e  
o l d e s t  t h i n g  in th e  w or id .

To I brook, so J a f f r e y  s a y s ,  i s  l o s in g  v a lu e — i t  i s  
a l r e a d y  not much b e t t e r  th a n  a farmhouse.  But i s  i t  not 
a f a l l  back from dea th  t o  l i f e ?

R o b er t ,  I s u s p e c t ,  i s  more Brown than  Wi Iche r ,  a p easan t  
in g r a i n .  But he does not d e s t r o y  Tolb rook ,  he t a k e s  i t  back 
in to  h i s t o r y ,  which changed i t  once be fo re  from p r i o r y  i n to  
farm, from farm i n t o  manor, from manor, t h e  workshop and 
co u r t  of  a feudal d i c t a t o r ,  i n to  a c o u n t ry  house where 
young l a d i e s  danced and hun t in g  men p layed  b i l l i a r d s ;  where ,  
a t  l a s t ,  a new-r ich  gentleman spen t  h i s  week ends from h i s  
o f f i c e .  • • • Rober t  has brought i t  back i n t o  t h e  E ng l i sh  
s t ream  and he h im se l f  has come w i th  i t .  .  .  .  (327-328)

The i n i t i a i  i d e n t i f i c a t i o n  o f  Wi i c h e r  w i th  Tolb rook ,  e s t a b l i s h e d  in th e  

i n t r o d u c t i o n ,  i s  here  sy m b o l ic a l ly  r e i t e r a t e d :  j u s t  as t h e  o ld  manor
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g a in s  a new f u n c t i o n ,  so does WiIcher  achieve  a new o p p o r tu n i ty  t o  f u l f i l l  

h i s  e s s e n t i a l  n a t u r e .  Wi lcher*s  e a r l i e r  f l i g h t  from Tolbrook had been

an a c t  of  d e s p e r a t i o n ,  a n e g a t iv e  abandonment o f  h i s  p rev ious  l i f e  and

t h e  r o l e  he had f i l l e d .  But now he t r u l y  unders tands  t h e  f a c t  of

change and f i n d s  happ iness  in i t ;  h i s  accep tance  i s  th u s  in i t s e l f  a

p o s i t i v e  ac t  o f  f a i t h  and courage .

The denouement i s  Wilcher*s  a c q u i s i t i o n  of  peace of  mind as he 

approaches  d e a t h .  A f t e r  meet ing Blanche ag a in ,  Wi Icher  has a n o th e r  

h e a r t  a t t a c k ,  and a s  he l i e s  in bed, he r e f l e c t s  upon h i s  f a i l u r e  in 

I i f e :

I have always been a love r  r a t h e r  than  a do e r ;  I have l ived
in dreams r a t h e r  than  a c t s ;  and l i k e  a l i  l o v e r s ,  I have
l ived  in t e r r o r  o f  change t o  what I love .  Time i t s e l f  has 
haunted my m a r r i a g e  bed l ik e  a ghos t  of  d e s p a i r .  And on th e  
day when I p o s se s se d  Tolbrook my keenes t  f e a r s  began. I t  
was not t i l l  I was a p i l l a r  of  t h e  o ld  o rd e r  t h a t  I f e l t  
how t h e  ground t rem bled  under my f e e t ,  how c l o s e  beneath  th e  
s o l i d - l o o k i n g  s t o n e  was t h e  p r i m i t i v e  bog. (333)

He remembers w i th  what calm f o r t i t u d e  Amy had d i e d .  And, as h i s  own

l i f e  ebbs away, he r e a l i z e s  t h a t  he ,  t o o ,  has been— and can be— p a r t  of

t h e  E n g l i sh  p i l g r i m  s p i r i t :

I thought I co u ld  be an a d v e n tu r e r  l ik e  Lucy and Edward, a 
m i s s io n a r y .  1 shou ted  th e  p i l g r i m ' s  c r y ,  democracy, l i b e r t y ,  
and so f o r t h ,  but I was a p i l g r i m  only by r a c e .  England 
took me w i th  h e r  on a few s t a g e s  o f  he r  jo u rn ey .  Because she 
could  not he lp  i t .  She,  poor t h i n g ,  was born upon th e  road ,  
and l i v e s  in such  a dus t  of  t r a v e l  t h a t  she never  knows where 
she i s .

I n ev e r  l i k e d  lodg ings .  I was to o  fond of  my dear  ones 
a t  home. And what i f  they  were t r e e s  and c h a i r s  and f u r n i t u r e  
and books and s t o n e s ?

M ate r ia l  l o v e .  What i s  m a t e r i a l ?  What i s  t h e  body? Is 
not t h i s  house t h e  house of  s p i r i t s ,  made by g e n e r a t io n s  of 
love rs?  I touched in my mother t h e  warmth of  a love t h a t  did  
not belong t o  e i t h e r  o f  u s .  Why should  I not f e e l ,  when I 
l i e  in E n g l i s h  ground,  t h e  p a s s io n  o f  a s p i r i t  t h a t  bea ts  in 
a l l  E n g l i sh  s o u l s ?  (342)
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Consequent ly ,  though near  d e a t h ,  he i s  happy: " In  /Snn»s7  s i l e n c e  i t  

was unders tood  between us t h a t  whether  I d i e  today or tomorrow does not 

m a t t e r  t o  anybody. But f o r  he r  t h a t  i s  a d e f e a t ;  for  me i t  i s  a

tr iumph" (342 ) .  Thus t h e  denouement t o  t h e  n a r r a t i v e  r e c o rd s  Wi lcher*s  

f i n a l  s t a s i s :  peace of  mind— an accep tance  of h i s  f a i l u r e ,  but a

knowledge o f  h i s  t r iumph.

The H o rs e ' s  Mouth, t h e  f in a l  volume in the  sequence ,  i s  the  

memoirs of Gulley  Jimson. As in the  p reced in g  volumes, the  primary 

c o n f l i c t  i s  t h a t  between an i n d i v i d u a l ' s  e f f o r t s  t o  f u l f i l l  h i s  own

n a tu re  and th e  fo rces  o f  s o c i e t y  which oppose such e f f o r t s .

The i n t r o d u c t io n  o f  t h e  n a r r a t i v e  p r e s e n t s  G u l l e y ' s  s t a s i s :  

c lad  in c l o t h i n g  t a t t e r e d  and pa tched ,  a lmos t p e n n i l e s s  and w i th  l i t t l e  

hope of  g e t t i n g  money anywhere,  Gulley r e t u r n s  t o  Greenbank a f t e r  a 

month in p r i s o n  fo r  " u t t e r i n g  menaces" a g a i n s t  Hickson.  More important 

than p r e s e n t i n g  h i s  p h y s i c a l  o r  f i n a n c i a l  c o n d i t i o n ,  however,  the  

i n t r o d u c t i o n  shows th e  o p e r a t io n  of  G u l l e y ' s  a r t i s t i c  v i s i o n ,  which 

t r a n s fo rm s  n a tu r e  in to  image and symbol:

I was walking by t h e  Thames. H a l f - p a s t  morning on an 
autumn day. Sun in a m i s t .  Like  an orange in a f r i e d  
f i s h  shop. All  b r ig h t  below. Low t i d e ,  dus ty  w a t e r ,  and 
a crooked bar of  s t r a w ,  ch ick en -b o x es ,  d i r t  and o i l  from 
mud t o  mud. Like  a v ip e r  swimming in skim mi Ik .  The old 
s e r p e n t ,  symbol of  na tu re  and love .  (1)

Through h i s  c r e a t i v e  im ag ina t ion ,  he s e e s  th e  "Thames mud tu rn e d  in to  

a bank o f  n ine  c a r a t  gold  rough from th e  f i r e . "  ( l ) .  The i n t r o d u c t io n
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th u s  e s t a b l i s h e s  t h e  immediacy and a u th e n t i c y  of  Gul iey*s a r t i s t i c  

s e n s i b i l i t y .

The d e f i n i t i o n  d ram at izes  t h e  primary c o n f l i c t  of th e  volume: 

G u l l e y ' s  e f f o r t s  t o  c r e a t e  v s .  the  s o c i e t a l  f o r c e s  which oppose o r  

p reven t  h i s  c r e a t i n g .  When e x p la i n in g  why he had th r e a t e n e d  H ickson, 

G u l ley  s ay s ,  "I got in a s t a t e ,  Coker .  I got t h i n k i n g  how I ' d  been 

done. And t h a t  always makes me mad" ( 3 ) .  Thus,  a f t e r  he d i s c o v e r s  

t h a t  The Fa 11 has been m u t i l a t e d  and h i s  p a i n t s  and brushes  s t o l e n

dur ing  h i s  absence ,  Gulley  i s  c o n s id e r a b ly  u p s e t :

Here am I ,  I s a i d ,  Gulley J imson,  whose p i c t u r e s  have 
been bought by t h e  n a t i o n ,  or  so ld  a t  C h r i s t i e ' s  by 
m i l l i o n a i r e s  f o r  hundreds of pounds,  p i c t u r e s  which were 
p r a c t i c a l l y  s t o l e n  from me, and I h a v e n ' t  a brush or a 
tube  of  c o l o u r .  Not t o  speak o f  a meal o r  a p a i r  of 
good b o o ts .  I am simply fo rb idden  t o  work. I t ' s  enough 
t o  make an u n d e r t a k e r  sm i le .  (6)

Although he t e l l s  h im se l f  t h a t  he " m u s tn ' t  get  up a g r ie v a n ce "  and 

a t t e m p ts  t o  minimize h i s  m i s f o r t u n e s ,  he im pu ls ive ly  c a l l s  Hickson

a g a i n :

"I  am t h e  P r e s i d e n t  of t h e  Academy. I unders tand 
t h a t  Mr. Jimson i s  now d e s t i t u t e .  And I was informed 
on the  bes t  lega l  adv ice  t h a t  you have no r i g h t  t o  h i s  
p i c t u r e s .  I u n de rs tand  t h a t  you c onsp i red  w i th  a 
drunken model t o  rob him of t h i s  v a lu ab le  p r o p e r t y .

"But I'm speak ing  as a f r i e n d .  I f  Jimson d o e s n ' t  ge t  
h i s  r i g h t f u l  due in  t h e  next week, he f u l l y  in tends  to
burn your house down, and c u t  your t r i p e s  out  a f t e r w a r d .
He means i t  t o o . "  (7)
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The f o r c e s  in c o n f l i c t  a r e  e x p l i c i t  in t h i s  s cene :  on th e  one hand,

t h e  world a t  l a r g e ,  which th w a r t s  G u l l e y ' s  c r e a t i v i t y ,  r e p r e s e n te d  to  

G ul ley  here  by Hickson; on t h e  o t h e r ,  the  world of Gul ley J imson.

The world which G u l ley  has c r e a t e d  f o r  h im se l f  i s  one of  pure  

a r t :  e v e r y th in g  is  s u b o rd in a te d  t o  h i s  c r e a t i v e  u rg e .  His  i n s p i r a t i o n s

a r r i v e ,  w i thou t  consc ious  i n t e l l e c t u a l i z a t i o n ,  " s t r a i g h t  from t h e  h o r s e ' s  

mouth" ;  h i s  p a in t in g s  a r e  d i r e c t  e x p re s s io n s  of  t h i s  c r e a t i v e  imagin

a t i o n .  Hence,  Gulley must cope w i th  e v e r y th in g  which u p s e t s  o r  t h w a r t s  

t h i s  d e l i c a t e  c r e a t i v e  mechanism. His  problems, t h e r e f o r e ,  a r e  t h r e e 

f o l d .  F i r s t ,  he must o b t a i n  money t o  buy p a i n t s  and s u p p l i e s  and simply 

t o  s u b s i s t ,  in o rder  t o  c r e a t e .  But t h i s  t a s k  i s  d i f f i c u l t  in a s o c i e t y  

which does not a p p r e c i a t e  a r t  in advance o f  i t s  t ime o r  which looks upon 

a r t  as  a commercial v e n t u r e .  Consequent ly ,  Guiley i s  d r iv en  t o  t r i c k e r y  

o r  t h e f t  in o rd e r  t o  p a i n t .  Second, he must r e t a i n  t h e  p u r i t y  of h i s  

v i s i o n .  But t h i s  freedom o f  imagina tion  i s  d i f f i c u l t  when t h e  i n d i f f e r 

ence o r  i n j u s t i c e  of s o c i e t y  o p e ra te s  a g a i n s t  him. Thus,  a f t e r  c a l l i n g  

Hickson, Gulley s a y s ,  "Anyth ing l ik e  bad temper i s  bad f o r  me. I t  s p o i l s  

my eq u an im i ty .  I t  b locks  up my im a g in a t io n .  I t  makes me s t u p i d  so t h a t  

I c a n ' t  s ee  s t r a i g h t "  (8} .  When Gul ley  does l e t  h im s e l f  grow angry ,  he 

becomes d e s t r u c t i v e  o r  v i n d i c t i v e ,  as  in h i s  c a l l  t o  Hickson.  T h i r d ,  

he must remain f r e e .  As a r e s u l t  o f  h i s  d i r e c t  c o n f l i c t  w i th  t h e  law 

( h i s  t h e f t s ,  t h r e a t s ,  and d e s t r u c t i o n s ) ,  Gul ley  c o n s t a n t l y  runs  t h e  r i s k  

o f  imprisonment ,  which would c e r t a i n l y  th w a r t  h i s  c r e a t i v i t y .  But,  

e q u a l l y  im p or tan t ,  Gul ley must remain f r e e  of  any emot ional or  pe rsona l  

r e l a t i o n s h i p  which would r e s t r i c t  h i s  pe rsona l  l i b e r t y  o r  v i t i a t e  h i s  

a r t i s t i c  v i s i o n .  For t h i s  reason  he had y e a r s  e a r l i e r  beaten  and then
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abandoned S a r a ;  f o r  t h i s  same reason  he d i s c o u r a g e s  Nosy 's  a d o r a t io n  

and f l e e s  from Coker*s rough mate rna l  c a r e .  In b r i e f ,  in o rd e r  t o  

o b ta in  t h e  means t o  c r e a t e ,  t o  r e t a i n  h i s  e q uan im i ty ,  and t o  remain 

f r e e —a l l  n e ce s sa ry  t o  h i s  e f f o r t s  t o  c r e a t e  and thus  t o  f u l f i l l  h i s  

n a tu r e —Gulley p i t s  h im se l f  a g a i n s t  s o c i e t y ' s  i n d i f f e r e n c e ,  i n j u s t i c e ,  

d i s t r a c t i o n s ,  and laws.

The c o m p l ic a t io n ,  o r  r i s i n g  a c t i o n ,  stems d i r e c t l y  from t h i s  

c o n f l i c t ,  a s  Gulley  a t t e m p ts  t o  c r e a t e .  His  e f f o r t s  focus  upon t h r e e  

s u c c e s s iv e  p i c t u r e s ,  and in each in s ta n c e ,  but t o  an in c r e a s in g  degree ,  

he must s t r u g g l e  fo r  money, equan im ity ,  and freedom, a g a i n s t  an in c re a s 

ing ly  h o s t i l e  s o c i e t y .

The f i r s t  p i c t u r e  i s  The F a l l . Upset t o  f in d  i t  m u t i l a t e d  upon 

h i s  r e t u r n ,  he n e v e r th e l e s s  f i l c h e s  p a i n t s ,  f a s h io n s  a brush from a rope,  

and c o n t in u es  t o  work on i t .  He grows e x c i t e d  about a new idea  which 

came, he f e e l s ,  " S t r a i g h t  from th e  h o rse"  ( 1 9 ) ,  but before  he can execute  

i t ,  Coker c a r r i e s  him o f f  t o  s ee  Sara  on b u s i n e s s .  Exc i ted  by again  

s e e in g  S a ra ,  " t h e  in d iv id u a l  f e m a le , "  Gul ley has  ano ther  idea f o r  h i s  

p i c t u r e .  Borrowing a b i t  from Coker and pawning a s i l v e r  frame he had 

pocketed a t  S a r a ' s ,  he buys s u p p l i e s  and works j o y f u l l y .  However, P la n t  

and two p re a c h e r s  i n t e r r u p t ,  and G u l l e y ' s  e b u l l i e n c e  fades  b e fo re  P l a n t ' s  

i n a n i t i e s  and t h e  p r e a c h e r s '  d i s d a i n .  Gulley  remembers some l i n e s  from 

B lake:

I rubbed a  l i t t l e  w h i te  i n to  the  burn t s i e n n a  and touched 
i t  up.  While  o ld  B i l l y  c r i e d :

And i f  t h e  babe i s  born a boy, t h a t  i s  t o  say ,  
a r e a l  v i s i o n .

H e ' s  g iven t o  a woman o ld .
Who n a i I s  him down upon a rock .
Catches  h i s  s h r i e k s  in cups o f  g o ld .
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Which means t h a t  some o ld  woman of a b lue  nose n a i l s  your 
work of  im agina t ion  t o  th e  rock  of law, and why and what;  
and submits  him t o  a lo g ic a l  a n a l y s i s .  (38-39)

When they  f i n a l l y  l e av e ,  Gul ley*s v i s i o n  has d i s a p p e a re d ,  and he is

d e s p e r a t e l y  angry— a t  h im s e l f :

I should  have l iked  t o  t a k e  m yse l f  in both hands and 
p u l l  m yse l f  a p a r t .  To s p i t e  my gu ts  f o r  be ing Gulley 
J imson,  who, a t  s i x t y - s e v e n  y ear s  of age ,  a f t e r  f o r t y - f i v e  
y e a r s  of  e x p e r i en c e ,  cou ld  be pu t  o f f  h i s  i n t e n t i o n s ,  
tho rough ly  bamboozled and f l o o r e d ,  by a spout o f  dogma, a 
b l in d  shepherd ,  a  v e g e ta te d  eye ,  a pu f fed -up  adder  of 
m o r a l i t i e s .  (41)

Wandering d e s o l a t e l y  in t h e  s t r e e t s ,  he passes  a te le p h o n e  booth  and 

ag a in  im puls ive ly  c a l l s  Hickson. When a local  b a r - t e n d e r  sends  warning 

t h a t  t h e  p o l i c e  a re  s e a rc h in g  f o r  him, Gulley  hangs up and f l e e s ,  

sudden ly  f r ig h t e n e d  by th e  r e a l i z a t i o n  t h a t  f i v e  y e a r s  in j a i l  would 

k i l l  him (4 4 ) .  That n i g h t ,  a t t e n d i n g  P l a n t ' s  m ee t in g ,  he unexpec ted ly  

meets  S a r a .  Again i n s p i r e d  by " t h e  e v e r l a s t i n g  Eve, but a l l  a l i v - o h , "  

he r e g a in s  h i s  equanimity  and begins  again  on The F a l l . However, he is  

ag a in  i n t e r r u p t e d  by Coker,  who t a k e s  him t o  he r  f l a t  and th e n  t o  see  

Hickson on b u s in e s s .  Gulley  i s  enormously e x c i t e d  t o  see  h i s  p a i n t i n g  

of  Sara  a f t e r  f i f t e e n  y e a r s ;  as Coker and Hickson d i s c u s s  money, Gulley  

con tem p la te s  h i s  p a i n t i n g  and t h e  p ro c e s s e s  o f  t h e  c r e a t i v e  im a g in a t io n :  

"What you ge t  on t h e  i n s i d e ,  I s a i d  t o  m y se l f ,  i s  t h e  works— i t ' s  

SOMETHING THAT GOES ON GCIN6 ON. Hold on t o  t h a t ,  o ld  boy, I s a i d ,  

f o r  i t ' s  t h e  f a c t s  o f  l i f e .  . . .  I t ' s  t h e  k ick  in t h e  old  h o r s e .  I t ' s  

t h e  c r e a t i o n "  (94) .  He f i l c h e s  some paper  and beg ins  t o  work on a new 

idea  f o r  The F a l l .  However, when Hickson d i s c o v e r s  some o b j e t s  d ' a r t  

m is s in g  and c a l l s  t h e  p o l i c e ,  Gulley grows angry and h u r t s  some s n u f f  

boxes th rough  H ick so n 's  windows. A r r e s t e d ,  he spends  s ix  months in j a i l .



277

He emerges w i th  s t i l l  ano ther  v i s i o n  fo r  The F a i I . Eager t o

s e t  t o  work,  he d i s c o v e r s ,  however,  t h a t  Coker and he r  mother have

occupied h i s  boa thouse .  He under takes  a p la n  t o  d r i v e  them o u t ;  in the

meant ime, he meets A l a b a s t e r  and upon h i s  i n v i t a t i o n ,  v i s i t s  th e  Beeders .

Gulley  s ee s  t h e  Beeders a s  an o p p o r tu n i ty  t o  o b t a in  money:

I saw t h a t  t h i s  was a t u r n i n g  p o in t  in  my l i f e .  Or probably  
n o t .  A thousand pounds ,  I th o u g h t ,  o r  l e t ' s  say  f i f t y  
pounds,  i t  would s e t  me up fo r  l i f e .  I could  ge t  a new 
s t u d i o ,  a good one w i t h  a roo f  as  w e l l  a s  a w a l l .  Even 
twenty  pounds would g ive  me a f r e s h  s t a r t .  Of c o u r s e ,  I th o u g h t ,  
i t ' s  not a l i k e l y  t a l e .  I h a v e n ' t  s o l d  a p i c t u r e  f o r  f i f t e e n  
y e a r s ,  and my l a s t  b ig  commission was from t h a t  o ld  woman in 
Ancombe, who was more o r  l e s s  mad. Or she w o u ld n ' t  have given 
me t h e  jo b .  .  .  .  All  t h e  same, I t h o u g h t ,  even t e n  pounds.
I ' d  be p a i n t i n g  a g a i n .  (136)

He i s  com ple te ly  candid  in  h i s  c o n v e r s a t i o n :  " I  w a s n ' t  a f r a i d  of  embar

r a s s i n g  n ic e  p eo p le .  I knew they  would be used t o  u n fo r tu n a t e  remarks .

Rich people  a r e  l i k e  r o y a l t y .  They c a n ' t  a f f o r d  t o  be touchy .  R ichesse  

o b l i g e "  (142) .  He i s  p a r t i c u l a r l y  f r an k  in h i s  a p p r a i s a l  of  Lady 

B o ed e r ' s  w a t e r - c o l o r s :  "A l l  t h i s  amateur  s t u f f  i s  l i k e  f a r t i n g  Annie

L a u r ie  th rough  a key h o le .  I t  may be c l e v e r  but i s  i t  worth t h e  t r o u b l e "  

(144)?  N e v e r t h e l e s s ,  t h e  Beeders i n v i t e  him t o  d i n n e r ,  and Gul ley 

b r a s h ly  o f f e r s  t o  p a i n t  t i g e r s  on t h e i r  w a l l  o r  Lady F l o r a  in t h e  nude 

o r  bo th ,  f o r  a hundred gu in eas  a p i e c e .  The Beeders  p o l i t e l y  d e c l i n e .

The next  morning, G u l ley  l e a r n s  t h a t  Mrs.  Coker has c u t  up The Fa 11 to  

pa tch  t h e  r o o f ;  he i s  i n t e n s e l y  u p s e t :  " I  r e a l l y  thought  I should  c r y .

I d i d n ' t  know how I cou ld  l i v e  w i thou t  t h e  F a l l "  (1 5 9 ) .  He s t r u g g l e s  

t o  r e g a in  h i s  equanim ity  and f i n a l l y  grows gay a t  t h e  idea o f  s t a r t i n g  

a new p a i n t i n g ;

"What I do l i k e , "  I s a i d ,  " i s  s t a r t i n g  new o n e s . "  And th e
very  n o t io n  made me f e e l  f u l l  of  s m i l e s .
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"No, you want t o  s t a r t  c l e a r ,  w i th  a c l e a n  c a n v a s ,  and 
a b r i g h t  new s h in in g  idea  o r  v i s i o n  or w ha teve r  you 
c a l l  t h e  t h i n g .  A s o r t  of  co loured  music in t h e  mind."

And t h e  ve ry  words made me g r in  a i l  down my back, 
c e r t a i n l y  an a r t i s t  has no r i g h t  t o  complain o f  h i s  f a t e .
For  he has g r e a t  p l e a s u r e s .  To s t a r t  new p i c t u r e s .  (161)

Throughout t h i s  sequence  of  even ts— t h e  most p r o t r a c t e d  o f  t h e  

t h r e e  p r i n c i p a l  e p i so d es  in t h e  co m p i ica t io n —t h e  p a t t e r n  of t h e  them

a t i c  c o n f l i c t  remains  c o n s i s t e n t :  Gulley s t r u g g l e s  t o  gain money and

t o  keep h i s  freedom and equan im i ty ;  he i s  c o n s t a n t l y  d i s t r a c t e d  o r  

p re v e n ted  from work ing; when he g ives  in t o  h i s  rage  a t  Hickson, he i s  

im pr isoned ;  f i n a l l y  h i s  work i s  des t royed  by t h e  f i e r c e  Mrs. Coker ( the  

v e ry  i n c a r n a t i o n  of  domest ic  r e s p e c t a b i l i t y ) ,  who v a lu es  h i s  p a i n t i n g  

no t  f o r  i t s  s p i r i t u a l i t y  but f o r  i t s  u t i l i t y  as  a ro o f  p a tch .

A f t e r  t h i s  d i s a s t e r ,  Gul ley  must s t a r t  anew, and th e  second

segment of  t h e  co m p l ic a t io n  concerns  h i s  e f f o r t s  t o  p a in t  The R a i s in g

o f  L a z a r u s .  A f t e r  t h e  d e s t r u c t i o n  o f  The F a l l , Gul ley  i s  not long

d a u n te d ,  f o r  he soon e n v i s i o n s  a new p a i n t i n g .  Again ,  however, he

lack s  money or  t h e  m a t e r i a l s  t o  execu te  i t .  When S i r  Wil l iam, th ro u g h

A l a b a s t e r ,  o f f e r s  him 300 gu ineas  f o r  a nude s tu d y  l i k e  H i c k s o n ' s ,

G u l ley  remembers t h e  one S a r a  had k e p t .  He f i n d s  h e r  in th e  slums and

e v e n t u a l l y  pe rsuades  h e r  t o  g ive  him th e  p a i n t i n g ;  however, when he

opens th e  p a r c e l ,  he f i n d s  t h a t  Sara  has s u b s t i t u t e d  some r o l l s  o f  t o i l e t

t i s s u e .  At t h i s  f a i l u r e ,  G u l ley  almost loses  h i s  temper :

I laughed. I t  was e i t h e r  t h a t  o r  wanting t o  c u t  th e  old 
woman's t h r o a t .  And even t o  t h i n k  of  c u t t i n g  S a r a ' s  t h r o a t  
always put me in a r a g e .  Because,  I suppose .  I ' d  got her 
in my b lood.  I ' d  been fond o f  h e r .  And i t ' s  ve ry  h igh ly  
dangerous t o  murder anyone you 've  been fond o f ,  even in 
im ag in a t io n .  Throws a l l  t h e  fu n c t io n s  out of  g e a r .  Blocks 
up your b r a i n .  (184)

When he c a l l s  on th e  Beeders t o  p re s en t  an excuse ,  he learns  t h a t  they
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a r e  in  America f o r  t h r e e  months and he pe rsuades  A l a b a s t e r  to  leave him 

in t h e  ap ar tm en t .  Examining th e  w a l l s ,  Gulley  conce ives  o f  an ep ic  

p a i n t i n g :  **A good w a l l ,  as  they  say ,  w i l l  p a i n t  i t s e l f .  And as I 

looked a t  t h i s  b e a u t i f u l  sh ap e ,  I saw what i t  was f o r  A R a i s in g  of 

L a z a r u s "  (187) .  However, s t i l l  w i thou t  money, he d ec id e s  " t o  s e l l  

Lazarus  t o  S i r  W i l l i a m " ;  t h a t  i s ,  he pawns some of t h e  Beeders* p r o p e r t y ,  

o r d e r s  s u p p l i e s ,  and beg ins  t o  p a i n t .  Gul ley  i s  unab le  t o  p reven t  a 

s c u l p t o r ' s  a l s o  moving i n .  However, w i th  Nosy 's  a s s i s t a n c e ,  he c o n t i n u e s .  

As th e y  work. Gully pawns more and more of  th e  S e e d e r s '  p o s s e s s io n s ,  

e v e n t u a l l y  even th e  c h a in  out o f  t h e  W. C. When t h e  Beeders unexpec ted ly  

r e t u r n  and t h e  p o l i c e  a r e  c a l l e d ,  Gul ley and Nosy f l e e .  G u l ley ,  of 

c o u r s e ,  f e a r s  imprisonment:

" I t ' s  not t h a t  we have done any th ing  i l l e g a l , "  I s a i d ,  
but t h e r e  would have t o  be a legal  i n v e s t i g a t i o n  which would 
waste  a lo t  of t i m e .  I ' d  be badgered t o  dea th  by i n q u i r i e s  
and s o l i c i t o r s  when I ought t o  be a t  w ork ."

But th e  t r u t h  was,  t h a t  I was a t r i f l e  u p s e t .  F o r  I kept on 
t h i n k i n g .  I 'm g e t t i n g  on f o r  sev en ty  now, and I h a v e n ' t  t h e  
c o n s t i t u t i o n  I had a t  s i x t y .  I 'm in my prime as  a p a i n t e r ,  
bu t how long w i l l  i t  l a s t ?  Ten, f i f t e e n  years  a t  the  out
s i d e .  . . .  No, I c a n ' t  a f f o r d  t o  w as te  my time in jug ,  or 
h o s p i t a l .  (206-207)

But a s  they  r i d e  a bus i n t o  th e  c o u n t ry ,  Gulley  beg ins  t o  lose  h i s

e q u an im i ty :  "I  was wondering what would happen t o  my p a l e t t e s  and

c o l o u r s  and drawings; a l l  my gear  l e f t  behind a t  t h e  B e e d e r s ' .  I 'm too

o l d ,  I t h o u g h t ,  t o  be p o o r .  And too  hardworking t o  be depr ived  of my

t o o l s  and my s t u d i o .  I t ' s  an o u t r a g e "  (2 0 9 ) .  However, when he begins

t o  r a i l  a g a in s t  t h e  government as t h e  embodiment o f  a s o c i e t y  h o s t i l e

t o  t h e  c r e a t i v e  im ag ina t ion  (209-211),  he suddenly  f e e l s  i l l :
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Then I began t o  say what I might have s a i d  about governments.
. . .  And I was J u s t  go ing t o  t e l l  them what I though t  of 
t h e  P e o p le ,  when I gave a s t a g g e r .  Nosy caught hold of  me.
And I n o t i c e d  my head was a ch in g .  And I th o u g h t ,  i t * s  a 
s t r o k e .  So they*ve  k i l l e d  me a f t e r  a l l — they*ve done worse 
th a n  k i l l  me. I d a ren * t  speak o r  move. In case  I should  
f i n d  I was dumb o r  h e l p l e s s .  And I f e l t  my in d ig n a t io n  
so hot and s t r o n g  i t  was b ig  enough t o  blow th e  s t a r s  out 
o f  t h e i r  n a i l - h o l e s .  (211)

N e v e r t h e l e s s ,  w i th  g r e a t  e f f o r t ,  he r e g a i n s  some composure:

**| f o r g iv e  *fm. Nosy. And tomorrow I s h a l l  f o r g e t  'em.
To f o r g i v e  i s  wisdom, t o  fo r g e t  i s  g e n i u s .  And e a s i e r .
Because i t ' s  t r u e .  I t ' s  a new wor ld  every  h e a r t  b e a t .  The 
sun r i s e s  s e v e n t y - f i v e  t im e s  a m in u te .  . . .  I f o r g iv e  / t h e  
governm ent / .  .  .  ,  t h e  b r i c k - f a c e d  h y p o c r i t e  t h a t  would wipe 
a r t  and a r t i s t s  o f f  t h e  face  of t h e  e a r t h  as i t  would sk in  
an o range ,  and cu t  t h e  b a l l s  o f f  th e  gen ius  of t h e  Lord t o  make 
a tame gee-gee  f o r  t h e  morning P a rk .  I f o r g iv e  i t .  . .  . "
(211)

This  second major ep isode  of t h e  comp I i c a t  ion a l s o  i l l u s t r a t e s  

t h e  th e m a t ic  c o n f l i c t :  G u l ley  s t r u g g l e s  t o  o b ta in  money and t o  c r e a t e ;

d e fe a t e d  in t h e s e  e f f o r t s  by S a r a ' s  t e n a c i o u s  p o s se s s iv e n e s s  and by th e  

Beeders ( th e  i n h a b i t a n t s  o f  Beulah Land, f o r  whom a r t  i s  only  a s o c i a l  

g race  or  a p r e s t i g i o u s  in v e s tm en t ) ,  G u l ley  a t t e m p ts  t o  r e t a i n  h i s

equan im ity  and freedom. D e sp i t e  an e n t i r e  s o c i e t y  h o s t i l e  t o  a r t  ( r e p r e 

s e n te d  by t h e  government t o  G u l l e y ) ,  he i s  a b l e  t o  "keep on keeping o n , "

though a t  g r e a t e r  and g r e a t e r  c o s t  t o  body and s p i r i t .

The f i n a l  movement o f  t h e  c o m p l ic a t io n  i s  G u l l e y ' s  e f f o r t s  t o  

p a i n t  The C r e a t i o n . When he and Nosy a r r i v e  a t  a s e a s i d e  r e s o r t ,  Gulley 

makes a b i t  o f  money s e l l i n g  p o s t c a r d s ,  u n t i l  he i s  s e v e r e l y  b e a te n .

While in  t h e  h o s p i t a l ,  G u l ley  conce ives  o f  a new p a i n t i n g :  " I  was des

p e r a t e  f o r  a few pounds,  because  I knew t h a t  I had t h e  b ig g e s t  idea of  

my l i f e .  I t  had begun from th o s e  t r e e s  on our f i r s t  n ig h t  in t h e  c o u n t ry .  

Something b ig g e r  than  t h e  new F a l l .  A C r e a t i o n "  (221) .  From A l a b a s t e r
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he l e a r n s  t h a t  S i r  W il l iam  s t i l l  wants t h e  nude s tu d y  of S a ra .  Upon 

h i s  r e t u r n  t o  London, he a r r a n g es  t o  lodge w i th  Coker ,  but he f e e l s  

hampered by he r  f i e r c e l y  mate rna l  c a r e ;  "I  had t o  be out in t h e  a i r .  

Even one day in bed was p u t t i n g  a cramp on my i d e a s ,  tu ck in g  them up 

in a t i g h t  p a r c e l .  My imagina t ion  was working inwards in s tead  of 

outwards . • (231}. A f t e r  he e lu d es  Coker, he d i s c o v e r s  an abandoned

chape l  nearby :

What knocked me down was th e  e a s t  end w a l l .  Tw en ty -f ive  by 
f o r t y .  Windows b r icked  up and a l l  smooth p l a s t e r  round.
Sen t  from God. . . .  I t h o u g h t ,  no,  i t  c an*t  be .  I t ' s  
a n o th e r  jo k e .  T h e y ' r e  having me on. I can h e a r  them g e t t i n g  
ready w i th  t h e  b ig  laugh. My legs  were t r e m b l i n g  so much I 
had t o  s i t  down.

I s a t  down and laughed. And then  I began t o  c r y .  W el l ,  I 
s a i d ,  you o ld  b a l l â c h e r ,  you 've  r o l l e d  i n t o  p o r t  a t  l a s t .
You've got your b reak .  F i r s t  t h e  idea and th e n  t h e  w a l l .
God has been good t o  you. That i s  t o  s ay ,  you 'v e  had a b i t  
o f  luck .  (233, 235)

But ,  o f  c o u r s e ,  he s t i l l  lacks  money t o  execu te  h i s  i d e a .  When he c a l l s  

Hickson t o  borrow i t ,  he l e a rn s  t h a t  Hickson i s  dead .  Dashed by t h i s  

unexpected blow, he r e t u r n s  t o  C o k e r ' s .  A few days l a t e r  he v i s i t s  

R o z z i e ' s  g rave ,  where he meets S a r a .  A f t e r  r e m in i s c in g  about Rozzie  

and old t im e ,  Gulley  leaves  Sara  in a pub and h u r r i e s  t o  her apar tment  

t o  s t e a l  t h e  p a i n t i n g .  When Sara  unexpec tedly  r e t u r n s  and c a l l s  f o r  

t h e  p o l i c e ,  Gul ley i s  u p s e t :  " I  got a big  f r i g h t .  I d i d n ' t  want the

p o l i c e .  I t  might have meant f i v e  y e a r s .  And f i v e  y e a r s  would have 

f i n i s h e d  me" (254) .  He s c u f f l e s  w i th  Sara  and a c c i d e n t a l l y  pushes  her 

down th e  c e l l a r  s t e p s .  As t h e  p o l i c e  a r r i v e ,  he f l e e s ,  w i thout  t h e  

p i c t u r e .

When he l e a r n s  t h a t  H ick so n ' s  p i c t u r e  i s  in t h e  T a te ,  he q u ick ly
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p a i n t s  a copy and s e l l s  i t  t o  S i r  W i l l i a m .  With th e  money he beg ins  to

work in g r e a t  h a s t e ,  in f e a r  t h a t  t h e  p o l i c e  w i l l  a r r e s t  him f o r  h i s

a s s a u l t  on S a r a .  When a town c o u n c i l l o r  warns him t h a t  the  chapel i s

condemned, Gulley  works a l l  t h e  h a r d e r .  When a group o f  wealthy  people

a r r i v e ,  Gul ley hopes t h a t  they  have come t o  help  f i g h t  t h e  condemnation:

"That d e p u t a t i o n ,  in f a c t ,  so  expens ive  and Im por tan t ,  gave me such

p l e a s u r e  t h a t  I n e a r ly  f e l l  o f f  my l e g s .  Yes,  I th o u g h t ,  t h i s  i s  indeed

a t r i u m p h "  (262 ) .  He i s  t e r r i b l y  u p s e t  t o  lea rn  t h a t  they  have no

i n t e r e s t  in sav ing  The C re a t io n  but only  want him t o  p a i n t  a p o r t r a i t :

" I  s imply  d i d n ' t  know what t o  s a y .  The t e a r s  were s t a n d i n g  in my eyes ;

e i t h e r  o f  g r a t i t u d e  o r  some o th e r  f e e l i n g "  (2 6 9 ) .  With h i s  a s s i s t a n t s ,

he goes t o  C o k er 's  b a r ;  t h e r e  he enco u n te rs  t h e  owner o f  the  c h a p e l ,

who f u r i o u s l y  shouts  t h a t  G u l l e y ' s  p i c t u r e  is  blasphemy, u n t i l  Coker

th rows him o u t .  Because of t h e  impending condemnation and t h e  owner 's

ab u se ,  Gulley  becomes ex trem ely  d e p re s s e d :

I f e l t  such a s i g h  come up t h a t  I thought  I had had too  
much b e e r .  But I .  .  .  recogn ized  i t  as g r i e f  f o r  mortal  
t h i n g s .  Yes,  I t h o u g h t .  I ' l l  n ev e r  f i n i s h  t h a t  w a l l— I 
may j u s t  manage t h e  w ha le .  But no .  Probably  n o t .  The 
r o o f  w i l l  f a l l  In and break my s k u l l .  Or p robab ly  n o t .
I t  w i l l  be something I d i d n ' t  e x p e c t .  (273)

Through t h i s  f i n a l  s e c t i o n  o f  t h e  r i s i n g  a c t i o n ,  t h e  c o n f l i c t  

has  i n t e n s i f i e d :  In h i s  e f f o r t s  t o  c r e a t e ,  G u l l e y ' s  c l a s h e s  w i th  th e

r e p r e s e n t a t i v e s  of s o c i e t y  become In c re a s in g ly  v i o l e n t  and numerous. 

Though u l t i m a t e l y  s u c c e s s f u l  In o b t a in in g  money, he k i l l s  Sara  in h i s  

e f f o r t s  t o  do s o ;  though s u c c e s s f u l  in f in d i n g  a w a l l ,  he c a r r i e s  on 

in t h e  face  o f  the  lega l  p ro c e sse s  o f  t h e  c i t y  c o u n c i l ,  t h e  i n d i f f e r e n c e  

of  h i s  weal thy  " p a t r o n s , "  and th e  abuse  of t h e  r e l i g i o u s  owner; over

shadowing a l l ,  he d e s p e r a t e l y  f e a r s  t h e  loss  o f  freedom consequent from
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h i s  a t t a c k  on S a r a .  He t h e r e f o r e  verges  on d e s p a i r ,  f e e l i n g  doomed 

n ev e r  t o  f i n i s h  h i s  m a s t e r p i e c e .

The c r i s i s  i s  G ul ley*s  imaginary c o n v e r s a t io n  w i th  S a ra ,  whi le

he p a i n t s .  While s t i l l  in C o k e r ' s  pub, he hear s  t h a t  Sara  has died but

has  d e sc r ib e d  her  a s s a i l a n t .  C e r t a in  t h a t  he w i l l  now be a r r e s t e d ,

G u l ley  h a s te n s  t o  t h e  c h a p e l ,  where he s im u l t a n eo u s ly  p a i n t s  h i s  whale

and weeps f o r  S a ra :

Boo-hoo, t h e r e ' s  a t e a r  on my p a l e t t e .  Who would have 
thought I could  c r y  a  t e a r  as b ig  as  a h a l fp en n y ?  At 
s i x t y - e i g h t ,  f o r  a b a t t e r e d  old helmet l i k e  Sa ra  Monday.
Who would have thou g h t  t h a t  a t  my age and exper ience  
she cou ld  t a k e  me by t h e  t h r o a t  l i k e  t h i s ,  and choke me?
Boo-hoo. The whale looked a t  me w i th  such something or 
o t h e r  t h a t  I c o u l d n ' t  c o n t a i n  m y se l f .  The t e a r s  ran down 
my n ose ,  and I s a i d .  I t ' s  a m a s t e r p i e c e .  Pe rhaps .
(2B0-2B1)

As he works f e v e r i s h l y ,  he imagines S a r a ' s  s p i r i t  speak ing  t o  him. She

u rges  him t o  q u i t  work and t a k e  c a r e  of  h im s e l f ,  but Gulley  r e f u s e s :

"Yes,  I 'm dead , and t h a t  shows how i l l  you a r e .  You've got a t e m p e ra tu re ,

G ul ley— you must be d e l i r i o u s  t o  see  me l i k e  t h i s .  Get down l ik e  a

s e n s i b l e  man, do,  and go t o  b e d . "  "I  h a v e n ' t  t im e .  S a i l .  I ' v e  got a

l o t  t o  do b e fo re  tomorrow even ing"  (2B1).  They d i s c u s s  t h e i r  old l i f e

t o g e t h e r — how she had sometimes cared  f o r  him d e s p i t e  h i s  w ishes ;  "And

t h a t ' s  why you h i t  me on t h e  nose ,  d i d n ' t  you, G u l ley?  Because you

d i d n ' t  l i k e  me being on your  mind. You d i d n ' t  l i k e  not t o  be f r e e ,  did

you?"  "No, I w a sn ' t  a meal f o r  any old w i f e .  And I had work t o  do"

(2 8 2 ) .  Again she  urges  him t o  s to p  p a i n t i n g :

" I 'm  a l l  r i g h t .  S a i l .  You've only got t o  look a t  me, f u l l  
of jump."  "Oh d e a r ,  a r e n ' t  I looking and g r i e v in g ?  Don ' t  
I know t h a t  you know t h a t  y o u ' r e  done f o r ?  Come, d e a r i e ,  
g ive  i t  up.  L i s t e n  t o  your  S a r a .  D i d n ' t  I g ive  you comfort  
and peace  o f t e n  and o f t e n  when you were f i t  t o  be t i e d  w i th
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worrying about you? greens  and your blues  and th e  r e s t  
of your nonsense?* (283)

F i n a l l y ,  however,  he ban ishes  he r  comple te ly  in o rde r  t o  con t inue  h i s  

work:

"And you don*t r e a l l y  want Me?** *1Jot j u s t  now, my dear,**
**And a r e n ’ t  you s o r r y  I ’m dead?** **WelI, look a t  me, my 
d e a r ,  boo-hoo, w i th  t h e  t e a r s  running  down my nose ,  r ea l  
t e a r s .  A genuine g r i e f .  Yes,  I ’m s o r r y  you’ r e  dead , my 
d e a r ,  and t h a t  I ’m done f o r .  But a f t e r  a l l ,  we mustn’ t  
ge t  to o  u p s e t ,  must we? I t ’s  t h e  way t h in g s  are.** **0h 
d e a r ,  oh d e a r ,  I ought t o  know what l i f e  is.** **Yes,**
I s a i d ,  p u t t i n g  a n o th e r  touch  on t h e  old un’s nose ,  t o  
g ive  i t  more e l e v a t i o n .  **Practical  ly A MATTER OF LIFE AND 
DEATH, you might s a y ,  o r  thereabouts .** (284)

Although t h i s  c o n v e r sa t io n  occurs  only in G u l l e y ’s fevered  

im ag ina t ion ,  i t  i s  t h e  c r i s i s  of  t h e  n a r r a t i v e ,  f o r  Gulley here  comes 

c l o s e s t  t o  f u l f i l l i n g  h i s  own n a t u r e .  Sa ra  t o  him r e p r e s e n t s  a l l  of th e  

d i s t r a c t i o n s  and o b s t r u c t i o n  of t h e  world :  h i s  lo ss  of  freedom— both

in h i s  o ld  r e l a t i o n s h i p  w i th  her and as a consequence of  he r  dea th — and 

h i s  a b r a s iv e  c o n f l i c t s  w i th  s o c i e t y  in g e n e r a l .  She a l s o  r e p r e s e n t s  

th o s e  o b s t r u c t i o n s  w i th in  h im se l f :  th e  a l l u r i n g  d e s i r e  f o r  comfort  and

l i f e ;  t h e  b e g u i l in g  a p p ea ls  of reason  t o  s t o p ,  fo r  he knows he i s  "done 

for.** But even whi le  he " co n v e r s e s "  w i th  S a ra ,  he c o n t in u e s  t o  c r e a t e  

h i s  m a s t e r p i e c e .  By c o n t in u in g ,  he r i s k s  d ea th ,  both  t h e  dea th  of  

imprisonment and a l i t e r a l  dea th  by i l l n e s s .  Hence, when he ban ishes  

S a r a ,  he s y m b o l ica l ly  chooses  t o  r i s k  h i s  own ph y s ica l  e x i s t e n c e  r a t h e r  

th a n  h i s  s p i r i t u a l  e x i s t e n c e  as an a r t i s t .  Thus,  i t  i s  l i t e r a l l y  A 

MATTER OF LIFE ^  DEATH, f o r  w i th  G u l ley ,  not t o  p a i n t  i s  t o  be dead .

The r e s o l u t i o n  i s  t h e  d e s t r u c t i o n  of  The C r e a t i o n .  The next 

morning,  t h e  s l i g h t l y  d e l i r i o u s  Gulley surveys  h i s  n i g h t ’s work and f in d s  

i t  good. When a policeman q u e s t io n s  him about S a r a ,  Gulley i s  s u r p r i s e d
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t o  l e a r n  t h a t  she had given a f a l s e  d e s c r i p t i o n :  "But I th o u g h t ,  j u s t

l i k e  S a r a .  To d id d le  a man w i th  h e r  l a s t  b rea th"C 284) . Al though a

borough eng inee r  warns him t h a t  d e m o l i t io n  i s  t o  begin and a l though  

f i remen a t t e n f t  t o  remove him f o r  h i s  suspended s e a t ,  Gul ley  ignores  

them and co n t inues  t o  p a i n t .  When Nosy and h i s  a s s i s t a n t s  f i g h t  w i th  

t h e  c o u n c i l l o r s  and po l icemen,  Gul ley  p a i n t s .  Even when men w i th  

s ledge-hammers s t a r t  wrecking t h e  w a l l ,  G u l ley  c o n t i n u e s .  But suddenly  

he must s t o p :

And j u s t  then  t h e  whale sm i le d .  Her eyes grew b igge r  
and b r i g h t e r  and she  bent s low ly  forward a s  i f  she  wanted t o  
k i s s  me. I had a shock.  I was touched ,  o f  c o u r s e ,  t o  see  
t h i s  a f f e c t i o n  in  a f a v o u r i t e  c h i l d ,  but I thought  I must be 
dreaming a g a in .  . . .

And a l l  a t  once t h e  sm i le  broke in h a l f ,  t h e  eyes
crumpled,  and t h e  whole wall  f e l l  s lowly  away from my brush ;
t h e r e  was a n o i s e  l i k e  a thousand sacks  o f  coal  f a i l i n g  
down th e  Monument, and then  n o th in g  but d u s t ;  a r e g u l a r  
fog of i t .  I cou ldn* t  b e l i e v e  i t ,  and no doubt I was looking 
a l i t t l e  s u r p r i s e d  w i th  my brush  in my hand, and my mouth 
open, because when t h e  dus t  began t o  c l e a r  I saw th rough  th e  
c loud  about t e n  thousand a n g e ls  i a  c a p s ,  he lm e ts ,  bowlers 
and even one to p  h a t ,  s i t t i n g  on w a l l s ,  d u s t b i n s ,  g u t t e r s ,  
r o o f s ,  window s i l l s  and o t h e r  p e o p l e ' s  cabbages ,  laugh ing .
T h a t ' s  funny, I th o u g h t ,  t h e y ' v e  a l l  see  t h e  same joke .
God b l e s s  them. I t  must be a work of  e t e r n i t y ,  a c h e s t n u t ,  
a h o r s e - l a u g h .

Then I p e rc e iv e d  t h a t  they  were laughing  a t  me. (287)

Even t h e n ,  Gul ley t h i n k s  only of  c o n t i n u i n g :  " I  d i d n ' t  want t o  cause

any t r o u b l e .  I wanted a new s t u d i o  q u i c k l y .  I wanted t o  get  t h a t  whale 

s t r a i g h t  down again  be fo re  I l o s t  t h e  f e e l i n g  o f  h e r "  (287) However, 

b e f o r e  he can d ismount ,  he f a l l s  from h i s  s e a t  and loses  c o n s c io u s n e s s .

This  scene  th u s  r e s o lv e s  t h e  c o n f l i c t  between G u l l e y ' s  e f f o r t s  

t o  c r e a t e  and t h e  opposing  f o r c e s  o f  s o c i e t y .  S o c ie ty  a p p a r e n t ly  

t r i u m p h s :  wealthy  " p a t r o n s "  d i s d a i n  a p i c t u r e  they  do not u n d e r s t an d ;  

r e l i g i o u s  people  h a t e  a p i c t u r e  th e y  c o n s i d e r  unorthodox and biasphemous;
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c i v i c  o f f i c e r s  prevent  a community n u is an ce  and a “ danger"  t o  t h e i r  

c h i l d r e n ;  a l i  combine,  w i th  o r  w i thout  i n t e n t ,  t o  d e s t r o y  G u l l e y ' s  a r t .  

And th e  d e s t r u c t i o n  p ro v id e s  them w i th  an enormous " h o r s e - l a u g h . "  Yet 

G ul ley ,  t o o ,  t r iumphs:  though h i s  m a s t e rp i e c e  i s  d e s t royed  and he is

in j u r e d ,  he remains t r u e  t o  h i s  own n a t u r e :  he c o n t i n u a l l y  c r e a t e s .

The denouement i s  G u l l e y ' s  new s t a s i s .  He awakens in a p o l i c e  

ambulance,  unable  t o  move and ba re ly  a b le  t o  speak .  When Nosy bewails  

t h e  c a t a s t r o p h e ,  Gulley c h id e s  him:

"There  you g o , "  I s a i d ,  " g e t t i n g  up a g r i e v a n c e .  Which 
i s  about t h e  wors t  m is ta k e  anyone can make, e s p e c i a l l y  i f  
he has one.  Get r i d  o f  t h a t  sense  o f  J u s t i c e ,  Nosy, or  y o u ' l l  
f ee l  s o r r y  f o r  y o u r s e l f ,  and then  y o u ' l l  soon be dead— bl ind  
and d ea f  and r o t t e n .  (288)

He r e c a l l s  h i s  own l i f e  f i l l e d  w i th  i n j u s t i c e — h is  m o th e r ' s  ignominious

f a t e ,  h i s  own n e g lec t  by f o r tu n e — but h i s  a r t  has saved him: "Walls

have been my s a l v a t i o n .  Nosy. . . .  And above a l l  t h a t  wall  which i s

now no more.  . . .  Yes,  boys ,  I have t o  th a n k  God f o r  t h a t  w a l l .  And

a l l  th e  o t h e r  w a l l s "  (289 ) .  Thus, he t e l l s  Nosy, "Go love w i thou t  th e

he lp  of any th in g  on e a r t h ;  and t h a t ' s  r e a l  ho rse  m eat .  A man i s  more

independent t h a t  way, when he d o e s n ' t  expec t  any th ing  f o r  h im s e l f .

And i t ' s  j u s t  p o s s i b l e  he may avoid g e t t i n g  in a s t a t e "  (289 ) .  When

t h e  a t t e n d a n t  nun c a u t i o n s  him t o  be q u i e t  because he i s  s e r i o u s l y  i l l ,

G u l l e y ' s  response  i s  a lmost gay: "Not so s e r i o u s l y  as y o u ' r e  w e l l .

How d o n ' t  you enjoy l i f e ,  m other .  I shou ld  laugh a l l  round my neck a t

t h i s  minute  i f  my s h i r t  w a s n ' t  a b i t  on t h e  t i g h t  s i d e . "  " I t  would be

b e t t e r  f o r  you t o  p r a y . "  **SamBthing, m othe r"  (289) .  Thus,  though d e f e a t e d

by th e  fo r c e s  of s o c i e t y ,  Gul ley  u l t i m a t e l y  t r iu m p h s :  having remained

t r u e  t o  h i s  own n a t u r e ,  he can laugh in t h e  face  o f  t h e  w or ld .
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Each of  t h e  t h r e e  volumes in t h e  sequence th u s  i l l u s t r a t e s  

C a r y ' s  genera l  theme. Each Ind iv idua l  c r e a t e s  h i s  own "World" and 

f u l f i l l s  h i s  own n a t u r e :  Sara  c r e a t e s  he r  world in he r  homes and i s

happy only when she has a husband and a k i t c h e n  t o  c a r e  fo r  (even o th e r  

p e o p l e ' s  houses— n o ta b ly  Miss S l a u g h t e r ' s  and Wi I c h e r ' s — become he r  

"own home" in he r  c r e a t i v e  im ag in a t io n ) ;  W iIcher  c r e a t e s  a wor ld  of  

f a m i l i a l  t i e s  and m a t e r i a l  a f f e c t i o n s  c o n t r a r y  t o  h i s  e s s e n t i a l  n a t u r e ,  

but u l t i m a t e l y  r e a l i z e s  and f u l f i l l s  t h a t  n a t u r e ;  Gulley c r e a t e s  h i s  

world of pure  imagination th rough  symbolic a r t  and f u l f i l l s  h i s  n a tu r e  

when he "keeps on keeping o n , "  t h a t  i s ,  when he co n t in u e s  t o  c r e a t e .  

Each p r o t a g o n i s t  s u f f e r s  d e f e a t  in h i s  c l a s h  w i th  s o c i e t y :  Sa ra  loses

h e r  homes and is  j a i l e d ;  WiIcher lo ses  h i s  c h e r i s h e d  p o s se s s io n s  and 

is  reduced t o  dependency upon h i s  f am i ly ;  Gul ley  loses  h i s  p a i n t i n g s  

and i s  conf ined  both in p r i s o n s  and in th e  h o s p i t a l .  Thus s o c i e t y  

w ins ,  in a t  l e a s t  e x t e r n a l  ways.  Yet each p r o t a g o n i s t  t r ium phs :  S a ra ,

in t h a t  she p e r s ev e re s  d e s p i t e  s o c i e t y ' s  co n v en t io n a l  m o r a l i t i e s ;

W iIcher ,  in t h a t  he does u l t i m a t e l y  become a " p i l g r i m "  of the  s p i r i t ;  

G u l ley ,  in t h a t  he f o r g iv e s  s o c i e t y  f o r  i t s  i n j u s t i c e s  and c o n t in u e s  

, c r e a t i n g .  Hence, each volume d ram a t izes  C a r y ' s  b a s i c  theme.

However, u n l ik e  t h e  p r e v io u s ly  examined sequences ,  C a r y ' s  F i r s t  

T r i l o g y  has no fo rm ula ic  i n c lu s iv e  s t r u c t u r e .  In t h e  p rev ious  sequence 

p a t t e r n s ,  a s i n g l e  and con t inuous  t r a i n  of  e v en t s  moves th rough a l l  of 

t h e  volumes— t h e  Irene-Soames c o n f l i c t  in The F o r s y t e  Saga, G eorge ' s  

mental  and moral development in The Memoirs of  George S h e rs to n ,  and th e  

Hilda-Edwin r e l a t i o n s h i p  in t h e  Clayhanqer  t r i l o g y .  Each o f  t h e s e  

sequences  e x h i b i t s  a con t inuous  movement from beg inn ing  t o  end, from



288

i n c l u s i v e  i n t r o d u c t i o n  to  i n c l u s i v e  denouement.  But no such s i n g l e ,  

s t r a i g h t - l i n e  p r o g r e s s i o n  of even ts  occurs  in t h e  F i r s t  T r i l o g y .

One might perhaps  make a case  f o r  Sara*s  l i f e - h i s t o r y  as  t h e  

b a s i s  of an i n c l u s i v e  s t r u c t u r e .  Sara  i s  t h e  s i n g l e  f i g u r e  who a p p ea rs  

s i g n i f i c a n t l y  in  each  volume: in t h e  f i r s t ,  she  t e l l s  about he r  you th

and middle age;  in t h e  second ,  she appears  in h e r  o l d e r  age; in th e  

f i n a l  volume, she  d i e s .  One does f in d  here  something l i k e  t h e  l i f e -  

p r o c e s s  development which i s  t h e  b a s i s  o f  many seq u en ces ;  hence,  one 

might  l o g i c a l l y  conclude  t h a t  an i n c l u s i v e  s t r u c t u r e  emerges from t h i s  

development.  However, such a read ing  s e r i o u s l y  d i s t o r t s  t h e  sequence ,  

f o r  i t  d im in ishes  t h e  s i g n i f i c a n c e  of  Wi Icher  and J imson,  whi le  a cc o rd in g  

f a r  too  g rea t  a prominence t o  S a ra .  Moreover,  i t  c o n t ra v en e s  Cary*s 

ex p re ssed  i n t e n t i o n s  in t h e  sequence:

I t  i s  complained of t h i s  t r i l o g y  t h a t  i t  i s  not a 
t r i l o g y  a t  a l l  in t h e  o rd in a r y  sense  o f  t h e  word.  Though 
i t s  t h r e e  p a r t s  cover  t h e  same pe r iod  o f  h i s t o r y ,  they  
a r e  in d i f f e r e n t  s t y l e s ,  about d i f f e r e n t  people  and have 
a very c asu a l  r e l a t i o n  in form. But t h i s  was i n te n d e d .
What I s e t  out t o  do was t o  show t h r e e  p e o p le ,  l i v i n g  each 
in h i s  own world  by h i s  own id e as ,  and r e l a t i n g  h i s  l i f e  
and s t r u g g l e s ,  h i s  tr iumphs  and m is e r i e s  in t h a t  w or ld .
They were t o  know each o t h e r  and have some conn ec t io n  in 
t h e  p l o t ,  but t h e y  would see  comple te ly  d i f f e r e n t  a sp e c t s  
of  each o th e r* s  c h a r a c t e r s . ^ ®

Hence,  because each volume c o n t a i n s  i t s  own r e l a t i v e l y  independent n a r r a 

t i v e  and because no s t r a i g h t  l i n e  of  even ts  moves th roughou t  t h e  e n t i r e  

sequence ,  t h e  F i r s t  T r i lo g y  does not c o n ta in  a co n v en t io n a l  i n c l u s i v e  

s t r u c t u r e .

However, t o  say  t h a t  t h e  F i r s t  T r i l o g y  lacks  c o n t i n u i t y  on th e  

p l a n e  of a c t i o n  i s  not t o  sugges t  t h a t  i t  a l s o  lacks  e i t h e r  t h e  u n i t y  

and coherence e s s e n t i a l  t o  a sequence novel o r  a symbol ic  i n c l u s i v e



289

s t r u c t u r e .  Indeed, i t  I s  u n i f i e d  in fo u r  important ways and does 

c o n t a i n  an i n c l u s i v e l y  s t r u c t u r e d  p a t t e r n  of  symbols.

The f i r s t  o f  t h e s e  bases  of u n i t y  i s  t h e  e p i s t em o lo g ica l  p re 

mises  upon which t h e  sequence  i s  founded. Although t h e s e  premises  a re  

exp lo red  above,  perhaps  C a r y ' s  e x p l i c i t  comments about t h e  sequence a r e  

more p e r t i n e n t  he re :

T h e i r  s i t u a t i o n  . . .  was t o  be t h a t  of  everyone who i s  
doomed o r  b le ssed  t o  be a f r e e  soul  in t h e  f r e e  world and 
s o lv e  h i s  own problems as  he goes th ro u g h  i t .  He must have 
power t o  t h in k  f o r  h im s e l f  and so he must be cu t  o f f  from 
t h e  mass i n s t i n c t s  which jo in  a n t s  and bees in communities which 
have no need t o  t h i n k  and no in d iv id u a l  freedom.

Each of us i s  o b l ig ed  t o  c o n s t r u c t  h i s  own id e a ,  h i s  own
map of  t h i n g s  by which he i s  going t o  f i n d  h i s  way, so f a r
as  he c an ,  though l i f e .  He must d e c id e  what he wants and how 
he s h a l l  ach ieve  h i m s e l f . ? *

In each volume of t h e  sequence ,  e x a c t ly  t h i s  p rocess  o c c u r s :  each

p r o t a g o n i s t ,  a ccord ing  t o  h i s  "map of  t h i n g s , "  a t t e m p ts  t o  " so lv e  h i s

own p rob lem s" ;  each d e c id e s  "what he wants  and how he s h a l l  achieve

h i m s e l f . "  That i s ,  each volume e x em p l i f i e s  C a r y ' s  b a s i c  view of  human

e x i s t e n c e  and r e a l i t y .  Though t h i s  f a c t  in i t s e l f  does not c o n s t i t u t e

a formal u n i t y ,  i t  does i n d i c a t e  t h a t  C a r y ' s  world view p rov ides  a

fundamental  u n i t y ,  w i th o u t  which any mere ly  formal u n i t y  would be

m e a n in g le s s .

A second u n i t y  d e r i v e s  from impor tan t  s i m i l a r i t i e s  among the  

t h r e e  volumes.  The s i m i l a r i t y  o f  t h e  t h e m a t ic  c o n f l i c t  in each volume 

has a l r e a d y  been n o te d .  In a d d i t i o n ,  t h r e e  s i g n i f i c a n t  s i m i l a r i t i e s  

among t h e  p r o t a g o n i s t s  e x i s t .  F i r s t ,  a l l  o f  t h e  p r o t a g o n i s t s  a r e  immoral, 

i f  Judged by s o c i e t y ' s  c onven t iona l  s t a n d a r d s .  Sara  p robab ly  cuckolds  

Monday, l i v e s  as t h e  m i s t r e s s  of  one man and t h e  " w i fe "  of  a t  l e a s t  t h r e e



290

o t h e r s  (J imson,  Robins,  and By I e s ) ,  and s t e a l s .  WiIcher  keeps two 

m i s t r e s s e s ,  burns down h i s  house f o r  t h e  in su ra n ce ,  and exposes h im se l f  

t o  g i r l s  in  t h e  p a rk .  G u l ley  l i v e s  w i th  a s e r i e s  o f  d i f f e r e n t  women 

d e s p i t e  having a legal spouse  in Glasgow, s t e a l s  a lmost any th ing  

p o c k e ta b l e ,  u t t e r s  menaces,  p e r p e t r a t e s  f r a u d s ,  and commits m an s lau g h te r .  

Yet d e s p i t e  t h e se  t r a n s g r e s s i o n s  a g a i n s t  s o c i e t y ' s  codes ,  a l l  a r e  

i n t e n s e l y  moral peop le ,  i f  judged by t h e  s t a n d a r d s  of  C ary 's  world view. 

To Cary,  t h e  only r i g h t  and moral way to  l i v e  i s  in accordance w i th  

t h e  " u n i v e r s a l  c o n s i s t e n c i e s  of  n a tu r e  human and m a t e r i a l . "  Hence, a l l  

t h r e e  p r o t a g o n i s t s  a r e  moral in t h a t  each (though W iIcher  b e l a t e d l y )  

f i n d s  a workable  mode of  l i f e  which f r e e s  and f u l f i l l s  h i s  own e s s e n t i a l  

n a t u r e .

The second s i m i l a r i t y ,  a l s o  a r i s i n g  from C a r y ' s  world view, is

t h a t  each c h a r a c t e r  does succeed  in c r e a t i n g  h i s  own world ,  but s u f f e r s

i n t e n s e l y  th e r e b y .  Cary s e e s  t h a t  t ragedy  i s  t h e  i n e v i t a b l e  concomitant

of man 's  freedom:

F o r  good and e v i l ,  man i s  a f r e e  c r e a t i v e  s p i r i t .  This  
produces  t h e  very queer  world we l iv e  in ,  a world in 
co n t in u o u s  c r e a t i o n  and t h e r e f o r e  con t inuous  change and 
i n s e c u r i t y .  A p e r p e t u a l l y  new and l i v e l y  w o r ld ,  but a 
dangerous one, f u l l  o f  t r a g e d y  and i n j u s t i c e . ^ ^

Sara  c r e a t e s  h e r  " n e s t s "  but lo ses  them; h e r  c h i l d r e n  grow up and go

away; h e r  mates d ie  o r  leave  h e r ;  she grows o ld  and u n a t t r a c t i v e .  Wi Icher

u l t i m a t e l y  c r e a t e s  an a t t i t u d e  of  p i lg r im ag e ,  but in so doing lo ses  much

t h a t  i s  p re c io u s  t o  him— h i s  reve rence  f o r  Lucy and Edward, h i s  f ix ed

c o n c e p t io n s  about l i f e ,  an d ,  worst  of a l l ,  Tolbrook  i t s e l f .  Jimson

c r e a t e s  an a r t i s t i c  v i s i o n  which encompasses e t e r n a l  t r u t h s  about man,

God, and n a t u r e ,  but never  i s  he a b le  t o  comple te  h i s  exp re ss ion  of i t ;
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h i s  symbolic p a i n t i n g s  a r e  a l l  d e s t r o y e d ,  and he i s  m o r t a l l y  wounded. 

Thus ,  a l l  s u f f e r  because of  t h e i r  " f r e e  c r e a t i v e  s p i r i t . "

A t h i r d  and more important s i m i l a r i t y  now a p p e a r s :  d e s p i t e

t h e i r  d e f e a t s  by s o c i e t y  and t h e i r  t r a g i c  l o s e s ,  a l l  accep t  l i f e  as i t  

i s .  Because they  a r e  t r u e  t o  t h e i r  n a t u r e s ,  t h e i r  b a s ic  happiness  stems 

from t h e i r  be in g .  Yet each recogn ize s  t h e  world f o r  what i t  i s  and 

g a in s  happiness  d e s p i t e  t h e  terms of  h i s  e x i s t e n c e  in i t .  Sa ra  c o n fe s s e s  

t o  h e r  "wicked ways" and f e e l s  c o n t r i t e  f o r  aw hi le ,  but c o n t in u e s  w i th  

them. When Blanche and t h e  policeman s e a r c h  her  t r u n k ,  she n e i t h e r  

a rgues  nor  p r o t e s t s ;  she  merely submits  w i thou t  b i t t e r n e s s ,  f o r  she 

re c o g n iz e s  s o c i e t y * s  r i g h t  t o  punish  h e r .  Yet she goes r i g h t  on being 

h e r s e l f ,  keeping house f o r  Robins and Byles ,  and f o r g i v i n g  th e  w o r ld .

WiIcher  r e j e c t s  l i f e  th roughout  most o f  h i s  ad u l th o o d .  He imposes a 

h o s t i l e  l i fe-m ode over h i s  e s s e n t i a l  n a t u r e  when he becomes a c o n s e r v a t o r  

r a t h e r  than  a p i l g r i m ;  only a f t e r  t h e  c o u rse  o f  h i s  f i n a l  two y e a r s  a t  

Tolbrook does he f u l l y  r e a l i z e  and then  f u l f i l l  h i s  t r u e  n a t u r e .  And 

only  then  can he f u l l y  accep t  l i f e  and i t s  p r i n c i p a l  c o n s t i t u t e n t —  

change .  Gul ley a cc e p t s  and loves l i f e ,  even th e  i n j u s t i c e s  which ru ined  

h i s  f a t h e r ,  k i l l e d  h i s  mother and s i s t e r ,  and d e s t r o y  him. Hence, even 

a f t e r  h i s  f i n a l  f a i l u r e ,  he can t e l l  Nosy, "Go love w i thou t  t h e  he lp  of 

a n y th in g  on e a r t h ;  and t h a t * s  r e a l  h o rse  meat .  A man i s  more independent 

t h a t  way, when he d oesn ’t  expec t any th in g  f o r  h im s e l f "  (289) .  All  of 

t h e  c h a r a c t e r s ,  t h e r e f o r e ,  accep t  t h e  wor ld  and t h e i r  own te rms  o f  be ing .

Again t h e s e  s i m i l a r i t i e s  among p r o t a g o n i s t s  g ive  a u n i t y  of 

c o n te n t  r a t h e r  t h a n  a u n i ty  o f  form. However, t h e y  do i n d i c a t e  a formai 

s i m i l a r i t y  among t h e  t h r e e  volumes.  A ll  o f  th e  volumes a re  s t r u c t u r e d
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around t h r e e  major e p i s o d e s :  S a r a ' s  un ions  with  Monday, Jimson, and

W iIch e r ;  W i t c h e r ' s  r e l a t i o n s h i p s  w i th  Lucy, Edward, and B i l l  and Amy;

G u l l e y ' s  e f f o r t s  t o  f i n i s h  The F a l l . The R a i s in g  of L a z a r u s , and The

C r e a t i o n .  All  o f  t h e  ep isodes  move from a c r e a t i v e  su ccess  to  d e f e a t ,

and t h e  s t r u c t u r e  o f  each volume as a whole moves from success  through
81d e f e a t  t o  a s p i r i t u a l  tr iumph fo r  th e  p r o t a g o n i s t .  Hence,  a u n i ty

th ro u g h  s i m i l a r i t y  of  form does e x i s t  in t h e  sequence .

In a d d i t i o n  t o  t h e s e  p a t t e r n s  o f  s i m i l a r i t i e s ,  t h e  F i r s t  T r i lo g y

a c h ie v e s  coherence and u n i t y  in a t h i r d  important way— t h e  complementary

t r i p l e  view of each c h a r a c t e r .  By n a t u r e  and th e  f a c t  o f  h i s  freedom,

each c h a r a c t e r  i s  i s o l a t e d  in h i s  own w o r ld .  Consequent ly ,  h i s  view

of t h e  o th e r  c h a r a c t e r s  i s  n e c e s s a r i l y  f ragmentary  and b i a s e d .  Cary

was aware o f ,  indeed planned t h i s  e f f e c t :

Sa ra  r eg a rd s  h e r s e l f  as a t e n d e r h e a r t e d  c r e a t u r e  whose 
t r o u b l e s  a re  due t o  h e r  good n a t u r e .  T h i s  e s t i m a t e  i s  t r u e .
WiIcher  s ees  in he r  an easygoing m i s t r e s s  who w i l l  c h e r i s h  
him in h i s  d e c r e p i t u d e .  He i s  q u i t e  r i g h t .  Gulley  c a l l s  
h e r  a man g ra b b e r ,  and he is  a l s o  r i g h t .  AM o f  t h e  ideas  
o f  t h e  t h r e e  about each o th e r  a re  r i g h t  from t h e i r  own p o in t  
o f  view.82

However, r a t h e r  than  segment th e  sequence ,  t h e s e  s e p a r a t e  views a c t u a l l y  

he lp  u n i t e  i t .  As t h e  r e a d e r  moves th ro u g h  th e  sequence ,  he s ee s  each 

n a r r a t o r  not only as  he r e v e a l s  h im se l f  but a l s o  as  he i s  revea led  in 

t h e  o t h e r  n a r r a t i v e s :  Jimson and WiIcher  in S a r a ' s ,  Sa ra  and Jimson in

W i I c h e r ' s ,  and S a ra  and Wi Icher in J im son 's .® ^  Thus,  f o r  t h e  r e a d e r ,  

t h e  c h a r a c t e r s  ga in  " th re e -d im e n s io n a l  dep th  from t h e i r  c o n t r a s t i n g  views 

of them se lves  and each o the r . "® ^  Moreover,  t h i s  e f f e c t  i s  in c rem en ta l ;  

as one reads  th rough t h e  sequence,  he g a in s  new i n s i g h t s  from th e  va ry in g  

v iew p o in t s  and th u s  m o d i f ie s  h i s  c o n cep t io n  of  each c h a r a c t e r .
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As he r e a d s ,  t h e  t h r e e  views of  each c h a r a c t e r  fu se  in h i s  imagina t ion  

t o  c r e a t e  a s i n g l e  view of  t h e i r  r e a l i t y .  The e f f e c t  of  t h i s  t r i p a r t i t e  

view of  each p r o t a g o n i s t ,  t h e r e f o r e ,  i s  not d i v i s i o n  but com ple t ion  and 

u n i t y .

The f o u r t h  b a s i s  of  u n i t y  i s  t h e  increment from volume t o  volume 

of th e  n a r r a t o r s *  knowledge of r e a l i t y  in te rms o f  s o c i e t y ,  t im e ,  and 

e t e r n a l  t r u t h .  In t h e  f i r s t  volume, S a ra  l e a r n s  th rough  her  c o n f l i c t  

w i th  s o c i e t y ' s  m o r a l i t i e s  t h a t  o n e ' s  own world i s  p a r t  o f  th e  l a r g e r  

world and t h a t  s o c i e t y  has t h e  power t o  g r ip  and t o  p u n ish .  She s i g n i f i e s  

he r  r e c o g n i t i o n  of t h i s  t r u t h  by her  subm iss iveness  t o  B la n c h e ' s  s ea rch  

and by her p ro fe s se d  r e h a b i l i t a t i o n .  Thus,  though she remains t r u e  t o  

he r  own n a t u r e ,  Sara  l e a r n s  t h a t  one l i v e s  j_n s o c i e t y  and is  s u b j e c t  t o  

i t s  i n j u s t i c e s .  What S a ra  has so p a i n f u l l y  learned  by t h e  end of  her 

n a r r a t i v e ,  Wi Icher  a l r e a d y  knows a t  th e  beginning  of h i s .  Having l ived  

in t h e  g r i p  o f  s o c i a l  fo r ce s  a l l  of  h i s  l i f e  and now s p e c i f i c a l l y  in 

t h e  power o f  h i s  fam i ly ,  Wi Icher  well  knows about  i n j u s t i c e .  But in 

o rde r  t o  ach ieve  h im s e l f ,  he must lea rn  s t i l l  more about l i f e .  What he 

lea rns  i s  t h e  i n e v i t a b i l i t y  of  change. Through remembrance of  t h e  p a s t  

and r a t i o n a l  s c r u t i n y  o f  t h e  p r e s e n t ,  he r e a l i z e s  t h a t  l i f e  in v o lv e s  not 

only i n j u s t i c e  but a l s o  t h e  i n s e c u r i t y  o f  changes  wrought by t i m e .  Only 

a f t e r  accep tance  of t h i s  f a c t  can he f u l f i l l  h i s  t r u e  n a t u r e .  At the  

beginning o f  h i s  n a r r a t i v e ,  Gulley  a l r e a d y  knows what both S a ra  and 

Wi Icher  l e a r n ;  t h e  h i s t o r i e s  o f  h i s  f a t h e r ,  mother ,  and s i s t e r ,  as  well  

as h i s  own c a r e e r ,  have tau g h t  him about both change and i n j u s t i c e .

He a l s o  knows t h a t  man i s  f r e e :  "The f a l l e n  man— nobody's  going  t o  look

a f t e r  him. The poor b a s t a r d  i s  f r e e — a f r e e  and r e s p o n s ib l e  c i t i z e n "
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(THM, 165).  What he le a rns  from h i s  p a in f u l  f a i l u r e s  i s  t h a t  n e i t h e r  

tempora l change nor  s o c i a l  i n j u s t i c e  can d e s t r o y  t h e  e s s e n t i a l  freedom 

o f  man's c r e a t i v e  im a g in a t io n ,  and t h a t  w i th o u t  im ag in a t io n ,  "even 

enough t o  laugh"  fTHM. 165),  one goes mad. He l e a r n s  t h a t  t h e  e t e r n a l  

wor ld  i s  knowable th rough  t h i s  im agina t ion  and t h a t  t o  d i s d a in  t h e  

temporal and u n ju s t  i s  t o  be t r u l y  f r e e  and t o  approach  the  e t e r n a l .

I t  i s  t h i s  t r u t h  he conveys when he says  t h a t  l a u g h t e r  i s  " t h e  same 

t h i n g "  as  p r a y e r .  Thus,  as  t h e  sequence p r o g r e s s e s ,  each volume g a th e r s  

up t h e  t r u t h  le a rned  by t h e  p r o t a g o n i s t  in t h e  p re c e d in g  volume and 

adds t o  i t ;  having reached t h e  c r e a t i v e  im a g in a t io n ,  th e  agency by which 

man c r e a t e s  h i s  own world and p e r c e iv e s  t h e  e t e r n a l ,  t h e  f i n a l  volume 

can  go no f a r t h e r .  Th is  incrementa l  development,  by b u i ld in g  each 

volume on th e  b a s i s  of  t h e  p reced ing  one ,  p ro v id e s  an e x t r a o r d i n a r y  

u n i t y  t o  t h e  sequence .

The F i r s t  T r i l o g y ,  t h e r e f o r e ,  i s  u n i t e d  in fo u r  important ways: 

th ro u g h  th e  e p i s t e m o lo g ic a l  premises  u n d e r ly in g  t h e  sequence;  th rough  

t h e  s i m i l a r  p a t t e r n s  o f  th e m a t ic  c o n f l i c t ,  m o r a l i t y ,  s u f f e r i n g ,  and 

accep tan ce  in each volume; th rough  t h e  complementary t r i p a r t i t e  view of 

each c h a r a c t e r ,  and th rough  t h e  increment of  knowledge learned by t h e  

s u c c e s s iv e  n a r r a t o r s .

However, r a t h e r  th a n  being based upon t h e  sequence o f  e v e n t s ,  

t h e  i n c lu s iv e  s t r u c t u r e  of  t h e  F i r s t  T r i l o g y  o p e r a t e s  on th e  p la n e  of  

th e m a t ic  a b s t r a c t i o n s ;  t h a t  i s ,  i t  depends not on a development o f  a c t i o n  

but upon a p ro g r e s s i o n  o f  symbol ic  s i g n i f i c a n c e s  conveyed in t h e  t h r e e  

p r o t a g o n i s t s .  S ev e ra l  c r i t i c s  have examined t h e s e  t h r e e  as symbols .
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Andrew Wright s ees  them as  r e p r e s e n t a t i v e s  of t h r e e  human ty p e s  which 

appea r  r e p e a t e d ly  in Cary*s f i c t i o n — t h e  e t e r n a l  Woman, t h e  Conserva t ive  

Man, and t h e  F ree  Man.^^ Jack  Wolkenfeld  d i s c u s s e s  them in terms of 

s o c i a l  t y p e s :  Sa ra  i s  lower c l a s s ;  W i lc h e r  i s  upper middle  c l a s s ;  and 

G u l ley ,  having  abandoned t h e  middle  c l a s s  t o  become an a r t i s t ,  i s  

c l a s s l e s s .  Thus, t h e  t h r e e  " t o g e t h e r  r e p r e s e n t  va ry ing  p a r t s  of one 

s i n g l e  t o t a l  s o c i o l o g i c a l  s i t u a t i o n . " ^ ^  Fred  S tockho lde r  su g g es t s  t h a t  

acco rd in g  t o  t h e  S o c r a t i c  t r o p e  in t h e  Symposium they  might r e p re se n t  

" t h e  t h r e e  human f a c u l t i e s  o f  th e  mind."®? S tockholder  a l s o  s u g g e s t s ,
Q O

as does Hazard Adams, t h a t  t h e  p r o t a g o n i s t s  r e p r e s e n t  t h e  Blakean 

f i g u r e s  o f  Woman ( in  v a ry in g  g u i s e s ) ,  U r iz e n ,  and Los®*— t h e  sensual 

and m a t e r i a l ,  t h e  r a t i o n a l  and i n s t i t u t i o n a l ,  and t h e  c r e a t i v e  and 

s p i r i t u a l .

All  o f  t h e s e  r e a d in g s  a re  v a l i d ,  j u s t  as  each c h a r a c t e r ' s  ideas  

about t h e  o th e r s  a r e  r i g h t  from h i s  p o i n t  of view; but none of  t h e  r e a d 

ings seems t o  go q u i t e  f a r  enough in te rm s  of C a r y ' s  whole ep is tem ology .  

Moreover,  t o  impose B l a k e ' s  v i s i o n  upon t h e  whole sequence  is  t o  extend 

beyond i t s  boundar ies  what was in tended  p r i m a r i l y  as a l i t e r a r y  frame 

of  r e f e r e n c e  f o r  G u l le y ;  i t  i s  t o  a c c e p t  G u l l e y ' s  p o in t  of view w i thou t  

r e g a rd  t o  th o s e  of S a r a  and W i lch e r .

A more ba lanced  view, however, s tems d i r e c t l y  from th e  only view

which encompasses t h e  whole sequence— C a r y ' s  ep is temology i t s e l f .  In

d i s c u s s i n g  h i s  work,  Cary has ex p la in ed  something o f  h i s  b e l i e f s :

The f r e e  i n d iv id u a l  person  has a c h a r a c t e r  o f  f e e l i n g .  (We 
c a n ' t  go i n to  how he develope i t — he has— something in -born  
in him—and of  c o u r s e  . . .  something  s p e c i a l  t o  him, h i s  
. . .  own s e t - u p ,  h i s  own m ix tu r e ,  h i s  own complex o f  personal 
f e e l i n g s . )  Of c o u r s e ,  a l l  t h e s e  p e r so n a l  f e e l i n g s  a r i s e  in
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t h e  f i r s t  p la ce  out of  u n iv e r s a l  N a tu re .  He*s a b i t  o f  
u n iv e r s a l  N a tu re .  But as  an i n d i v i d u a l ,  each man uses  
h i s  mind and h i s  imagina t ion  t o  c r e a t e  a world s a t i s f a c t o r y  
t o  h im s e l f .

All  our happ iness  a r i s e s  from t h i s  c e n t r e  of f e e l i n g  in 
o u r s e l f ,  our » s e l f - f e c l i n g , » you s e e .  At any r a t e ,  i t  
can*t be h e lp ed ,  because t h i s  i s  a fundamental c h a r a c t e r  o f  
be ing , d*you s e e ,  i t  i s  a r e a l  and a c t u a l  p a r t  o f  a s i t u 
a t i o n  which s imply  i s ,  i t  s imply e x i s t s .  We d o n ' t  know 
why; i t  i s  something ,  and because i t  i s  t h a t  i t  c a n ' t  be t h a t .
I mean, even a s c i e n t i s t  w i l l  t e l l  you a l l  t h e  t h in g s  t h a t  
God c a n ' t  do,  because He e x i s t s ;  and you can c a l l  i t  a 
p e r f e c t i o n ,  or a l i m i t a t i o n — I mean, they  say e x i s t e n c e  i s  a 
p e r f e c t i o n — b u t ,  because i t  e x i s t s  ' s o ' ,  and not ' t h i s  o t h e r  
w ay ' ,  i t  i s  a l s o  a l i m i t a t i o n ;  and so t h a t  l i f e  i s  sh o t  r i g h t
th rough ,  not only  w i th  h a p p in es s ,  th e  happ iness  of  our f r e e ,
imagina t ive  c r e a t i o n ,  but a l s o  w i th  t h e  t r a g e d y  of  t h a t
s i t u â t  i o n . 90

Herein  l i e s  t h e  c e n t r a l  paradox of C a r y ' s  work: th e  i n d iv id u a l  i s  f r e e ,

but t h e  f a c t  t h a t  he i s  f r e e  i i m i t s  h i s  freedom. Under a n a l y s i s ,  however, 

t h i s  paradox r e s o l v e s  i t s e l f .  Each in d iv id u a l  is  l im i t ed  by t h e  e x t e r n a l  

wor ld  ( the  laws of  n a t u r e  and s o c i e t y )  and by h i s  own c a p a b i l i t i e s .  Each 

in d iv id u a l  i s  c ap a b le  o f  s u f f i c i e n t  i n t u i t i o n  t o  grasp t h e  r e a i i t y  of 

h i s  own n a t u r e ;  t h i s  i s  th e  " s e l f - f e e l i n g "  o f  which Cary s p e a k s .  But

beyond t h i s  c a p a b i l i t y  l i e s  t h e  freedom t o  a c t  upon th e  i n t u i t i o n .  Here

man 's  freedom i s  l im i t e d  not only by the  e x t e r n a l  world (which may in 

many ways p reven t  h i s  a c t i n g  f r e e l y )  but a l s o  by " h i s  own m i x t u r e . "  The 

gap between mind and body which f r e e s  man, Cary s a y s ,  i s  no t  f ix e d  but 

" v a r i e s  from in d iv id u a l  t o  in d iv id u a l  and c o n t i n u a l l y  s h i f t s  i t s  p l a c e . "  

The gap is  not between man and n a t u r e  but i s  " i n  t h e  man, between h i s  

in d iv id u a l  mind s ee k in g  t o  know a t r u t h ,  and t h e  u n iv e r s a l  c o n s i s t e n c i e s  

o f  n a tu r e  human and m a t e r i a l  as recorded  by h i s  s e n s i b i l i t y . " * ^  In o th e r  

words ,  h i s  own p a r t i c u l a r  n a tu r e  and t h e  re sponse s  of  which t h a t  n a t u r e  

makes him capab le  may l im i t  an i n d i v i d u a l ' s  a b i l i t y  t o  a c t  w i th  m ora l .
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r a t i o n a l ,  o r  c r e a t i v e  freedom.

With t h i s  f a c t  in mind, one can r e a d i l y  see  t h a t  each p r o t a g o n i s t  

symbolizes  a c a p a b i l i t y  or degree  of  freedom inh e ren t  in t h e  human 

c o n d i t i o n .  As has  been p r e v io u s ly  no ted ,  each of  th e  p r o t a g o n i s t s  is  

" im p r i so n ed "  a t  th e  moment o f  h i s  n a r r a t i o n ,  as  a r e s u l t  o f  h i s  c o n f l i c t  

w i th  s o c i e t y .  On t h e  symbolic l e v e l ,  o f  c o u r s e ,  each in d iv id u a l  is  

" im p r i so n ed "  by t h e  e x te r n a l  world a g a in s t  which he must f i g h t  t o  c r e a t e  

h i s  own p e r so n a l  w or ld .

Moreover,  each  p r o t a g o n i s t  i s  l im i t e d  by h i s  own n a t u r e  and

r e s p o n s e s .  One of t h e s e  l i m i t a t i o n s  i s  t h e  way he responds  t o  h i s

92i n t u i t i o n s  of  t h e  e t e r n a l  world  of beau ty ,  t r u t h ,  and s p i r i t .  Sa ra

i s  an i n t e n s e l y  ph y s ica l  woman; c o n se q u e n t ly ,  she f e e l s  t h e  e t e r n a l

world and reduces  i t  t o  he r  f a m i l i a r  terms o f  domestic  imagery and

sensua l  d e l i g h t ;

We would s i t  down . . .  and watch t h e  sun going down l i k e  a 
hot penny th rough  green and yellow snapdragon f i r e s ;  you 
cou ld  see  r i g h t  th rough  them in to  t h e  sky behind ,  and above 
t h e  sky was l i k e  a Dutch bowl, b lue  de I f .  Then th e  waves 
seemed t o  come up suddenly  a l l  g l i t t e r i n g  w i th  hundreds and 
th ousands ,  l i k e  cakes  f o r  E a s t e r s  and b i r t h d a y s ,  and t r y  t o  
go on f o r e v e r ,  and only g e t  so  f a r  and b reak  themselves  t o  
p ie c e s  w i th  a mournful n o i s e ,  and f a l l  back w i th  a long s i g h .
I t  made me f e e l  sad  t o  s e e  such waste  o f  t h e i r  work and t o  
t h i n k  o f  i t  going on f o r e v e r ,  but then  i t  was a comfort  t o o ,  
t o  t h i n k  t h a t  they  would always be t h e r e ,  whether  anyone was 
looking o r  n o t ;  such i s  t h e  bounty o f  P ro v id en ce ,  t o  pour 
out p l e a s u r e s .  (HS, 118-119)

Nor i s  Sa ra  a pe rson  o f  deep r a t i o n a l  r e f l e c t i o n .  She always a c t s  impul

s i v e l y ,  w i th o u t  s e l f -k n o w le d g e :  " I  cou ld  n o t  t e l l  whether I had done

a r e l i g i o u s  t h i n g  o r  a bad one .  When I went home a g a in ,  I was in wonder 

and dismay a l l  t h e  even ing .  I t h o u g h t :  What w i l l  I do n e x t? —t h e r e  

seems t o  be n o th in g  I w o u ldn ' t  do" (HS, 6 7 ) .  Without unde rs tan d in g
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h e r s e l f  on t h e  r a t i o n a l  l e v e l ,  Sara  i s  c o n s t a n t l y  s u r p r i s e d  a t  h e r s e l f .  

At t h e  end of he r  n a r r a t i v e  she p r o f e s s e s  t o  have gained  s e l f -k n o w led g e ,  

but subsequent views show t h a t  she  has n o t .  However, she  does l i v e  

c o n s t a n t l y  in accordance  w i th  her  own n a t u r e ;  d e s p i t e  t h e  s t r i c t u r e s  

and cen su re s  of  s o c i e t y ,  she  ever i s  a t  work b u i ld in g  h e r  " n e s t s . "

In t h e s e  a c t s ,  she e x e r c i s e s  he r  moral freedom.

W ilcher  misuses  both moral and r a t i o n a l  freedom befo re  he u l t i 

m ate ly  e x e r c i s e s  both  c o r r e c t l y .  As p r e v i o u s l y  shown, W i lc h e r  imposes 

t h e  r o l e  of c o n s e r v a t o r  over h i s  e s s e n t i a l  n a tu re  of  p i l g r i m ;  hence,  

he su p p re s s e s  h i s  moral freedom. R a t io n a l  freedom is  t h e  c a p a b i l i t y  

t o  reco g n ize  and t o  a c c e p t  new f a c t s ,  but Wilcher uses  reason  t o  r e s i s t  

r e c o g n i t i o n  and a c c e p ta n c e .  As c o n s e r v a t o r ,  he responds t o  an i n t u i t i o n  

from t h e  e t e r n a l  wor ld— t h e  f a c t  of  tempora l change— in a d e s t r u c t i v e l y  

a n a l y t i c  manner:

I f e l t  as i f  t h e  ve ry  e a r t h  were l i q u e f y in g  under my f e e t ,  
as i f  t h e  f a m i l i a r  t r e e s ,  f i e l d s ,  and sky had a c t u a l l y  
m el ted  i n to  some p r i m i t i v e  e lem enta ry  form. . . .  And I ,  
t h e  very  l a s t  i n d iv id u a l  being of  t h e  old  c r e a t i o n ,  though 
s t i l l  s o l i d  in appea rance ,  and c ap a b le  o f  s u p p o r t i n g  a h a t ,  
as  I a s c e r t a i n e d  by to u ch ,  t r o u s e r s ,  um bre l la ,  e t c . ,  as  I 
p e rce ived  by s i g h t ,  was ye t  a l r e a d y  wavering in e s s e n ce ,  
beginning  t o  lose  t h e  shape of  my i d e a s ,  memory, e t c . ,  
p r e p a r a t o r y  t o  t h e  f i n a l  and r a p i d  s o l u t i o n  of  my whole 
i d e n t i t y .  (TBAP. 276)

In t a k i n g  an inven to ry  of  h i s  sensory  im press ions ,  W i lc h e r  a t t e m p ts  t o

c o u n t e r a c t  t h i s  u p s e t t i n g  i n t u i t i o n  w i th  a p rocess  o f  a n a l y t i c  r e a s o n i n g .

Th is  p r o c e s s ,  however, f a i l s  t o  comfort  him. W ilcher  i s  n o t ,  o f  c o u r s e ,

a pe rson  of pure r e a s o n .  He does a c t  im pu ls ive ly  and i r r a t i o n a l l y ;

indeed ,  much of h i s  m ise ry  stems from such  a c t i o n s .  But r e l e a s e  comes

f o r  W ilcher  from a s u s t a i n e d  and e x p l i c i t  r a t i o n a l  p r o c e s s — t h a t  o f  h i s
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remembrance. In th e  " p r i s o n "  of Tolbrook, he rev iews h i s  p a s t ,  under

s t a n d s  t h e  e r r o r s  of h i s  p rev ious  c o n c e p t io n s ,  and compares t h e  p a s t  

w i th  t h e  p r e s e n t .  Through t h i s  p rocess  he r e c o g n iz e s  a u n iv e r s a l  t r u t h  

— t h e  i n e v i t a b i l i t y  o f  change .  More im p or tan t ,  he acc e p ts  t h i s  new 

f a c t ;

I say  no longer ,  *Change must come, and t h i s  change so b i t t e r  
t o  me, i s  a n e c e s sa ry  ransom f o r  what I keep .*  I have su r r e n d e r e d
because I cannot f i g h t  and now i t  seems t o  me t h a t  not change but
l i f e  has  l i f t e d  me and c a r r i e d  me forward on t h e  s t r e am .  (TBAP, 
327-328)

93His accep tance  then f r e e s  W ilcher  t o  f u l f i l l  h i s  n a t u r e  as  p i l g r i m .

M a te r ia l  love .  What i s  m a t e r i a l ?  What i s  t h e  body?
Is  not t h i s  house t h e  house of  s p i r i t s ,  made by g e n e r a t io n s  
of l o v e r s ?  . . .  Why should  I not f e e l ,  when I l i e  in
Eng l i sh  ground, t h e  p a s s io n  of  a s p i r i t  t h a t  b e a t s  in a l l
E n g l i sh  s o u l s ?  (TBAP. 342}

Thus W ilcher  r e p r e s e n t s  r a t i o n a l  freedom—t h e  human c a p a b i l i t y  t o  recog

n i z e  and accep t  new f a c t s .

Gul ley  e x e r c i s e s  both  moral and r a t i o n a l  freedom. He has long 

l ived  in accordance w i th  h i s  n a tu r e  as a r t i s t ,  ever  s in c e  he one day 

began dood l ing  and d is co v e re d  h i s  t r u e  n a t u r e  (THM, 5 1 ) .  In a d d i t i o n ,  

he is  t h e  most i n t e l l e c t u a l l y  honest  and a c u te  o f  t h e  t h r e e .  He accep ts  

new f a c t s ,  p a in f u l  though th e y  be .  For i n s t a n c e ,  e a r l y  in h i s  c a r e e r  

he was a confirmed C l a s s i c i s t :  " l* d  gone th rough  a lo t  t o  ge t  my 

e x p e r i e n c e ,  my t e c h n i q u e ,  and I was going t o  p a i n t  l i k e  t h a t  a l l  my 

l i f e .  I t  was th e  only  way t o  p a i n t "  (THM. 52) But then  he saw a new 

s t y l e  of  p a i n t i n g :  "One day I happened t o  see  a Manet.  . . .  And i t  

gave me t h e  shock o f  my l i f e .  Like a f l a s h  of  l i g h t n i n g .  I t  sk inned 

my eyes f o r  me, and when I came out I was a d i f f e r e n t  man. And I saw 

t h e  world a g a in ,  t h e  world of c o lo u r "  (THM. 5 2 ) .  Unlike  h i s  f a t h e r .
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Who was unable  t o  p e rc e iv e  beauty in a s t y l e  o th e r  than  h i s  own, Gulley  

a c c e p t s  t h e  f a c t  of a new form of  b eau ty .  S i m i l a r l y ,  he i s  a b l e  t o  

accep t  t h e  I n j u s t i c e  in t h e  world— t h e  wretched l i v e s  o f  h i s  s i s t e r  and 

of  P l a n t ,  as  well  as h i s  own m i s f o r t u n e s ,  such as t h e  loss  of h i s  

p a i n t i n g s .

Beyond moral and r a t i o n a l  freedom, Gulley i s  capab le  of  c r e a t i v e  

freedom. AM of  t h e  p r o t a g o n i s t s ,  o f  c o u r s e ,  c r e a t e  t h e i r  own w o r ld s ,  

t h o s e  of  t h e i r  " s e l f  f e e l i n g , *  th rough  t h e i r  im ag in a t io n .  But G u l l e y ' s  

n a t u r e  makes him cap ab le  of  c l o s e r  c o n ta c t  w i th  t h e  e t e r n a l  w o r ld .

Whereas S a ra  f e e l s  i t  and W ilcher  reasons  about i t ,  Gulley s e e s  i t .  He 

im ag in a t iv e ly  t r a n sm u te s  n a tu re  i n to  symbols of t r u t h ;  "Low t i d e ,  dus ty  

w a te r  and a crooked ba r  of  s t r a w ,  ch ick en -b o x es ,  d i r t  and o i l  from mud 

t o  mud. Like a v i p e r  swimming in skim m i lk .  The old s e r p e n t ,  symbol 

o f  n a t u r e  and love"  (THM, 1 ) .  His  a r t i s t i c  v i s i o n s  come " s t r a i g h t  from 

t h e  H o r s e , "  and h i s  p a i n t i n g s  a r e  a t t e m p t s  t o  communicate t h e s e  i n t u i t i o n s .  

That i s ,  Gulley responds  t o  th e  e t e r n a l  world and a t t e m p ts  t o  embody h i s  

i n t u i t i o n s  in h i s  p a i n t i n g s ,  th rough  t h e  agency of  h i s  c r e a t i v e  imagin

a t i o n :

"Because t h e  world of i m a g in a t io n , "  I s a i d  t o  Nosy, " i s  
t h e  world of  e t e r n i t y . "  F o r ,  as  B i l l y  s a y s ,  "There  e x i s t  
in t h a t  e t e r n a l  world th e  permanent r e a l i t i e s  o f  ev e ry th in g  
which we see  r e f l e c t e d  in t h i s  v e g e ta b le  g l a s s  o f  N a t u r e . ”
And, I t h o u g h t ,  in t h e  works o f  Gulley J imson. (THM, 219)

His  freedom t o  e x p re s s  h i s  v i s i o n s  i s  l im i t ed  by th e  e x t e r n a l  world— h is

lack o f  money, t h e  i n d i f f e r e n c e  o f  h i s  p a t r o n s ,  t h e  h o s t i l i t y  o f  r e l i g i o n

and government.  But because Gulley  can c r e a t e  beyond t h e  " s e l f  f e e l i n g , "

he i s  t r u l y  f r e e .  He t r a n s ce n d s  t h e  temporal worlds  of  body and mind

in to  t h e  realm o f  s p i r i t  and e t e r n i t y ;
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Even t h e  wors t  a r t i s t  t h a t  ever  was,  even a one-eyed mental 
d e f i c i e n t  w i th  t h e  shakes  In both  hands who s e t s  out to  
p a i n t  th e  c h ick e n -h o u se ,  can enjoy  t h e  f i r s t  s t r o k e .  Can 
t h i n k .  By God, look what I ' v e  done.  A m i r a c l e .  I have 
t rans fo rm ed  a chunk o f  wood, c a n v a s ,  e t c . ,  i n to  a s p i r i t u a l  
f a c t ,  an e t e r n a l  b eau ty .  I am God. (THM, 161)

The in c lu s iv e  s t r u c t u r e  of th e  sequence  emerges from t h e s e  sym

bol ic s i g n i f i c a n c e s  of t h e  p r o t a g o n i s t s .  I t  r e p r e s e n t s  an ascending
94

expansion  o f  th e  freedoms o f  being p o s s i b l e  in the  human c o n d i t i o n .

I t s  p ro g r e s s  I l l u s t r a t e s  t h e  bases of m an 's  g r e a t e s t  f u l f i l l m e n t ,  the  

f r u i t i o n  of human p o t e n t i a l .  Moral freedom— f i d e l i t y  t o  o n e ' s  n a tu r e —  

i s  t h e  b a s i s  o f  t h e  o th e r  freedoms; w i th o u t  i t ,  no f r u i t i o n  i s  p o s s i b l e .  

Hence,  in terms of t h e  s t r u c t u r e ,  Sara  comes f i r s t .  In te rms of pe rsona l  

r e l a t i o n s h i p s  in t h e  n a r r a t i v e s ,  S a ra ,  be ing  n o n - i n t e l l e c t u a l  and s e n s u a l ,  

cannot f u l l y  unders tand  t h e  mental angu ish  of  Wilcher nor  t h e  c r e a t i v e  

f r u s t r a t i o n s  of  Gulley  ( r a t h e r  l ik e  P e r t e l o t e ,  she b e l i e v e s  t h a t  a 

l a x a t i v e  would cu re  G u l l e y ' s  f r e n z i e s ) .  In t h a t  her  volume p r e s e n t s  

man's  in c e s s a n t  s t r u g g l e  a g a i n s t  th e  e x t e r n a l  world t o  e x e r c i s e  moral 

freedom, i t  i s  t h e  d e f i n i t i o n  of th e  symbolic  i n c l u s i v e  s t r u c t u r e .

However, though a necessa ry  a n t e c e d e n t ,  moral freedom alone  is  

i n s u f f i c i e n t  f o r  t h e  h ig h e s t  human f u l f i l l m e n t .  Beyond t h i s ,  man must 

be capab le  of r a t i o n a l  freedom. To s u r v i v e  among th e  complex problems 

of l i f e ,  man " f i t s  t h e  d i f f e r e n t  e lements  t o g e t h e r  in a coheren t  whole 

and inven ts  a r a t i o n a l  a c t  t o  deal  w i th  i t . " ^  That i s ,  imprisoned in 

t h e  f lu x  and p r e s s u r e s  o f  t h e  ex te rn a l  world  ( p a r t i c u l a r l y  as  m an i fe s t  

in s o c i e t y ) ,  man must be a b l e  t o  p e rc e iv e  and accep t  new f a c t s .  Hence,  

in t h e  symbol ic  s t r u c t u r e ,  W ilcher  comes second .  He r e p r e s e n t s  both 

t h e  dangers  inhe ren t  in misuse  o f  the re a so n  and th e  l i b e r a t i n g  powers 

of  i t s  c o r r e c t  u s e .  In t h e  personal r e l a t i o n s h i p s ,  W i lc h e r  s c a r c e l y
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mentions  G u l ley ,  though he does know him. Sym bo l ica l ly ,  reason  i s  

aware of  but unable  f u l l y  t o  unders tand  th e  rea lm of  th e  c r e a t i v e  

s p i r i t ,  a  p lane  h ig h e r  th a n  i t s  own. On th e  o th e r  hand, W i lc h e r  b e l i e v e s  

t h a t  S a ra  can save him (TBAP, 13, 27 ,  3 0 2 -303) .  I n s t e a d ,  she b e t r a y s  

him. However, W ilcher  had f i r s t  b e t ray ed  Sara  by a l low ing  h e r  t o  go to  

p r i s o n  f o r  s e l l i n g  "some u s e l e s s  t r i n k e t s "  (TBAP, l ) .  In h i s  own l i f e ,  

W ilcher  had be t rayed  h i s  moral freedom by becoming a c o n s e r v a t o r  r a t h e r  

than  a p i l g r i m  and had th e n  defended t h a t  b e t r a y a l  w i th  misused r e a so n .

Not u n t i l  he e x e r c i s e s  h i s  reason  p r o p e r ly  and acc e p ts  t h e  f a c t s  which 

i t  r e v e a l s  t o  him i s  he a b le  t o  f u l f i l l  h i s  t r u e  n a t u r e .  Sy m b o l ica l ly ,  

moral freedom alone  cannot  redeem misused r a t i o n a l  freedom. Man must 

e x e r c i s e  both c o r r e c t l y  b e fo re  h i s  human p o t e n t i a l  can reach  g r e a t e r  

f r u i t i o n .  In t h a t  t h i s  volume i l l u s t r a t e s  t h e  p o s s i b l e  d a n g e r s ,  the  

n e c e s s i t y ,  and t h e  powers o f  r a t i o n a l  freedom, i t  i s  t h e  c r i s i s  of  the  

symbolic  s t r u c t u r e .

The h ig h e s t  f r u i t i o n  of man*s p o t e n t i a l  i s  reached th rough  

c r e a t i v e  freedom. I t  i s  t h i s  which Gulley ach ieves  and which he r e p re 

s e n t s .  Consequent ly ,  h i s  volume i s  t h e  f i n a l  one in t h e  sequence .  In 

t h e i r  pe rsona l  r e l a t i o n s h i p s ,  Gulley t a k e s  money from WiIc h e r  but f e e l s  h i s  

h o s t i l i t y  and lack of  u n de rs tand ing  as  " A b s t r a c t  ph i losophy  w a r r in g  in 

enmity  a g a i n s t  Im ag in a t io n "  (THM, 177) .  From S a ra ,  Gulley  r e c e i v e s  in

s p i r a t i o n  (THM, 37, 7 6 ) ,  but he must r e s i s t  he r  e f f o r t s  t o  dominate 

him (THM, 2 4 4 ) .  S y m b o l ic a l ly ,  c r e a t i v e  freedom must depend upon moral 

and r a t i o n a l  freedom, ye t  must t r a n s c e n d  them; i t  must move beyond body 

and mind in to  the  e t e r n a l  w or ld .  In t h a t  t h i s  volume does i l l u s t r a t e  

t h e  t ranscendency  o f  c r e a t i v e  freedom, i t  i s  t h e  r é s o l u t  ion o f  th e  symbolic
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i n c l u s i v e  s t r u c t u r e .

Thus, d e s p i t e  th e  t h r e e  s e p a r a t e  n a r r a t i v e s  and th e  lack of a 

s t r a i g h t - l i n e  sequence of  e v e n t s ,  a symbolic i n c l u s i v e  s t r u c t u r e  does 

e x i s t  in th e  F i r s t  T r i l o g y .  The p r o t a g o n i s t s  and t h e i r  a c t i o n s  c r e a t e  

t h e  symbolism, and t h e  symbolism c o n s t i t u t e s  t h e  s t r u c t u r e .  Both 

i l l u s t r a t e  C ary ’ s  genera l  theme; each in d iv id u a l  c r e a t e s  h i s  own "world"  

acco rd in g  t o  h i s  own n a tu r e  and , i f  f a i t h f u l  t o  h i s  n a t u r e ,  ach ieves  

t r iumph or t r a g e d y  acco rd ing  t o  t h e  r e l a t i o n s h i p s  o f  t h a t  "w or ld"  w i th  

t h e  e x te r n a l  w o r ld .  In t h e  c o n c r e t e  a c t i o n ,  each  n a r r a t i v e  shows th e  

i n d i v i d u a l ’s n a t u r e  and t h e  c o n f l i c t  o f  h i s  "w o r ld "  w i th  s o c i e t y .  On 

t h e  symbolic l e v e l ,  t h e  sequence as a whole shows n a tu r e s  o f  p r o g r e s s i v e l y  

g r e a t e r  c a p a b i l i t y  f o r  freedom and f o r  a c h ie v in g  t h e  p o t e n t i a l  o f  mankind, 

in t h a t  i t  thus  d e p i c t s  t h e  whole range  o f  human freedoms and of man’s 

r e l a t i o n s h i p s  w i th  s o c i e t y  and t h e  e t e r n a l  w or ld ,  Cary’s F i r s t  T r i lo g y  

c o n t a i n s  a t o t a l  s ta t em e n t  about t h e  human c o n d i t i o n .

Cary c r e a t e s  t h i s  s t a t em e n t  p r i m a r i l y  th rough  h i s  hand l ing  of 

f i c t i v e  t ime and p o in t  o f  view.  His  use of  f i c t i v e  t ime i s  of  e s p e c i a l  

impor tance .  W ith in  each volume of  t h e  sequence ,  two d i s t i n c t  s t r a t a  o f  

t im e  occur :  t h e  p a s t  which t h e  p r o t a g o n i s t  remembers and th e  p r e s e n t ,

toward  which t h e  p a s t  p r o g r e s s e s .  The p a r t i c u l a r  r e l a t i o n s h i p  between 

t h e s e  two s t r a t a  de te rm ines  t h e  s t r u c t u r e  o f  t h e  volume and c h a r a c t e r i z e s  

each n a r r a t o r .

H e r s e l f  S u r p r i s e d  employs an envelope  s t r u c t u r e ;  t h e  p a s t  is  

enc losed  w i th in  b r i e f  scenes  o f  t h e  p r e s e n t .  S a ra  begins  h e r  n a r r a t i v e  

w i th  th e  ju d g e ’s  c onc lud ing  remarks a t  h e r  t r i a l  and h e r  admission  i n to  

p r i s o n ,  and co nc ludes  i t  w i th  h e r  having  accep ted  a commission t o  w r i t e



304

h e r  c o n fe s s io n  f o r  a newspaper .  I n s e r t e d  between t h e s e  beginning  and 

conc lud ing  scenes  o f  Sara  in p r i s o n  i s  t h e  s t o r y  of  h e r  l i f e .  The t im e  

span of  t h i s  n a r r a t i v e  begins  in 1897: S a ra  goes t o  work f o r  th e

Mondays du r ing  th e  Diamond J u b i l e e  (HS, 4 ) .  I t  concludes  w i th  S a r a ' s  

a r r e s t  in t h e  l a t e  summer of  1936* when W i lch e r  begins  h i s  n a r r a t i v e  

a month a f t e r  S a r a ' s  c o n v i c t i o n ,  he remarks t h a t  Ann i s  then  t w e n t y - s i x ;  

s u b se q u e n t ly ,  he i n d i c a t e s  t h a t  she was born in 1910 (TBAP. 111) .

S a r a ' s  h i s t o r y  i s  s t r a i g h t - f o r w a r d  I y c h r o n o l o g i c a l ,  w i th  one 

im por tant e x c e p t io n .  S i g n i f i c a n t l y ,  t h i s  d e v ia t i o n  p re p a r e s  f o r  the  

r e s o l u t i o n  o f  t h e  volume 's  s t r u c t u r e .  S a ra  r e v e a l s  t h a t  even a f t e r  she  

had moved t o  t h e  Ranns Park  c o t t a g e ,  she  had v i s i t e d  w i th  Gul ley  and h i s  

new " w i f e . "  In a b r i e f  r e g r e s s i o n  in t i m e ,  she t e l l s  how she  had met 

Gulley  a t  R o z z i e ' s  fu n e ra l  two years  e a r l i e r ,  had begun t o  v i s i t  him, 

and had s t a r t e d  buying h i s  s u p p l i e s  and pay ing  fo r  Tommy's s ch o o l in g  

(HS, 251-266) .  These expenses  cause  h e r  t o  s e l l  some o f  W i l c h e r ' s  p ro 

p e r t y ,  and t h i s  deed , of c o u r s e ,  causes  he r  a r r e s t  and d o w n fa l l .  Through 

t h i s  r e g r e s s i o n ,  Cary r e v e a l s  important in form at ion  a t  t h e  s t r u c t u r a l l y  

a p p r o p r i a t e  t im e ,  th u s  i n t e n s i f y i n g  th e  e f f e c t  of S a r a ' s  n a r r a t i v e .

The t e x t u r e  o f  h e r  n a r r a t i v e  v a r i e s  because Sa ra  omits l a rge  

s t r e t c h e s  o f  t im e .  Her p r e s e n t ,  f o r  i n s t a n c e ,  c o n ta i n s  an in d e te rm in a te  

number of months in 1936 w h i le  she composes he r  c o n f e s s i o n .  Yet l i t t l e  

t ime seems t o  e l a p s e  du r ing  t h e s e  months ,  f o r  Sara  does not mention any 

e v en t s  which occur  d u r ing  them. S i m i l a r l y ,  du r ing  t h e  t h i r t y - n i n e  y e a r s  

covered  in h e r  h i s t o r y ,  she  focuses  upon t h e  t h r e e  s i g n i f i c a n t  p e r io d s  

when she i s  l i v i n g  w i th  Monday, J imson, and W i lc h e r .  T h i s  omission of 

even ts  dur ing  h e r  p a s t  and p re s e n t  i s  c h a r a c t e r i s t i c  o f  S a ra ,  fo r  when
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she i s  not making a " n e s t , "  she  c o n s id e r s  t h a t  n o th in g  happens.  Techni

c a l l y ,  o f  c o u r s e ,  Cary had t o  omit much m a t e r i a l ,  as  he remarks in h i s  

p r e f a t o r y  no te  (p .  x i ) ,  in o rd e r  t o  c a p tu r e  t h e  e s s e n t i a l  c h a r a c t e r  of 

S a r a .

In te rms of  t h e  n o v e l ' s  s t r u c t u r e ,  a l l  o f  t h e  primary e v en ts  

except t h e  denoument occur  in  th e  p a s t .  L i t e r a l l y ,  Sa ra  i s  be ing  pa id  

only  fo r  h e r  p a s t  and she t h e r e f o r e  r e c o rd s  e s s e n t i a l l y  t h a t .  But 

t h e m a t i c a l l y ,  S a ra  has  moral e x i s t e n c e  only when f u l f i l l i n g  h e r  n a t u r e .  

Hence, s i n c e  h e r  imprisonment i n t e r r u p t s  and p r e v e n t s  t h a t  f u l f i l l m e n t  

and s in c e  she p r o f e s s e s  t o  be r e h a b i l i t a t e d ,  h e r  moral being does e x i s t  

s o l e l y  in h e r  p a s t .

Throughout most of  To Be A Pi I g r im , t h e  p a s t  and t h e  p r e s e n t  

e x i s t  as  p a r a l l e l  s t r a t a .  In h i s  d i a r y  W i lc h e r  r e c o rd s  both t h e  p ro g re s 

s in g  even ts  of h i s  p r e s e n t  l i f e  a t  Tolbrook  and h i s  memories o f  t h e  p a s t .  

The p r e s e n t  of  W i l c h e r ' s  n a r r a t i v e  begins  in t h e  autumn of 1936, one 

month a f t e r  S a r a ' s  imprisonment,  and c o n t in u e s  c h r o n o l o g i c a l l y  f o r  almost 

e x a c t ly  t h r e e  y e a r s ,  ending  in September of  1939. Although h i s  d i a r y  

e n t r i e s  about t h e  p r e s e n t  a r e  i n t e r m i t t e n t ,  t h e  passage  of t im e  is  

measurable  in two ways.  F i r s t ,  W ilcher  o f t e n  remarks upon t h e  p a s s in g  

seasons  o r  sea sona l  s i g n s .  Thus appear  r e f e r e n c e s  t o  autumn c o l o r s  

( p .  4 ) ,  a Janua ry  a f t e r n o o n  (73) ,  A pr i l  (1 0 9 ) ,  an Eng l i sh  summer (130) ,  

February  (187) ,  a s p r i n g  wind (207) ,  summer weeks (234) ,  a snow f a i l  

(290) ,  s p r i n g  c o a t s  (300 ) ,  and September (3 2 3 ) .  Two w i n t e r s ,  two summers, 

and t h r e e  autumns t h e r e b y  c a r r y  t h e  n a r r a t i v e  t o  September o f  1939.

Second, th e  p e r io d  is  a l s o  measurable  th rough  t h e  Robert-Ann s u b p l o t .  

Rober t  and Ann both s t a y  a t  Tolbrook a f t e r  W i l c h e r ' s  r e t u r n  t h e r e ;
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about s i x  months l a t e r  they  marry (2 9 ) ;  t h e i r  c h i l d  Jan  i s  fo u r t e e n  

months old  when Rober t  and Molly leave (209 ) ;  s e v e r a l  months l a t e r  Molly 

has  a c h i l d  and Ann goes t o  see  Rober t  about  a d i v o r c e ;  they  a r e  recon

c i l e d  and r e t u r n  t o  Tolbrook;  in September o f  t h a t  y e a r  Ann i s  f i v e  

months p r e g n a n t .  All  t o g e t h e r ,  n e a r l y  t h r e e  y e a r s  e l a p s e  in t h e  a c t i o n  

o f  t h e  s u b p l o t .

The m a j o r i t y  of t h e  p r imary  s t r u c t u r a l  e lements  of t h e  novel 

occur  dur ing  t h e s e  t h r e e  y e a r s .  W ilcher  hear s  L u cy ' s  vo ice  w h isp e r ,

"To be a p i I g r i n f  ( th e  d e f i n i t i o n ) s h o r t l y  a f t e r  h i s  r e t u r n  t o  Tolbrook .

He th e n  begins  t o  remember h i s  p a s t  ( th e  extended a c t i o n  which c o n s t i 

t u t e s  th e  c o m p l i c a t i o n ) .  He f l e e s  Tolbrook in s e a r c h  o f  Sara  ( t h e  c r i s i s ) . 

Returned  a g a in ,  W ilcher  a c c e p t s  t h e  e t e r n a l  f a c t  o f  change ( t h e  r e s o l u t i o n )  

and thus  a c q u i r e s  peace o f  mind and a s e n s e  of  t r iumph ( th e  denouement) .

The even ts  of  t h e  p r e s e n t ,  t h e r e f o r e ,  a r e  t h e  b a s ic  founda t ion  of  th e  

n o v e l ' s  s t r u c t u r e .

However, i n t e r s p e r s e d  among t h e s e  even ts  a r e  W i l c h e r ' s  memories 

of t h e  p a s t .  They c o n s t i t u t e  t h e  s u b s t a n c e ,  i f  indeed not th e  l i t e r a l  

a c t i o n ,  of t h e  c o m p l i c a t i o n . The t ime span co n ta in ed  w i t h i n  t h e s e  mem

o r i e s  begins about 1873, when W ilcher  i s  a smal l  c h i l d ,  and conc ludes  

w i th  scenes  of  Sa ra  and of  W i l c h e r ' s  t r o u b l e  w i th  t h e  law, in about  1934. 

T h i s  t ime span runs  c h r o n o l o g i c a l l y ,  excep t  f o r  t h r e e  major s c e n e s .

Because t h e s e  t h r e e  ep isodes  a r e  out o f  t h e i r  temporal p o s i t i o n  in th e  

n a r r a t i v e ,  t h e y  a t t r a c t  p a r t i c u l a r  a t t e n t i o n .  Indeed, each i s  e s p e c i a l l y  

im por tant in t h e  s t r u c t u r e  o r  theme of t h e  n o v e l .  The f i r s t ,  in Chapter 

7 ,  n a r r a t e s  t h e  n i n e t e e n - y e a r - o l d  W i l c h e r ' s  f i r s t  enco u n te r  w i th  Puggy 

Brown. Even though he "might have been a b e l l  t uned"  t o  Brown's e v a n g e l i c a l
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c a l l ,  Wilcher f l e e s .  T h i s  scene  d ram a t izes  in th e  p a s t  th e  c o n f l i c t  

d e f in e d  in th e  p r e s e n t  a c t i o n ,  in Chapter 5 .  F u r therm ore ,  i t  e s t a b l i s h e s  

W i l c h e r ' s  t r u e  n a t u r e  as  e s s e n t i a l l y  t h a t  of t h e  " p i l g r i m , "  The second 

important scene ,  in  C h ap te r  149, r e v e a l s  t h e  cause  of  W i l c h e r ' s  f e a r  of 

change— a ch i ldhood  trauma p e r p e t r a t e d  a s  a joke upon him by h i s  b r o th e r s  

and s i s t e r .  This  scene  Is  not p re sen te d  e a r l i e r  in  i t s  p rope r  p lace  

because only a f t e r  W ilcher  has shed h i s  f a l s e  v e n e r a t io n  o f  Lucy and 

Edward through t h e  p ro cess  o f  memory and has accepted  t h e  f a c t  of  change 

can  he bear  t o  t h i n k  of  t h i s  " t o r t u r e  so  extreme,  so  f e a r f u l "  t h a t  i t  

t w i s t s  h i s  h e a r t  even s i x t y  years  l a t e r .  The t h i r d  scene ,  in Chapter 

151, recoun ts  Amy's dea th  in t h e  year  of  the  g re a t  s t r i k e ,  1926. Through 

h i s  remembrance, W ilcher  comes t o  admire Amy, whom he and h i s  family  

c u s to m a r i ly  had r i d i c u l e d .  He now see s  h e r  as t r u l y  a p i l g r i m  s p i r i t .  

Hence,  h i s  memory of he r  calm accep tance  of  dea th  p re p a re s  him t o  d ie  

w i th  equal calmness and f o r t i t u d e .  Th is  a t t i t u d e ,  of c o u r s e ,  i s  p a r t  

of h i s  t r ium ph.

The r e l a t i o n s h i p  of t h e  two s t r a t a  of t ime i s  a p r i n c i p a l  means 

by which Cary c h a r a c t e r i z e s  W ilcher  and e s t a b l i s h e s  h i s  symbolic v a l u e .

As seen in h i s  concern  f o r  p o l i t i c s ,  r e l i g i o n ,  and s o c i a l  i n s t i t u t i o n s  

in g e n e r a l ,  W ilcher  is  more i n t e l l i g e n t  than  S a ra .  However, imprisoned 

a t  Tolbrook, W ilcher  i s  confused  and a f r a i d  o f  d e a th .  His  memories 

become both a de fen se  a g a i n s t  t h e  u n p leasan tn es s  of  th e  p r e s e n t  and an 

e x p l o r a t o r y  means whereby he hopes t o  unde rs tand  what has happened to  

him. But in t h e  p ro c e ss  o f  remembering, he begins  t o  r e e v a l u a t e  h i s  o ld  

c o n cep t io n s  and o p in io n s .  For  i n s t a n c e ,  h i s  f i r s t  memory of  Amy i n v i t e s  

a new a p p r a i s a l  of h e r :  " I  had not be fo re  remembered Amy so  w e l l ,  and
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I f e l t  t h a t  I had done he r  g r e a t  I n j u s t i c e  In he r  life** (105) .  As he

remembers and r e a p p r a i s e s  h i s  p a s t ,  he a l s o  observes  t h e  even ts  of  th e  

p r e s e n t .  Through t h i s  comparat ive  p r o c e s s ,  he moves s lowly toward 

unde rs tan d in g  both h im se l f  and t h e  w or ld .  By th e  t ime he reaches  t h e  

l a s t  ch ro n o lo g ic a l  memory of  h i s  p a s t ,  over  two years  have e l ap se d  In 

t h e  p r e s e n t  and h i s  memories have a r r iv e d  a lmos t t o  where h i s  n a r r a t i v e  

b e g in s .  However, he i s  s t i l l  unable  t o  accep t  what h i s  mind has come 

t o  u n d e rs tan d .  Hence, a f t e r  h i s  t e r r i b l e  dream of  Tolbrook as a c o f f i n ,  

he f l e e s  and a t te m p ts  t o  f i n d  S a ra ,  b e l i e v i n g  t h a t  he w i l l  f in d  peace  

w i th  h e r .  When t h i s  l a s t  p reconcep t ion  from h i s  p a s t  proves  f a l s e ,  he 

r e t u r n s  t o  Tolbrook .  T h e re ,  amidst  th e  now-ruined sp len d o r  of t h e  

Adams s a lo o n ,  he a t  l a s t  a c c e p t s  what both  t h e  pas t  and p r e s e n t  have 

r e v e a le d  t o  him— th e  e t e r n a l  f a c t  of  change . Thus,  through th e  r a t i o n a l  

p r o c e sse s  o f  remembrance and o b s e r v a t io n ,  W i lch e r  i s  a b le  t o  e x e r c i s e  

reason  c o r r e c t l y  and t o  f u l f i l l  h i s  t r u e  n a t u r e .  In t h i s  way Cary employs 

f i c t i v e  t ime t o  s t r u c t u r e  t h e  nove l ,  c h a r a c t e r i z e  W i lch e r ,  and e s t a b l i s h  

him as a symbol o f  r a t i o n a l  freedom.

The temporal s t r a t a  In The Horse*s Mouth p re s e n t  a p a r t i c u l a r l y  

complex s t r u c t u r e .  In t h e  two preced ing  volumes, t h e  p e r io d  d u r in g  which 

t h e  n a r r a t o r s  r eco rd  t h e i r  s t o r i e s  c o n s t i t u t e s  t h e i r  p r e s e n t  t i m e :  Sara

w r i t e s  whi le  in p r i s o n ;  W ilcher  reco rds  t h e  t h r e e - y e a r  span a t  To lb rook .  

Such i s  a l s o  t h e  case  with  Gul ley :  in t h e  h o s p i t a l  as  a r e s u l t  of h i s

s t r o k e  and f a l l  when The C re a t io n  was d e s t r o y e d ,  he d i c t a t e s  h i s  memoirs, 

a p p a r e n t ly  t o  Nosy. G u l l e y ' s  p r e s e n t ,  t h e r e f o r e ,  c o n s i s t s  o f  t h e  p e r io d  

from s h o r t l y  a f t e r  t h e  end o f  h i s  t a l e  u n t i l  h i s  death  in 1940 ( d i s c l o s e d  

in a f o o tn o t e ,  page 2 6 3 ) .  Yet Gulley r e f e r s  t o  h i s  p r e s e n t  t ime  only
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t w i c e ,  both i n s t a n c e s  in a s i n g l e  c h a p te r :

I f ,  whi le  I am d i c t a t i n g  t h i s  memoir, t o  my honorary 
s e c r e t a r y ,  who has  got t h e  a f t e rn o o n  o f f  from t h e  cheese 
c o u n t e r ,  I may make a pe rsona l  e x p l a n a t i o n ,  which won*t 
be pub l i shed  anyhow; I never  meant t o  be an a r t i s t .

Tonigh t  i t  seems t h a t  I can#t  p a i n t  a t  a l l .  .  .  .  I wander 
weeping f a r  away, u n t i l  some o t h e r  t ak e  me up.  The p o l i c e .
I t ' s  q u i t e  t im e .  I 'm  g e t t i n g  to o  o ld  f o r  t h i s  r a c k e ty  
l i f e .  (51,  55-56)

His  ign o r in g  th e  p r e s e n t  i s  i t s e l f  c h a r a c t e r i s t i c  of  J imson.  Although 

he now cannot  p a i n t ,  he i s  s t i l l  a c r e a t o r .  C onsequent ly ,  he c r e a t e s  

w i th  words,  us ing  t h e  only m a t e r i a l  a v a i l a b l e  t o  him, h i s  r e c e n t  l i f e .

I f  he were t o  dwell im a g in a t iv e ly  in t h e  ba r ren  p r e s e n t ,  he might f a l l  

i n t o  b i t t e r n e s s  and d e s p a i r ,  might indeed "wander weeping f a r  away."  

Hence,  he ignores  t h e  b leak  p r e s e n t ,  s c a r c e l y  a l l u d i n g  t o  i t .

B r i e f  though t h e s e  two a l l u s i o n s  be, they  a r e  n e v e r t h e l e s s  

s u f f i c i e n t  t o  e s t a b l i s h  a temporal  r e f e r e n c e  p o i n t  f o r  G u l l e y ' s  p r e s e n t .  

The t a l e  he t e l l s ,  in r e l a t i o n  t o  t h i s  r e f e r e n c e  p o i n t ,  is  t h e r e f o r e  in 

t h e  p a s t .  In t h i s  r e s p e c t ,  t h e  bulk  of  G u l l e y ' s  n a r r a t i v e  does n o t  d i f f e r  

from th e  bulk of  S a r a ' s  o r  W i l c h e r ' s ;  th e  only  d i f f e r e n c e s  a r e  t h a t  most 

o f  G u l l e y ' s  p a s t  i s  more r e c e n t  than  t h e i r s  and t h a t  G u l l e y ' s  n a r r a t i v e  

c o n t a i n s  sev e ra l  s t r a t a  of t h e  p a s t  in a d d i t i o n  t o  th e  primary t im e  of 

t h e  t a l e .

The primary t im e  begins  as  Gulley  walks by th e  Thames "on an 

autumn day"  in 1938 (1 ,  15) .  T h e r e a f t e r ,  t h e  n a r r a t i v e  is  so s w i f t l y  

p aced ,  so f i l l e d  w i t h  d e t a i l ,  and so r i c h l y  dram at ized  t h a t  i t  seems t o  

c o v e r  a lengthy d u r a t i o n .  In t r u t h ,  t h e  t ime covered  is  l e s s  than  a 

y e a r ,  w i th  two c o n s i d e r a b l e  compress ions  inc luded— th e  s i x  months in  j a i l ,  

which Gulley covers  in e x a c t ly  fo u r  and a h a l f  p ag es ;  and th e  month or
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more in th e  Bur l ing ton  h o s p i t a l ,  which he d e a l s  w i th  in l e s s  than  two 

pages .  When he r e t u r n s  from B u r l in g to n ,  he f i n d s  Coker’s l e t t e r ,  da ted  

3 1 /7 /3 9 ,  w a i t in g  f o r  him (2 2 5 ) .  From t h i s  p o in t  u n t i l  th e  d e s t r u c t i o n  

of The C re a t i o n ,  something over a month p a s s e s .  The pr imary t im e ,  t h e n ,  

c h r o n o l o g i c a l l y  spans  from autumn 1938 u n t i l  l a t e r  summer of  1939. I t  

i s  th u s  synchronous w i th  th e  l a t e r  p a r t  of  Wi I c h e r ' s  n a r r a t i v e .

Se t  w i th in  t h e  primary  n a r r a t i v e  a r e  f u r t h e r  mnemonic r e g r e s s i o n s  

i n to  t h e  p a s t .  I n c l u s i v e l y ,  t h e s e  span from when Gul ley was a boy l i v i n g  

w i th  h i s  p a r e n t s  in France  ( e a r l y  1880’s )  u n t i l  h i s  c o n v e r sa t io n  w i th  

W i lch e r ,  about 1932. However, t h e s e  r e g r e s s i o n s  a r e  of t h r e e  d i f f e r e n t  

k in d s ;  t h e  memory of  h i s  f a t h e r ’s f a i l u r e  and h i s  m other’s subsequent  

l i f e ,  remembered ep iso d es  of  h i s  own l i f e ,  and memories of h i s  s i s t e r  

J en n y ’ s l i f e .  None of  t h e s e  r e g r e s s i o n s  i s  e x t e n s i v e ,  th e  longes t  being 

only seven pages ,  and only t h o s e  scenes  in which Gulley p a r t i c i p a t e d  a re  

f u l l y  d ram a t ized .  Yet a l l  o f  t h e s e  r e g r e s s i o n s  a r e  important in under

s t a n d i n g  Gulley  as both c h a r a c t e r  and symbol.  Each s e r v e s  as c o u n te r 

p o in t  t o  G u l le y ’s th o u g h ts  o r  t o  an ep isode  in t h e  pr imary n a r r a t i v e .

For i n s t a n c e ,  when Gulley  i s  a f r a i d  t h a t  he w i l l  be a r r e s t e d  fo r  t e l e 

phoning Hickson,  he t h i n k s ,  "Wei I ,  . . .  I ’ve f i l l e d  a lo t  o f  canvases  

in my t im e .  Qui te  enough f o r  any man. I t ’s  t ime I was done f o r "  (4 7 ) .

He th e n  remembers h i s  m othe r’s s p l e n d i d  devo t io n  t o  he r  husband’ s a r t .

As a r e s u l t  of he r  example,  he i s  then  a b le  t o  r a l l y  h i s  own c o u ra g e .

The ep isodes  from h i s  own l i f e  a r e  s i m i l a r l y  e f f e c t i v e  c o u n te r 

p o i n t s .  The f i r s t  i s  h i s  memory of  how he became an a r t i s t  ( 5 1 - 5 5 ) .  

A pparen t ly  s t im u la t e d  by h i s  r e c o l l e c t i o n  o f  a dwarf whose w i fe  had l e f t  

him, " n o t  because she d i d n ’ t  l i k e  Harry ,  but because th e  ne ig h b o rs  laughed
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When they  went out t o g e t h e r "  ( 5 1 ) ,  Gulley then  g ives  h i s  own "p e r so n a l  

e x p l a n a t i o n "  of  how he never  wanted t o  be an a r t i s t  but became one 

anyway, w i th  d i s a s t r o u s  consequences  t o  h i s  m a r r iag e  and c a r e e r .  Th is  

j u x t a p o s t i o n  seems t o  imply t h a t  Gulley could  no more he lp  being an 

a r t i s t — and th u s  f u l f i l l i n g  h i s  n a tu r e —than  Harry  cou ld  help  being a 

dw arf .  The second ep isode  i s  h i s  remembrance of  WiIcher  (175-177) .

When Gul ley f i r s t  goes t o  o b t a i n  t h e  p a i n t i n g  from S a ra ,  W i l c h e r ' s  name 

e n t e r s  t h e  c o n v e r s a t i o n .  When Gulley t h in k s  o f  t h e  man whom he c o n s i d e r s  

t h e  epitome o f  a s o c i e t y  h o s t i l e  t o  a r t ,  he becomes a l l  th e  more d e t e r 

mined t o  get  t h e  p a i n t i n g  from S a ra .  The f i n a l  ep isode  i s  th e  l e n g t h i 

e s t — G u l l e y ' s  remembrance o f  h i s  a f f a i r s  w i th  Rozzie and Sara  (2 4 3 -249) .  

Moved by h i s  annual v i s i t  t o  R o z z i e ' s  grave and h i s  encoun te r  w i th  Sa ra  

t h e r e ,  Gul ley  remembers how he had s t a r t e d  an a f f a i r  w i th  Rozzie  w h i le  

a l s o  l i v in g  w i th  S a ra ,  how she  had borne h i s  son ,  and how he had g r iev ed  

a t  h e r  d e a th .  P a r t l y  summarized and p a r t l y  d ram a t ized ,  t h i s  r e g r e s s i o n  

a ch iev es  two e f f e c t s .  F i r s t ,  s i n c e  Gulley i s  not a t  t h a t  t ime involved 

r o m a n t i c a l l y ,  h i s  remembrance o f  h i s  p a ss io n  f o r  both Rozzie and Sa ra  

r e v e a l s  a dimension of h i s  c h a r a c t e r  not o th e rw ise  shown. F u r t h e r ,  by 

d e l i n e a t i n g  t h e  n a tu re  of  h i s  e a r l i e r  involvement w i th  S a ra ,  i t  makes 

more c r e d i b l e  t h e  c r i s i s  of  t h e  novel ,  in which Gulley  d e l i r i o u s l y  

imagines  Sa ra  again  p lead in g  w i th  him t o  t a k e  c a r e  o f  h im s e l f .

Perhaps th e  most e f f e c t i v e  c o u n t e r p o i n t s  a r e  t h e  f i v e  remembrances 

of  Jenny .  C o l l e c t i v e l y ,  t h e s e  appear  c h r o n o l o g i c a l l y ,  from J e n n y ' s  

elopement w i th  Ranken in 1888, t o  her s u i c i d e  sometime a f t e r  t h e  8oer  

War. However, G u l l e y ' s  memories a re  i n t e r s p e r s e d  th roughou t  h i s  n a r r a 

t i v e .  When each ap p ea rs ,  c o n sc io u s ly  summoned by G ul ley ,  i t  d i r e c t l y
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comments on the  c u r r e n t  episode or r e v e a l s  G u l l e y ' s  a t t i t u d e s  toward 

l i f e .  For in s t a n c e ,  t h e  f i r s t  occurs  when Gulley f i n d s  P lan t  l i v i n g  

in t h e  doss house (119-122) .  In an e f f o r t  t o  c o u n te r  P l a n t ' s  i n s i s t e n c e  

t h a t  t h e  lo ss  of h i s  hand means something , Gulley t e l l s  him of  J e n n y ' s  

i n g r a t i t u d e  f o r  h i s  p r o t e c t i o n  a g a i n s t  Ranken. Gulley  in tends  t h e  t a l e  

t o  be an example of  l i f e ' s  e s s e n t i a l  i n j u s t i c e ,  but P l a n t  r e f u s e s  t o  

l i s t e n  t o  him. The nex t  t h r e e  segments appear a t  o t h e r  a p p r o p r i a t e  

moments: th e  second where Gulley r e s i s t s  Nosy 's  o b s t i n a t e  a d o r a t io n

of him (150-151);  t h e  t h i r d  while  Gulley  i s  reduced t o  peddl ing  p o s t  

c a r d s  (215) ;  th e  f o u r t h  when P la n t  t h i n k s  t h a t  he has  found th e  meaning 

of  l i f e ,  in having power over t h e  l a v a to ry  key (226-227) .  The f i f t h  

segment i s  p a r t i c u l a r l y  s i g n i f i c a n t .  F e e l in g  t h a t  something unexpected 

w i l l  p reven t  h i s  f i n i s h i n g  h i s  p a i n t i n g ,  Gulley remembers how Jenny 

had committed s u i c i d e  when Ranken had l e f t  h e r :  ” 1 suppose ,  a f t e r  a l l ,  

she  h a d n ' t  h i s  r e s o u r c e s .  He had h i s  new governor  t o  t h i n k  ab o u t .  . . .  

But s h e ' d  only had Rober t  and when he went o f f ,  she had no th ing  and no 

idea  of any th ing”  (2 7 4 ) .  Gulley ,  r e c a l l i n g  h i s  s i s t e r ' s  f a t a l  d e s p a i r ,  

i s  t h u s  a b le  t o  c o n t i n u e ,  fo r  he has something—The C r e a t i o n .

Despi te  t h e  importance of  t h e s e  t h r e e  kinds  o f  mnemonic r e g r e s 

s i o n s ,  however, th e y  account f o r  r e l a t i v e l y  l i t t l e  o f  G u l l e y ' s  n a r r a t i v e ,  

a t o t a l  of only tw enty  pages out o f  th e  289 in t h e  volume. Thus,  t h e  

p r im ary  t ime i s  by f a r  t h e  more prominent  in th e  n a r r a t i v e .  Th is  f a c t  

in i t s e l f  he lps  c r e a t e  th e  symbolic  va lue  o f  G u l ley .  He does not l i n g e r  

ove r  t h e  d e t a i l s  o f  h i s  long d i s t a n t  p a s t ,  as do Sa ra  and W i lc h e r ;  nor  

does he brood upon h i s  p re s en t  l i f e ,  as do t h e y .  R a t h e r ,  he c o n c e n t r a t e s  

upon t h a t  pe r iod  when he was most a l i v e  and most c r e a t i v e .  And though
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he canno t  now p a i n t ,  he can  c r e a t e  In words a memory and a f e e l i n g  of 

t h e  l i v i n g  e t e r n a l  w o r ld .  Th is  achievement ,  o f  c o u r s e ,  i s  h i s  u l t i m a t e  

c a p a b i l i t y  of c r e a t i v e  freedom.

These p a t t e r n s  of  f i c t i v e  t ime in  t h e  s e p a r a t e  volumes c r e a t e  

an ex t rem ely  complex tempora l form in t h e  whole sequence .  Th is  complexi ty  

stems from two f a c t s .  F i r s t ,  th e  p r o p o r t i o n s  of p a s t  t o  p r e s e n t  d i f f e r  

in  each volume: the  envelope  s t r u c t u r e  in H e r s e l f  S u r p r i s e d  c o n ta i n s

l e s s  th a n  t h r e e  pages o f  S a r a ' s  p r e s e n t ,  t o  271 pages of  he r  p a s t ;  in 

To Be A Pi I grim, f i f t y - s i x  c h a p te r s  show t h e  p r e s e n t ,  e i g h t y - e i g h t  record  

t h e  p a s t ,  and e leven  deal  w i th  both ;  w h i le  some f i v e  s e n te n c es  r e p r e s e n t  

t h e  p r e s e n t  in The H o r s e ' s  Mouth, 269 pages  d e p ic t  t h e  r e c e n t  p a s t ,  and 

tw enty  pages revea l  th e  more d i s t a n t  p a s t .  In b r i e f ,  S a r a ' s  n a r r a t i v e  

i s  p r i m a r i l y  about h e r  p a s t ,  w i th  a l i t t l e  o f  he r  p r e s e n t ;  W i l c h e r ' s  i s  

d iv id e d  between h i s  p a s t  and p r e s e n t ,  w i th  h i s  p a s t  p redom ina t ing ;  G u l l e y ' s  

i s  a lmost e x c lu s iv e ly  about h i s  r e c e n t  p a s t ,  w i th  p o r t i o n s  about h i s  

e a r l i e r  l i f e  con ta ined  t h e r e i n .

Second, t h e  sequence  does c o n ta i n  some c h ro n o lo g ic a l  p r o g r e s s .

Some such c h ro n o lo g ica l  development is  n e c e s sa ry  in every sequence nove l ,  

f o r ,  as  W. J .  Harvey p o i n t s  o u t ,  "Consequences can only be analyzed in 

t i m e . ” ^^ In C a r y ' s  s equence ,  t h i s  p r o g r e s s  appea rs  t o  e x i s t  in t h e  tem

p o ra l  r e l a t i o n s h i p  of  each n a r r a t o r ' s  p r e s e n t  t ime  t o  t h e  p reced ing  

n a r r a t o r ' s  p r e s e n t .  That i s ,  t h e  p r e s e n t  in S a r a ' s  n a r r a t i v e  concludes  

in t h e  autumn, p o s s i b l y  September ,  o f  1936. The p re s e n t  in W i l c h e r ' s  

c o n t in u e s  c h r o n o l o g i c a l l y  from l a t e  1936 t o  September of  1939. The 

p r e s e n t  in G u l l e y ' s  volume then  t a k e s  p l a c e  a f t e r  l a t e  summer o f  1939.

Thus ,  a c h ro n o lo g ic a l  p ro g r e s s  in th e  p r e s e n t  does o ccu r .  However,
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in f a c t ,  t h i s  p ro g re s s  i s  a t  bes t  s u p e r f i c i a l .  The only v a l i d  chrono

lo g ic a l  development in t h e  sequence depends not upon th e  moment of 

n a r r a t i o n  but upon th e  r e l a t i o n s h i p s  o f  t h e  p r o t a g o n i s t s .  Thus ,  t h e  

development occurs  not in t h e  p re s en t  but in t h e  p a s t  of H e r s e l f  

S u r p r i s e d , t h e  p re sen t  of  To Be A P i l o r im .  and t h e  pr imary t i m e - - G u l l e y ' s  

r e c e n t  p a s t — of The H o r s e ' s  Mouth.

These  two f a c t s  de te rm ine  th e  temporal p a t t e r n  th rough  which 

Cary ach ie v e s  c e r t a i n  s i g n i f i c a n t  them at ic  e f f e c t s .  The c h ro n o lo g ic a l  

p ro g r e s s  shapes  th e  o r d e r  o f  t h e  volumes. Thus,  H e r s e l f  S u r p r i s e d  i s  

t h e  f i r s t  on th e  b a s i s  o f  t i m e .  S a r a ' s  n a r r a t i v e  e s t a b l i s h e s  temporal 

r e f e r e n c e  p o i n t s  a g a in s t  which l a t e r  even ts  a r e  measured o r  r e a l i z e d .

More im p o r tan t ,  her n a r r a t i v e  e s t a b l i s h e s  t h e  p r i n c i p a l  r e l a t i o n s h i p s  

which a re  developed su b se q u e n t ly  in t h e  sequence— not only h e r  unions 

w i th  Wilcher and G u l ley ,  but  a l s o  t h e  antagonism between Rober t  and 

W ilcher ,  a major c o n f l i c t  in To Be A P i I g r i m , and the  a t t r a c t i o n  between 

Rozz ie  and G ul ley ,  an impor tan t  a spec t  of The H o r s e ' s  Mouth. The chrono

lo g ic a l  development a l s o  p e r m i t s  th e  c u lm in a t io n  o f  t h e se  r e l a t i o n s h i p s .  

In H e r s e l f  S u r p r i s e d . S a ra  becomes G u l l e y ' s  " w i f e "  in 1919, l i v e s  w i th  

him u n t i l  1925, becomes W i l c h e r ' s  housekeeper in 1925 and h i s  m i s t r e s s  

in  1932, and goes t o  p r i s o n  about September o f  1936. In h e r  supposed 

l i f e  t h e r e a f t e r ,  she  s e r v e s  e ig h te en  months,  u n t i l  approx im ate ly  February  

o f  1938, and then  s e t s  up housekeeping w i th  Fred Robins .  In To Be A 

P i I g r i m . W i lch e r  goes t o  s e e  Sa ra  in t h e  s p r i n g  of  1939. She b e t ra y s  

him t o  Rober t  and Ann, and he d i e s  a f t e r  September of  1939. In The 

H o r s e ' s  Mouth. Gul ley and Coker v i s i t  Sara  in t h e  f a l l  o f  1938, and he 

a c c i d e n t a l l y  k i l l s  h e r  in l a t e  summer of  1939. S h o r t l y  t h e r e a f t e r .
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he f a l l s  and then  d i e s  e a r l y  in 1940. Thus,  th e  o rd e r  of t h e  volumes 

i s  f ixed  by t h i s  development in t im e .  The importance of  t h i s  f a c t  l i e s  

in th e  them at ic  p ro g r e s s  of  the  symbolic  i n c l u s i v e  s t r u c t u r e .  In o r d e r  

f o r  Cary t o  emphasize man's expanding c a p a b i l i t i e s  f o r  freedom, the  

p r o p e r  sequence of  r e a d in g  must be i n s u re d ,  and he in s u re s  t h i s  sequence  

th rough  t h e  development of  c h a r a c t e r  r e l a t i o n s h i p s  on th e  level  of  t ime  

and a c t i o n .

However, t h e  r e a l  them at ic  s i g n i f i c a n c e  o f  t h e  F i r s t  T r i l o g y  l i e s  

not in t h i s  development of  r e l a t i o n s h i p s  but p r i m a r i l y  in t h e  whole w or lds ,  

p a s t  and p r e s e n t ,  o f  th e  p r o t a g o n i s t s .  C a r y ' s  i n t e n t i o n  in t h e  t h r e e  

volumes i s  " t o  show t h r e e  peop le ,  l i v i n g  each in h i s  own world by h i s  

own id e a s ,  and r e l a t i n g  h i s  own l i f e  and s t r u g g l e s ,  h i s  t r ium phs  and 

m i s e r i e s  in t h a t  w o r ld "  (EX, i x ) .  Consequent ly ,  t h e  " t h r e e  p a r t s  cover  

t h e  same per iod  of h i s t o r y "  (FT, i x ) .  S a r a ' s  n a r r a t i v e  in c o r p o r a t e s  an 

e n t i r e  t ime span from her  f i r s t  t a k i n g  s e r v i c e  in 1897 t o  h e r  imprisonment 

in 1936. W i l c h e r ' s  c o n ta i n s  a span from when he was about f i v e ,  in 1873, 

u n t i l  September of  1939. G u l l e y ' s  in c lu d e s  a span from h i s  e a r l y  youth  

in F rance ,  in th e  e a r l y  18 6 0 ' s ,  u n t i l  e a r l y  1940. Hence,  each volume 

c o n t a i n s  a pe r iod  of  f o r t y  or  more y e a r s .

The t ime sphe re  of any volume of  f i c t i o n  n e c e s s a r i l y  inc lu d es  

a l l  of th e  f i c t i v e  t ime  in which any s i g n i f i c a n t  a c t i o n  o c c u r s .  In a 

synchronous sequence  n o v e l ,  t h e s e  t im e  sp h e re s  need not be in a b s o l u t e l y  

exac t  c h ro n o lo g ica l  r e g i s t e r .  Indeed , they  p robab ly  cannot be ,  due t o  

t h e  need fo r  some ch ro n o lo g ic a l  development by which consequences may be 

a n a ly zed .  In t h a t  t h e  t h r e e  volumes in C a r y ' s  sequence do "co v e r  t h e  

same p e r io d  of  h i s t o r y , "  they  a r e  t h e r e f o r e  e s s e n t i a l l y  synchronous .
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Through t h i s  synchronous p r e s e n t a t i o n  of t ime sp h e r e s ,  Cary 

a ch iev es  two e f f e c t s  neces sa ry  t o  h i s  b a s ic  theme. F i r s t ,  the  s e p a r a t e  

p r e s e n t a t i o n s  a llow him t o  show th e  p r o t a g o n i s t s  developing  through a 

p e r io d  of  t im e .  According t o  h i s  n a t u r e ,  each p r o t a g o n i s t  makes impor tant 

d e c i s i o n s  or  c h o ice s  which shape h i s  world and th e re b y  reveal  h i s  ch a rac 

t e r .  For  i n s t a n c e ,  S a ra  im puls ive ly  a cc e p t s  Monday's p ro p o s a l ,  W ilcher  

f l e e s  from Brown and l a t e r  from Lucy, and Sul ley abandons h i s  bus iness  

c a r e e r  f o r  a l i f e  o f  c r e a t i v e  a r t i s t r y .  The consequences  of t h e s e  

c h o i c e s ,  obse rvab le  only a f t e r  a passage  of  t im e ,  c o n s t i t u t e  th e  a c t i o n  

th rough  which Cary p r e s e n t s  h i s  genera l  theme. Second, t h e  synchronous 

p r e s e n t a t i o n s  a llow Cary t o  show h i s  p r o t a g o n i s t s '  c h a r a c t e r i s t i c  re sponses  

t o  s o c i e t y  and i t s  temporal changes .  S a r a ' s  responses  t o  s o c i a l  change 

a r e  t y p i c a l l y  d o m es t ic .  For i n s t a n c e ,  when th e  c o u n t r y s id e  around the  

Monday v i l l a  i s  developed in to  a suburb  of  ugly c o t t a g e s ,  Sara  views 

th e  change as  "someth ing you could  not s to p  l ik e  mold in a bread b in"

(HS, 3 9 ) .  W i l c h e r ' s  f e a r  of s o c i a l  change i s  an important a sp ec t  o f  h i s  

c h a r a c t e r .  Thus,  Cary shows Wi I c h e r ' s  f e a r  o f  t h e  p o l i t i c a l  tu rm oi l  

in 1899, of  t h e  a tmosphere  of r e b e l l i o n  in 1906 and 1910, o f  t h e  s w i f t  

c l a s s  and moral decay a f t e r  World War I ,  o f  th e  labor  u n re s t  in tn e  1 9 2 0 ' s ,  

and of  t h e  economic upheaval in t h e  1930' s .  W i l c h e r ' s  long h i s t o r y  of 

f e a r  o f  change th u s  g iv e s  po in t  t o  h i s  accep tance  o f  change as an e t e r n a l  

f a c t  o f  l i f e  a t  t h e  end of  h i s  n a r r a t i v e .  G u l l e y ' s  world i s  c en te re d  

around a r t .  Thus,  Cary shows G u l l e y ' s  consc iousness  o f  s o c i e t y ' s  changing 

t a s t e  in a r t ,  not only  th rough  h i s  f a t h e r ' s  f a i l u r e  from not keeping up 

w i th  t h e  t im es  but a l s o  through G u l l e y ' s  own economic f a i l u r e  from moving 

ahead of  t h e  c u r r e n t  t a s t e .  Hence, t h e  synchronous t ime sphe res  whi^h
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c o n s t i t u t e  h i s  sequence p a t t e r n  enable  Cary t o  show each c h a r a c t e r  and 

h i s  world and t o  e s t a b l i s h  h i s  theme in terms of  the  c o n f l i c t  of each 

c h a r a c t e r  w i th  s o c i e t y .

Much of th e  p re c ed in g  d i s c u s s io n  has a l r e a d y  in d i c a t e d  t h e  fun c t io n  

and n a tu re  o f  t h e  po in t  of  view in the  F i r s t  T r i l o g y : i s o l a t e d  in h i s

own w or ld ,  each p r o t a g o n i s t  n a r r a t e s  h i s  own t a l c  in th e  f i r s t  pe r so n .

Cary was a c u t e l y  aware o f  t h e  l i m i t a t i o n s  of each  kind of n a r r a t i v e  

t e c h n i q u e :

Every s i n g l e  method has i t s  own advan tages  and i t s  own 
l i m i t a t i o n s .  The f i r s t  pe rson  has g r e a t  n a r r a t i v e  f o r c e ,  
but is  exceed ing ly  l i m i t e d  in scope and c o n t e n t .  The 
t h i r d ,  in i t s  c l a s s i c  form, i s  immensely f l e x i b l e  and 
r e v e a l i n g ,  but by t h e  ve ry  f a c t  t h a t  i t  a l low s  a w r i t e r  t o  
be everywhere ,  t o  s ee  e v e r y t h i n g ,  i t  lo ses  c o n v ic t i o n  and 
f o r c e . * '

N e v e r t h e l e s s ,  because i t  b e s t  suppor ted  h i s  g enera l  theme of  t h e  i n d i v i 

d u a l ' s  i s o l a t i o n ,  Cary chose  t h e  f i r s t  person  f o r  h i s  sequence:

We a re  a l l  a lone  in our own w o r ld s .
We can sympathize  w i th  each o t h e r ,  be fond of  each

o t h e r ,  but we can n ev e r  com ple te ly  und e rs tan d  each 
o t h e r .  We a r e  not on ly  d i f f e r e n t  in c h a r a c t e r  and mind, 
we d o n ' t  know how f a r  t h e  d i f f e r e n c e  goes .

T h a t ' s  why each o f  my t h r e e  c h i e f  c h a r a c t e r s  had t o  w r i t e  in
th e  f i r s t  person and re v e a l  h i s  own world in h i s  own s t y l e .
(FT, X)

Thus,  the  p o in t  of  view c o n c r e t e l y  d ram at izes  C a r y ' s  world view and h i s  

theme of i n d iv id u a l  i s o l a t i o n .

Yet from th e  ve ry  n a t u r e  of C a r y ' s  world  view and t e c h n i q u e  a r i s e s  

a p e rp le x in g  problem— t h e  r e l i a b i l i t y  o f  t h e  n a r r a t o r s .  Because each 

in d iv id u a l  i s  a lone  in h i s  own "World ,"  he can n ev e r  com ple te ly  know 

a n o th e r  in d iv id u a l  nor  f u l l y ' a p p r e c i a t e  h i s  v a l u e s .  His view of  everyone 

e l s e  i s  c o lo red  by h i s  own n a t u r e  and th e  n a t u r e  o f  h i s  " w o r l d . "  Hence, 

because he i s  l im i t ed  by h i s  own in d iv id u a l  isms,  t h e  n a r r a t o r  i s  necessarily



318

u n r e l i a b l e .

Numerous i n s t a n c e s  in t h e  F i r s t  T r i l o g y  i l l u s t r a t e  t h a t  each 

n a r r a t o r  i s  u n r e l i a b l e  in c e r t a i n  p o i n t s  o f  d e t a i l ,  u n d e r s t an d in g ,  and 

e v a l u a t i o n .  D isc r ep a n c i e s  in d e t a i l  occur  between t h e  volumes.  For 

i n s t a n c e ,  S a ra  says  t h a t  Gul ley  i s  t h e  "son  of a d o c t o r "  (HS, 79 ) ;

G u l ley ,  on t h e  o th e r  hand, r e v e a l s  t h a t  h i s  f a t h e r  was an a r t i s t  (THM, 

4 7 ) .  S i m i l a r l y ,  S a ra  remarks t h a t  Rober t  had not gone t o  Oxford because 

n e i t h e r  W ilcher  no r  Puggy Brown would pay h i s  fees  (HS, 216, 2 2 0 ) .  How

e v e r ,  W ilcher  says  t h a t  Lucy had l e f t  s u f f i c i e n t  money f o r  R ober tas  

educa t ion  (TBAP, 2 9 7 ) ,  but t h a t  Rober t  had lo s t  a l l  o f  h i s  i n h e r i t a n c e  

in bad s p e c u l a t i o n s  (1 0 ) .

In a more impor tan t  manner o f  u n r e l i a b i l i t y ,  t h e  n a r r a t o r s  f a i l  

t o  unde rs tand  o th e r  c h a r a c t e r s .  S a ra ,  f o r  example,  b e l i e v e s  t h a t  Rozzie  

i s  a s t r o n g - w i l l e d  woman who can w i th s t a n d  any man's  s e d u c t iv e  b l a n d i s h 

ments (HS, 12,  97,  105).  G u l ley ,  however, d i s c o v e r s  t h a t  Rozzie  is  

" a l l  bark  and no b i t e "  (THM, 243 ) ,  t h a t  she  i s ,  in f a c t ,  a y i e l d i n g  and 

complian t  woman. S i m i l a r l y ,  Sara  looks upon th e  young Rober t  as a "good 

young s o u l "  whose roughness  i s  only misguided k in dness  (HS, IBB); conse

q u e n t l y ,  she  mothers  him. W i lc h e r ,  on t h e  o th e r  hand, s e e s  t h e  boy as 

o b s t i n a t e ,  n o i s y ,  d i r t y ,  and in s u b o rd in a te  (TBAP. 3 1 7 ) ;  t h e r e f o r e ,  he 

o f t e n  q u a r r e l s  w i th  him.

The most important a r e a  of  u n r e l i a b i l i t y ,  however, i s  each n a r r a 

t o r ' s  e v a l u a t i o n  o f  th e  o t h e r  p r o t a g o n i s t s .  Because each s e e s  t h e  o t h e r s  

from only h i s  own b ia sed  p e r s p e c t i v e ,  h i s  p r e s e n t a t i o n  of them i s  only 

f r a g m e n ta r y .*8 S a ra  s ee s  Gulley  and W ilcher  each in t u r n  as a "poor  

manny" who needs com for t ing  and encourag ing ;  her view i s  c o lo re d  by her
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n a tu r e  a s  nes t -m aker  and h e r  need t o  e s t a b l i s h  domestic  r e l a t i o n s h i p s .  

Wilcher  s e e s  Sara  as a t r u e  p i lg r im  w i th  a s t r o n g ,  deeply  r e l i g i o u s  

s p i r i t  (TBAP. 8 ,  3 2 0 ) .  He ha rd ly  mentions  G ul ley ,  a f a c t  which i n d i 

c a t e s  t h a t  he p la ce s  no v a lu e  a t  a l l  upon th e  inpecunious a r t i s t .  His 

view i s  determined by h i s  t r o u b l e d  n a tu r e  as  p i l g r i m / c o n s e r v a t o r ,  by h i s  

d e s i r e  f o r  th e  peace t h a t  he b e l i e v es  Sara  can g ive  him, and by h i s  

a n t i p a t h y  of  i n s t a b i l i t y  and moderni ty .  Gulley  s e e s  Sara  as  a h y p o c r i t e  

who can ' 'commit a d u l t e r y  a t  one end and weep f o r  he r  s i n s  a t  t h e  o t h e r ,  

and en joy  both o p e r a t io n s  a t  once" (THM, 22) and as a " t y r a n t  who t r i e d  

t o  put / h i m /  in a b o t t l e  and cork / h i t j ^  up in to  a woman's cup of t e a "  

(THM. 2 4 4 ) .  Yet he a l s o  v a lu e s  Sara  f o r  h e r  v i t a l i t y ,  z e s t  f o r  l i v in g ,  

and e s s e n t i a l  f e m i n i n i t y :  "When you know S a r a ,  you know womankind" (THM.

2 4 6 ) .  He views W i lch e r  a s  one " a l l  e a te n  up w i th  lawfulness  and rage ,  

ready t o  b i t e  h im se l f  f o r  being so r e s p e c t a b l e "  (THM, 175) and as an 

a b s t r a c t  r a t i o n a l i s t  r e ad y  t o  commit murder o r  rape  on p r i n c i p l e .  His 

view, o f  c o u r s e ,  i s  de te rm ined  by h i s  n a t u r e  as c r e a t o r ,  by h i s  need to  

remain f r e e ,  and by h i s  h o s t i l i t y  t o  i n s t i t u t i o n a l i z e d  s o c i e t y .  Thus, 

each p r o t a g o n i s t  v a lu e s  t h e  o th e r s  acco rd in g  t o  t h e  needs o r  a n t i p a t h i e s  

which s p r i n g  from h i s  own p a r t i c u l a r  n a t u r e .  T h e r e f o r e ,  th e  view t h a t  

each g iv e s  i s ,  by i t s e l f ,  u n r e l i a b l e  ev idence  in de te rm in ing  t h e  r e a l i t y  

of any o t h e r  given c h a r a c t e r .  As Cary remarks ,  "All  th e  ideas  of  the  

t h r e e  about  each o t h e r  a r e  r i g h t  from t h e i r  own p o in t  o f  view" (FT, x i v ) .

I f ,  however,  each  n a r r a t o r  p r e s e n t s  an u n r e l i a b l e  view o f  th e  

o t h e r  c h a r a c t e r s ,  how can  a r e a d e r  a s c e r t a i n  t h e  t r u t h  about them? The 

answer,  o f  c o u r s e ,  l i e s  in  t h e  form of  t h e  sequence n o v e l .  Cary p ro v id es  

a c l u e  in  h i s  d i s c u s s i o n  of  a novel as  a t o t a l  symbol;
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The form of a book, page by page,  i s  not the  book, th e  work 
of a r t .  All  t h e s e  s e p a r a t e  pages and c h a p t e r s ,  l i k e  the  
movements of  a symphony, do not have a complete s i g n i f i c a n c e  
u n t i l  t h e  whole work i s  known. They a r e ,  so t o  speak ,  p a r t l y  
in su sp e n s io n ,  u n t i l  a t  t h e  end of  t h e  l a s t  movement, the  
l a s t  c h a p t e r ,  they  suddenly f a l l  in to  t h e i r  p l a c e .  This  i s  
only t o  say  ag a in  t h a t  t h e  s e p a r a t e  forms do no t  possess  t h e i r  
whole co n ten t  u n t i l  t h e  work i s  com ple te .  Tha t*s  why I c a l l  
t h e  book a t o t a l  symbol.  I t  i s  both r i c h e r  th a n  i t s  p a r t s  
and a c t u a l l y  d i f f e r e n t  from them .*9

Though Cary here  speaks  only o f  a s i n g l e  nove l ,  h i s  concept  h o lds  e s p e c i 

a l l y  t r u e  in t h e  l a r g e r  s c a l e  o f  t h e  sequence n o v e l .  Any one o f  t h e  

n a r r a t o r s *  views i s  " p a r t l y  in  su sp en s io n "  u n t i l  t h e  sequence i s  conc luded ,  

and ,  dur ing  t h e  p rocess  of  c o n c lu s io n ,  t h a t  view i s  modif ied  o r  c o r r e c t e d  

by t h e  o th e r  p e r s p e c t i v e s  in t h e  sequence .  The f i r s t  volume r e v e a l s  

S a ra* s  n a tu re  and g ives  he r  n e c e s s a r i l y  b iased  p e r s p e c t i v e  of  W iIcher  

and G u l ley .  At t h i s  po in t  t h e  r e a d e r  has a one-dimensional  view o f  the  

t h r e e  p r o t a g o n i s t s .  The second volume r e v e a l s  W i lcher*s  n a tu re  and 

m o d i f ie s  t h e  r e a d e r ' s  unde rs tan d in g  of  both Wi Iche r  and S a ra .  However, 

because Wi Icher  s c a r c e l y  mentions  G u l ley ,  th e  r e a d e r ' s  impress ion  of  him 

remains  e s s e n t i a l l y  S a r a ' s  v iew. The f i n a l  volume f u l l y  r e v e a l s  Gul ley 

and p rov ides  h i s  view of  Sa ra  and Wi I c h e r .  Consequently ,  a t  t h e  end of 

t h e  sequence,  th e  r e a d e r  has a th ree -d im en s io n a l  view of each c h a r a c t e r :  

S a ra  and Wi Icher  (by in fe re n c e )  on G ul ley ,  Gulley and Sara  on W iIc h e r ,  

and Gulley and Wi Icher on S a r a .  From t h e s e  c r o s s  p e r s p e c t i v e s  emerges 

t h e  knowable t r u t h  about each p r o t a g o n i s t .  Thus, t h e  t o t a l  view which 

t h e  r e a d e r  g a in s  c o r r e c t s  t h e  in d iv id u a l  u n r e l i a b i l i t y .  The whole  of 

t h e  sequence,  t h e r e f o r e ,  i s  "b o th  r i c h e r  than  i t s  p a r t s  and a c t u a l l y  

d i f f e r e n t  from them ."

In summary, C a r y ' s  F i r s t  T r i lo g y  c o n ta i n s  t h r e e  s e p a r a t e  volumes



321

which c o n s t i t u t e  a u n i t e d  whole .  From t h i s  whole s t r u c t u r e  emerges th e  

gene ra l  theme: each in d iv id u a l  c r e a t e s  h i s  own "w or ld"  accord ing  t o  h i s

own n a t u r e  and ach ieves  t r iumph o r  s u f f e r s  t r ag ed y  accord ing  to  t h e  

r e l a t i o n s h i p  of  t h a t  "World"  w i th  t h e  r e s t  of s o c i e t y .  Within  the  

seq u en ce ,  t h e  arrangement of t h e  synchronous t im e  sp h e re s  p rov ides  both 

a c h ro n o lo g ic a l  development,  n e ce s sa ry  f o r  a c u lm in a t io n  o f  th e  pe rsonal  

r e l a t i o n s h i p s ,  and a c o n c e n t r a t i o n  upon th e  c h a r a c t e r s *  s e p a r a t e  " w o r l d s , "  

n e ce s s a r y  f o r  t h e  e x p re s s io n  o f  th e  theme. The f i r s t  person po in t  of 

view bo th  d ram at izes  t h e  e s s e n t i a l  i s o l a t i o n  of each n a r r a t o r  and, in 

com bina t ion ,  c o r r e c t s  t h e  n a r r a t o r s *  in d iv id u a l  u n r e l i a b i l i t y .  Time and 

p o in t  o f  view thus  c r e a t e  t h e  sequence form th rough  which Cary conveys 

h i s  g en e ra l  theme.
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FOOTNOTES: CHAPTER II I

^The C r a f t  of F i c t i o n ,  p .  14.

^Form in L i t e r a t u r e ,  p .  246.

3 | b i d . .  pp.  16-17.

^The Technique of t h e  Novel , p .  320.

5pp . C i t . ,  p .  68.

&The fo l lowing  a n a l y s i s  i s  a s y n t h e s i s  o f  t h e  d i s c u s s i o n  of p l o t  
found in c i t e d  works of Eastman, Grabo, Lubbock, Muir,  S ch s le s  and Kellogg, 
and Weston.

^Weston conce ives  o f  a l l  n a r r a t i v e s  as  be ing  m ot iva ted  by th e  
I n t e n t io n  of  t h e  p r o t a g o n i s t ,  a l l  p lo t  as  be ing th e  a c t i o n  by which th e  
p r o t a g o n i s t  ach ieves  o r  f a i l s  t o  ach ieve  h i s  i n t e n t i o n ,  and form, d ia 
grammatical  ly d e p ic t e d ,  as  approximat ing  a W:

AB =  The Line of  In te n t io n  EF =  The Reversa l  of  th e  C r i s i s
AC — The b a r r i e r  t o  the  I n t e n t i o n  FG =  The C a ta s t ro p h e
CD =  The R eversa l  of  the  B a r r i e r  GB =  The Denouement
DE =  The C r i s i s

Weston*s Form in L i t e r a t u r e  i s  an e x p la n a t io n  and i l l u s t r a t i o n  of  t h i s  
t h e o r y ;  however.  Chapter One, " O u t l i n e  of  Form,"  pp.  15-37, c o n t a i n s  
t h e  bas ic  t h e o r y  and d e f i n i t i o n s .

^Eastman, o£. c i t . .  p .  10.

% r a n e ,  0£ .  c i t . .  p .  6B.

lOSee Crane*s d e f i n i t i o n  o f  t h e s e  t e rm s ,  p .  37f Tn. 21,  above.

TTjohn Galsworthy, "Author*s  P r e f a c e , "  The F o r s y t e  Saga (Memorial 
E d i t i o n ;  New York; Char les  S c r i b n e r ' s  Sons ,  1940) ,  pp .  x T i ,  x i i  i .  All 
subsequent  page c i t a t i o n s  from t h i s  sequence r e f e r  t o  t h i s  e d i t i o n .

IP Of use t o  me in my a n a l y s i s  of  The F o r s y t e  Saga was Ear l  E. 
S t e v e n s '  unpubl ished  d i s s e r t a t i o n ,  "A Study o f  t h e  S t r u c t u r e  o f  John 
G a lsw or thy 's  The F o rsy te  Saga"  (Department o f  E n g l i s h ,  U n i v e r s i t y  of 
North C a r o l in a ,  1963}. However, I d i s a g r e e  w i th  s e v e r a l  o f  Dr.  S t e v e n s '  
c o n c lu s io n s ,  p a r t i c u l a r l y  h i s  c o n te n t io n  t h a t  t h e  old Jo lyon  s t o r y  is  
t h e  main p l o t  and th e  Soames- l rene-Bos inney s t o r y  i s  a s u b p l o t .  Dr. 
S tevens  bases  t h i s  c o n ten t io n  p r i m a r i l y  upon t h e  n o t io n s  t h a t  only in
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o ld  Jolyon do we see  th e  marked c h a r a c t e r  change which i s  nece ssa ry  in 
a main p lo t  and t h a t  upon o ld  Jo lyon  do we most c l e a r l y  see  th e  d i s 
t u r b i n g  e f f e c t s  of  Beauty and P a s s i o n .  In c o n t r a s t ,  I m a in ta in  t h a t  
Soames* c h a r a c t e r  does change , f o r  he grows more obdura te  in h i s  p n s s e s -  
s i v e n e s s ,  a change p e r f e c t l y  s u i t e d  t o  G a l sw o r th y ' s  s a t i r i c  a t t i t u d e  
and purpose .  Moreover,  Soames, being t h e  "man o f  p r o p e r t y , "  more c l e a r l y  
r e p r e s e n t s  t h e  sense  o f  p o s se s s io n  than  does o ld  Jo ly o n ;  and I r e n e ,  whom 
Galswor thy c a l l e d  "a  c o n c r e t i o n  o f  d i s t u r b i n g  B e a u ty , "  ( x i i )  ap p ea rs  
on ly  t a n g e n t i a l l y  in t h e  o ld  Jo lyon  p l o t  but i s ,  o f  c o u rse ,  a c e n t r a l  
c h a r a c t e r  in t h e  Soames s t o r y .  L o g i c a l l y ,  Galsworthy would more probably  
p r e s e n t  t h e  major  f i g u r e s  o f  h i s  t h e m a t ic  c o n f l i c t  in h i s  main p l o t  than 
in  a s u b p l o t .  F u r th e rm o re ,  t h e  Soames p l o t  deve lops  the  theme in  g r e a t e r  
d e t a i l :  of t h e  t h i r t y - t w o  c h a p te r s  in The Man o f  P r o p e r t y ,  e ig h t e e n  deal 
p r i m a r i l y  w i th  t h e  Soames p l o t ,  e i g h t  concern  t h e  o ld  Jolyon s t o r y ,  and 
s i x  p re sen t  e i t h e r  both o r  o th e r  m a t t e r s .  T h e r e f o r e ,  I m a in ta in  t h a t  
no t  t h e  old Jo lyon  but t h e  Soames s t o r y  i s  t h e  main p l o t .

^^Each volume o f  The F o r s y t e  Saga i s  d iv id e d  in to  t h r e e  p a r t s ,  
and each p a r t  s t a r t s  c h a p t e r  enumerat ion anew. However, f o r  c l a r i t y  in 
i n d i c a t i n g  t h e  p rox im i ty  of  one event t o  a n o th e r ,  I s h a l l  simply enum
e r a t e  th e  c h a p t e r s  c o n s e c u t iv e l y  w i th in  each volume.

I^Again I must d i s a g r e e  w i th  Dr.  S te v e n s ,  who s ay s ,  "Soames* 
r a p e  of I r ene ,  a l though  s i g n i f i c a n t ,  i s  not in te rm s  of s t r u c t u r e ,  one 
o f  t h e  p iv o ta l  major  e v en t s  upon which th e  s u b p lo t  t u r n s . "  (o£.  c i t . ,  
2 2 3 ) .  Dr. S tevens  bases  t h i s  c o n te n t io n  upon two p rem ises ;  t h a t  t h e  
ev en t  i s  not c a u s a l l y  s i g n i f i c a n t  and t h a t  i t  i s  no t  d r a m a t i c a l ly  p r e 
s e n t e d  w i th in  t h e  n o v e l .  I m a in ta in  t h a t  t h e  even t  i s  indeed a major 
t u r n i n g  p o i n t .  F i r s t ,  i t  s i g n a l s  a marked change in Soames* b e h a v io r .  
Moving from c a j o l e r y  t o  t h r e a t s ,  Soames— u s u a l l y  governed by c o ld  reason  
— f i n a l l y  r e s o r t s  t o  a p a s s i o n - d r i v e n  a s s e r t i o n  o f  h i s  " p r o p e r ty  r i g h t s "  
o v e r  I r e n e .  Second, t h e  event c o n s t i t u t e s  t h e  d e c i s i v e  t u r n i n g  p o in t  
in  t h e i r  r e l a t i o n s h i p ;  a f t e r  t h i s ,  e i t h e r  I r ene  must submit t o  h i s  
c l a im s  o f  p r o p e r t y ,  as Soames hopes;  o r  e l s e  she  must a c t i v e l y  f o r s a k e  
h e r  m a r r iag e ,  as  she  d o e s .  T h i r d ,  t h e  rape  i s  d i r e c t l y  t h e  cause  of  
Bosinney*s  wra th  and, i n d i r e c t l y ,  o f  h i s  d e a th ;  i t  a l s o  d i r e c t l y  cause s  
l r e n e * s  f l i g h t  from Soames* house,  t h e  r e s o l u t i o n  of  t h e  p l o t .  The event 
would thus  c e r t a i n l y  be c a u s a l l y  and s t r u c t u r a l l y  s i g n i f i c a n t ,  i t  is  
n o t ,  however, d r a m a t i c a l l y  p r e s e n t e d .  In one s e n s e ,  G a lsw or thy 's  t e c h 
n ique  is  roughly  analogous  t o  t h e  decorum of  Greek drama in which hideous 
e v e n t s  occur  o f f s t a g e .  More p r e c i s e l y ,  however,  t h e  n a r r a t i v e  i s  governed 
by Galsw or thy 's  p o in t  o f  view, which never  e n t e r s  I r e n e ' s  t h o u g h t s .  
Consequent ly ,  r a t h e r  th a n  r i s k  an i n e f f e c t i v e  scene  o r  v i o l a t e  h i s  whole 
p a t t e r n  of p o in t  of view, Galsworthy r e f l e c t s  t h e  scene  th rough  Soames* 
c o n s c io u s n e s s .  This  p o in t  w i l l  be d i s cu s sed  more amply l a t e r ,  but one 
can  s ee ,  I b e l i e v e ,  t h a t  t h e  s i g n i f i c a n c e  o f  t h e  event  is  not d im in ished  
by G a lsw or thy 's  method o f  i n d i r e c t  p r e s e n t a t i o n .

^ ^ " I n t r o d u c t i o n "  t o  The Man o f  P ro p e r ty  (New York: C h ar le s
S c r i b n e r ' s  Sons,  1949),  p .  x i v .
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’ **”The F o r s y t e s , "  Yole Review . XIX (Morch,  1030) ,  ' ,4 ', .  

ind the  N o v e l , p .  tb,

^ ^ " I n t r o d u c t i o n , "  p .  x i i .

1*Time and th e  Novel, p .  73.

ZOQuoted in M ar ro t ,  0£ .  c i t . ,  p .  193.

21 I b i d . .  p.  687.

22 | b i d . .  p. 603.

23»bid.

24 | b i d . ,  p. 688.

25 | b i d . ,  p. 720.

26 |b i d . .  p. 688.

27Rhetoric of F i c t i o n , p .  158.

26 Ib id . ,  pp. 67-89 .

2 9 |b i d . .  pp. 155-159.

30stevenson,  "Introduct ion ,"  pp. x - x i ;  Walter Cohen, Jan Struther ,  
and Lyman Bryson, "John Galsworthy: The Forsyte  Saga," Inv i ta t ion  to
Learning. II (Spring, 1952) ,  p. 30; David Daiches,  The Novel and the  
Modern World, (Chicago; U nivers i ty  of  Chicago P r e s s ,  1939),  p. 39.

31Sherston*s Progress ,  p .  245.

32The fo l lowing  method of showing the p lo t  pattern in Sassoon*s  
seguence n e c e s s a r i ly  d i f f e r s  from the method used for Galsworthy*s 
sequence: because i t  must not only show the primary ac t ions  but a l s o  
expla in  the reasons (George’s b e l i e f s  and emotional s t a t e s )  for the  
a c t i o n s ,  the a n a ly s i s  i s  somewhat more d e t a i l e d .

33crane ,  0£. c i t . ,  p.  67.

^ ^ h i s  statement does not imply that no other  pattern could  
achieve  these  purposes or convey t h i s  theme, only that Sassoon mani
f e s t l y  considered i t  more e f f e c t i v e  than any o ther .

^^The R h e to r i c  of  F i c t i o n , p .  155.

3 6 |n  1919, Bennet t  pub l i shed  a n o v e l .  The Rol l  C a l l , which n a r r a t e s
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t h e  e x p e r i en c e s  o f  George Edwin (Cannon) Clayhanger  dur ing  World War I .  
Some c r i t i c s  c o n s i d e r  i t  t o  be t h e  f o u r th  p a r t  o f  t h e  sequence .  However, 
Bennet t*s  own jo u r n a l s  make i t  c l e a r  t h a t  he p lanned  only t h r e e  volumes: 
"Noted ,  f o r  t h i r d  novel In t r i l o g y ,  scene  In t r a i n .  . .  ( e n t r y  fo r  
December l ,  1909; The Jo u rn a l  o f  Arnold B en n e t t .  3 v o l s ,  ^ e w  York: 
V ik in g ,  1 9 3 ^ ,  I ,  3471. The Ro l l  Cal l  i s  e s s e n t i a l l y  a propaganda p iece  
which Bennett  h a s t i l y  w ro te  t o  encourage B r i to n s  t o  g r e a t e r  e f f o r t s  
d u r in g  t h e  War; beyond t h e  f i g u r e  of  George Clayhanger ,  i t  has no 
c o n n ec t io n  w i th  t h e  t r i l o g y ,  e i t h e r  t h e m a t i c a l l y  o r  s t r u c t u r a l l y .

S^New York; Doubleday, Doran and Company, 1939. O r i g i n a l l y  
pub l i shed  in 1910.

3®New York: E. P .  D u t ton ,  1911.

39New York; George H. Doran Company, 1915.

dOpour Contemporary N o v e l i s t s  (New York: Macmillan,  1930),
p .  90,

4Tjames Hall  p o i n t s  ou t one minor l i m i t a t i o n  of p o in t  o f  view: 
Bennett  "abandons a l l  a t tem p t  . . .  t o  e n t e r  In to  Darius* m ind ,"  a f t e r  
t h e  old  man*s i n i t i a l  s t r o k e .  (Arnold B en n e t t ;  P r im i t i v i s m  and Tas te  
2 ^ e a t t l e :  U n i v e r s i t y  o f  Washington P r e s s ,  1 9 5 ^ ,  p .  104. Through t h i s
l i m i t a t i o n ,  Bennett  d im in ish e s  t h e  f o r c e f u l n e s s  o f  Darius* c h a r a c t e r  
and emphasizes t h a t  of Edwin.

42 joyce  Cary,  F i r s t  T r i l o g y  (New York: Harper  and B ro th e r s ,
1958) .  Subsequent r e f e r e n c e s  a r e  t o  t h i s  one-volume e d i t i o n ;  however,  
s i n c e  each novel i s  p ag in a ted  s e p a r a t e l y ,  i n d iv id u a l  t i t l e s  w i l l  be 
used where p e r t i n e n t .

43 joyce  Cary,  Art  and R e a i i t y  (New York: Harper and B r o th e r s ,
1958),  p .  158. Also see  Lord David C e c i l ,  "The N o v e l i s t  At Work ,"
Adam I n t e r n a t i o n a l  Review. XVIII (November-December, 1950),  18.

^ A r t  and R e a l i t y , p .  112. See a l s o  Malcolm Cowley ( e d . ) .  W r i t e r s  
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CHAPTER IV 

CONCLUSION

From th e  p reced ing  c h a p t e r s ,  one can s e e ,  I b e l i e v e ,  t h a t  a 

sequence novel i s  not merely a q u a n t i t a t i v e  a m p l i f i c a t i o n  of  an o r d i n a r y  

n o v e l ,  but a d i f f e r e n t  genre  w i th  a d v an tag es ,  l i m i t a t i o n s ,  and formal 

c h a r a c t e r i s t i c s  of  i t s  own. That  such major n o v e l i s t s  as T r o i lo p e ,  Z o l a ,  

P r o u s t ,  Galsworthy,  Ford ,  F a u lk n e r ,  Waugh, and Cary have employed i t  

i n d i c a t e s  i t s  prominence in t h e  h i s t o r y  of  f i c t i o n .  That contemporary 

w r i t e r s  suçh as  Snow, Powel l ,  and O u r r e l l  s t i l l  u se  t h e  sequence novel 

shows i t s  con t inued  impor tance .  However, p o s s ib ly  due t o  the  c o n fu s in g  

p l e t h o r a  of c r i t i c a l  d e s ig n a t io n s  and t h e  r e s u l t a n t  f a i l u r e  t o  re c o g n ize  

i t  as  a d i s t i n c t  gen re ,  a method o f  formal a n a l y s i s  f o r  t h e  sequence 

novel y e t  remains  t o  be c o n c i s e ly  a r t i c u l a t e d .  Perhaps  th e  fo l low ing  

q u e s t i o n s  and d i s c u s s io n  may p rov ide  a b a s i s  fo r  such a method and f o r  

subsequent  s t u d i e s .

Does t h e  sequence possess  an e s s e n t i a l  u n i t y ?  Is  t h i s  u n i t y  

ach ieved  from volume t o  volume by c o n t i n u i t y  o f  p l o t ,  o f  c h a r a c t e r ,  of s e t 

t i n g ,  or of theme? These  e lements  may appear  w i th  v a ry in g  degrees  of 

im por tance ,  accord ing  t o  t h e  a u tho r*s  need, but o f  e s p e c i a l  importance 

i s  t h e  p resence  of a s i n g l e ,  major theme. I f  t h e  demands of  the  theme 

r e q u i r e  t h e  a u th o r  t o  forgo c o n t i n u i t y  of p l o t ,  as  a sequence such as

C a r y ' s  may do, does t h e  a u th o r  ach ieve  u n i ty  among t h e  volumes in o t h e r
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ways, pe rhaps  by r e p e t i t i o n  or  increment o f  s t r u c t u r a l  p a t t e r n s ?

Does the  sequence ach ieve  u n i ty  of  e f f e c t ?  I t  perhaps  i s  a 

measure of  t h e  f a i l u r e  o f  a sequence novel i f  r e a d e r s  can i s o l a t e  one 

volume and say  t h a t  i t  a lo n e  i s  worth  r e a d in g ,  as  some do w i th  G a lsw or thy 's  

The Man o f  P roper ty  o r  W h i t e ' s  The Sword in  t h e  S to n e .  I f ,  on th e  o th e r  

hand, t h e  sequence ach ie v e s  a u n i t y  o f  e f f e c t ,  th rough  which each s i n g l e  

p a r t  i s  p r o p e r ly  s u b o r d in a t e  t o  t h e  whole and t h e  whole seems r i c h e r  

and more s i g n i f i c a n t  th a n  any p a r t ,  th e n  th e  sequence can be con s id e red  

an a r t i s t i c  and formal s u c c e s s .

Does t h e  sequence c o n ta i n  a v i a b l e  i n c l u s i v e  s t r u c t u r e ?  Is  th e  

s t r u c t u r e  based upon p l o t  o r  upon an increment of symbolic s i g n i f i c a n c e s ?  

Whatever t h e  b a s i s ,  t h e  i n c l u s i v e  s t r u c t u r e  must move from beginning 

th rough  a middle  t o  an end .  The a u th o r  must in su re—whether  by chrono

logy o r  o t h e r  means— t h a t  t h e  p rope r  o r d e r  of  r ead in g  i s  fo l lowed .  The 

f i r s t  volume in a sequence p rov ides  t h e  b a s i s  from which subsequent 

volumes p roceed ;  i t  s t r i k e s  th e  th e m a t ic  no te  and e s t a b l i s h e s  t h e  bas ic  

c o n f l i c t s  which fo l lowing  volumes modula te  or c o n t i n u e .  The whole work, 

i f  s u c c e s s f u l ,  then becomes a harmonious p ro g r e s s  toward r e s o l u t i o n .

I f  th e  s t r u c t u r e  i s  based upon p l o t ,  i s  t h e  p l o t  one of  a c t i o n ,  

c h a r a c t e r ,  o r  though t?  I t  is  p o s s i b l e ,  as D u r re l l  p roves  in t h e  Alexan

d r i a  Q u a r t e t , f o r  one volume t o  have a p l o t  o f  a c t i o n ,  a n o th e r  t o  have 

a p l o t  o f  c h a r a c t e r ,  and t h e  whole i n c l u s i v e  p l o t  t o  be one of t h o u g h t .

Hence, a r e  t h e  p l o t s  o f  t h e  s e p a r a t e  volumes s i m i l a r  in  n a t u r e  and, i f

n o t ,  what e f f e c t  do t h e  v a r i a t i o n s  have upon t h e  whole?

What i s  the  r e l a t i o n s h i p  between th e  s i z e  of t h e  sequence and

th e  a rrangement of pr im ary  s t r u c t u r a l  e lements  w i th in  t h e  whole? The
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p reced ing  e s s a y s  examine t h e  s h o r t e s t  p o s s i b l e  k ind of  sequence n o v e l ,  

in them, m ajor  i n c id e n t s  in t h e  s e p a r a t e  volumes c o n s t i t u t e  primary 

s t r u c t u r a l  e lem ents  in t h e  whole sequence.  Fo r  i n s t a n c e ,  th e  c r i s i s  

of  The Man of  P ro p e r ty  i s  a l s o  t h e  d e f i n i t i o n  o f  th e  i n c lu s iv e  s t r u c t u r e  

in The F o r s y t e  Saga . But j u s t  as  s t r u c t u r a l  e lements  in a r e g u l a r  novel 

a r e  l i k e l y  t o  be more d e t a i l e d  and hence longe r  than  th o se  in a s h o r t  s t o r y ,  

so s t r u c t u r a l  e lements  in a long sequence w i l l  p robab ly  be more expansive  

than  th o s e  in a s h o r t  s eq u en ce .  Thus,  in an ex tremely  long sequence 

such as  Will iamson*s  t h i r t e e n - v o l u m e  A C h ro n ic le  of  Ancient S u n l ig h t  or  

R i c h a r d s o n ' s  twelve-volume Pi I gr im age, s t r u c t u r a l  elements  might well  

be not i n c i d e n t s  but e n t i r e  volumes.

Is t h e  sequence open o r  c l o s e d ?  Does i t  reach  a p rope r  r e s o l u t i o n  

of  p lo t  and u l t i m a t e  r e v e l a t i o n  of  theme? Some sequences ,  such as  Lewis '  

in tended ChiIdermass  t e t r a l o g y ,  a r e  open because t h e  a u th o r  d ied  before  

i t s  com ple t ion ;  o t h e r s ,  such  as  P o w e l l ' s  Dance t o  th e  Music of  Time, a re  

open s imply because th e  a u t h o r  has not ye t  f i n i s h e d  w r i t i n g  i t .  Though 

th e  q u e s t io n  may seem obv ious ,  one must n e v e r t h e l e s s  ask i t :  s i n c e  what

e x i s t s  i s  an u n f in i sh e d  work, does i t  po s se s s  s u f f i c i e n t  m e r i t  t o  out

weigh i t s  incom ple teness?

Does t h e  a u th o r  c a r r y  h i s  sequence to o  f a r ?  Some c r i t i c s  i n s i s t  

t h a t  G a lsw o r th y ' s  p u r s u i t  o f  c h a r a c t e r s  i n t o  a second and t h i r d  t r i l o g y  

beyond The F o r s y t e  Saga d i l u t e s  t h e  s t r e n g t h  o f  t h e  f i r s t .  S i m i l a r l y ,  

some contend t h a t  The Las t  P o s t ,  t h e  f i n a l  volume of F o r d ' s  P a r a d e ' s  End.

i s  an e x c r e sce n se  w ar ran ted  n e i t h e r  by theme no r  p l o t  r e q u i r e m e n ts .

One problem o f  any n o v e l i s t  i s  t o  draw t h e  c i r cu m fe ren ce  of  h i s  work 

p r e c i s e l y — n e i t h e r  t o  omit impor tan t  m a t t e r s  n o r  t o  admit i r r e l e v a n c i e s .

A sequence n o v e l i s t ,  e s p e c i a l l y ,  must make c e r t a i n  t h a t  t h e  " r e l a t i o n s
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/ t h a ^  s to p  nowhere" indeed appea r  t o  do s o .  F u l f i l l m e n t  of p l o t  and 

theme requ i rem en ts  would here  be t h e  c r i t e r i a  fo r  judgment.

How do th e  m ajor  formal d e te rm in a n ts— f i c t i v e  t ime and p o in t  of 

view— f u n c t io n ?  In g e n e r a l ,  t h e  two p r i n c i p a l  v a r i a t i o n s  of each of  

t h e s e  permit  c e r t a i n  Important e f f e c t s  in a sequence n o v e l .  A sequence  

in t h e  t h i r d  person p e rm i t s  an a u th o r  t o  focus upon many c h a r a c t e r s  and 

t o  fo l low  them through  s e v e r a l  o r  a l l  volumes,  w i th  equal I n t e n s i t y .  

Moreover,  i t  a l lows him t o  develop s u b p lo t s  in g r e a t e r  number and in 

g r e a t e r  d e p th .  Thus,  both c h a r a c t e r  and events  may expand in th e  t h i r d  

p e r s o n .  On th e  o th e r  hand, a sequence  In th e  f i r s t  pe rson ,  p a r t i c u l a r l y  

i f  t h e  n a r r a t o r  a l s o  be t h e  p r o t a g o n i s t ,  permits  an au tho r  t o  focus  u s u a l l y  

upon only one major c h a r a c t e r .  I t  a l s o  l im i t s  t h e  development of s u b p l o t s .  

In t h a t  t h e  n a r r a t o r  i s  r e s t r i c t e d  by th e  demands o f  v e r s i m i I I t u d e  t o  

r e p o r t i n g  only what he o b se rv es ,  h e a r s ,  or e x p e r i e n c e s ,  then  c h a r a c t e r  

and even ts  c o n t r a c t .  However, t h e  f i r s t  person o f t e n  can more pow er fu l ly  

convey a s t o r y  than  t h e  t h i r d  p e r s o n .

In a ch ro n o lo g ic a l  sequence ,  events  may be p re sen te d  a t  g r e a t  

l e n g th .  An au tho r  may c h r o n i c l e  s e v e r a l  g e n e r a t i o n s  o f  a family  th rough  

whole h i s t o r i c a l  e r a s ,  o r  may a n a ly z e  In d e t a i l  a s i n g l e  c h a r a c t e r  In a 

sequence  of e v e n t s ;  In e i t h e r  c a s e ,  t h e  c h ro n o lo g ic a l  arrangement a l low s  

a d e n s i t y  of t e x t u r e  not o r d i n a r i l y  o b ta in a b le  In a s i n g l e  n o v e l .  The 

c h ro n o lo g i c a l  p a t t e r n  th u s  ga in s  an i n t e n s i f i c a t i o n  o f  p l a u s i b i l i t y  from 

c a r r y i n g  t h e  same c h a r a c t e r s  th ro u g h  s ev e ra l  volumes.  In a synchronous  

sequence ,  even ts  a r e  segmented.  The same even ts  o r  d i f f e r e n t  ones a re  

p r e s e n t e d ,  a l l  o c c u r r in g ,  by d e f i n i t i o n .  In t h e  same general  p e r io d  of 

t i m e .  The synchronous t ime sp h e r e s  need no t ,  however,  be in a b s o l u t e
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tem pora l  r e g i s t e r .  Indeed,  in o r d e r  t o  f a c i l i t a t e  a p l o t  r e s o l u t i o n  o r  

t h e m a t i c  c u lm in a t io n ,  some c h ro n o lo g ic a l  development i s  u s u a l l y  n e c e s s a r y .  

But in  t h a t  t h e  t ime sp h e res  do o v e r l a p ,  a synchronous sequence pe rm i ts  

an a u t h o r  t o  emphasize t h e  s i m u l t a n e i t y  and m u l t i p l e x i t y  of  man*s 

e x i s t e n c e .

From t h e s e  v a r i a t i o n s  o f  t ime  and p o in t  o f  view emerge t h e  formal 

p a t t e r n  of t h e  e n t i r e  sequence :  t h i r d - p e r s o n  c h r o n o l o g i c a l ,  f i r s t - p e r s o n

c h r o n o l o g i c a l ,  t h i r d - p e r s o n  synchronous ,  f i r s t - p e r s o n  synchronous,  o r  a 

m o d i f i c a t i o n  t h e r e o f .

Thus,  a l though  they  a re  impor tan t  in any p i e c e  of f i c t i o n ,  t ime 

and p o in t  of view become t h e  c a r d i n a l  concerns  o f  a c r i t i c  of  t h e  sequence 

n o v e l ,  fo r  they  c r e a t e  t h e  form th rough  which t h e  a u th o r  conveys h i s  

g e n e ra l  theme.
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