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COMPUTERISED

FOREWORD

It is with great pleasure that 1 write this Foreword 1o the edited
proceedings of the seminar on Lyrical Ballads and its -'I.rgﬂr:.' 2 A
Reappraisal hosted by the English Depanment ol "'l’i‘l"ﬂk-ﬁl’l-‘ll‘_lﬂ-l
Callege in December, 1999. The papers presented on the um::m.lun
are varied in approach, ranging from the canonical to the subversive.
In her well-rescarched inaugural address Prof. Kajal Sengupta traces the
European background of English Romanticism, Prof, Malini Bhattocharya
contextualizes Lyrical Ballads in the French Revolution und
Prof. Sudeshna Chakraborty explores Wordsworth's multi-faceted
personal and political connections with France. The triumph over
Anxiety is the theme that dominates Dr. Pranati Dutta Gupta's essay
on the Wordsworthian influcnce on Matthew Arnold while
Smi. Nandini Bhattacharya locates the Wordworthian strain in
Hemingway, Dr. Sobha Chattopadhyay and Sri Subrata Haldar have
concentrated in their essays on Hardy's links with Wordsworth.
Prof. Visvanath Chatterjee places Rabindranath Tagore in an enveloping
Romantic tradition and Dr. Aloke Ranjan Das Gupta throws light
on the process through which Jibanananda Das wranscends Romanticism
to embrace Symbolism. Sri Romit Ray connects German Romanticism
with English Romanticism. The essays by Prof. Malabika Sarkar
and Smi, Susmita Roy have dealt with various aspects ol the Lyrical
Ballads including their “quietness™. Dr. Tapati Gupta has sensitively
portrayed the visual overtones of this collection. Smi. Sukanya Sanyal
studies Coleridge and Smt. Shreeparna Ghosal focuses on "‘mindscape’,
the Romantic Imagination. The post-Lyrical Ballads scenano among
poets and poetry has been discussed by Prof. Sati Chatterjee and
Prof. Dipendu Chakrabarty.

This volume of original papers by teachers on an important
literary movement in English literature should be of immense value
o all lovers of Wordsworth and the Romantics.,

Snanta MasaLaxoBs

i
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PREFACE

The publication of this bilingual volume, a maiden venture on the
part of the Department of English, Vivekananda College,
Thakurpukur, affords me great pleasure and gratification. The essays
compiled in this volume were originally presented as papers at the
seminar held at this college in December, 1999 10 commemorate the
bicentenary of the first publication of Lyrical Ballads. The spirit
behind that seminar had not been one of mere ritualistic
commemoration. Romanticism, initiated in the form of a literary
movement by the poets of this seminal text, is too universal and living
a phenomenon Lo require & ceremonious resuscitation.

This volume brings under its purview not only Lyrical Ballads,
but its legacy too, and closes on a note of, shall we say, “millennial’
reappriusal. It touches upon the then prevailing hiterary climate,
perspective and background and seeks to explicate the impact of this
text an the literature of the British Isles, the Continent and America
in succeeding ages. Our own lilerature iz also brought within the
ambit of discussion with the focus on Rabindranath Tagore and
Jibanananda Das,

The incorporation of an entire section on Jibanananda demands
an exhaustive explanation. Jibanananda's claims 0 this distinction
are twofold : first, 1999 marked his birth centenary and second, he
taught at this college briefly as lecurer. The essays on Jibanananda
explore the complex and chequered evolution that the Bengali
Romantic lineage, stemming from Tagore, has since undergone. The
same complex morphology accounts for that diffuse and indefinable
element in Jibanananda's poetry which may only be termed as Neo-
Ronanticism.

A few essays presented as short papers at the aforesaid seminar
have also been appended o this volume. Their narrow scope
notwithstanding, these essays may preface wider areas of investigations
by virtue of the viability of their ohservations.

Without financial assistance from the University Grants
Commission, this publication would not have materinlized. In

W
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o assisted and advised in all possible wayy by
Lddition, 1 have ncluding ™ ieachers, My f-‘ﬂllﬂsua;: and some
a host of [H:l'ﬁﬂnf' : refrain from naming them jﬂﬂl‘-"l'ﬂ“ﬂ"j. as
IS,

distinguished sclr::lam - idany inadvertent omission. May [ recorg
i (he custom, ONEY naanfeli gratitude 10 all those who have heey

here my deep ’::'i': associated with this endeavour, Their cooperation
closely of remot

| its fruition,
- helped our project 101
and gﬂf_vdwll:u:::m lﬁ'“m 15 an independent work. But I hope
vo ) :

e es will continue 10 appear "EE“W"!IL encompassing other
o vilumdiﬁ in English literature and thriving on '-‘Ill‘l:l'.!urﬂgcnwm
ufa:prixiatiun from both teachers and students of literature,

a

pranai DutTa GUPTA

Calewiia,
October, 2001
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No picture of mere memory ever looked
So fair; and while upon the fancied scene
I gazed with growing love. a higher power
Than Fancy gave assurance of some work
Of glory there forthwith 1o be begun,
Perhaps too there performed.

(The Prelude, Book I, Il. 75-80)

i -
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THE LYRICAL BAILLIADS AND ITS LEGACY
Kauar Sew Gurra

The Lyrical Ballads, a collection of poems by Wordsworth and
Coleridge, was published in 1798, What was its legacy and how
many generations of writers inherited it? Well, to begin with, the
Lyrical Ballads led 1o what is known as the Romantic Period in
literature which continued through two generations and the articles
of faith that it propounded were upheld and elaborated upon by the
second generation of poets which included Shelley and Keats . The
official dates for the beginning of the next period in literature is 1832,
when the Reform Bill was placed in Parliament. The implications
of this bill which proposed major socio-political changes influenced
the age and its literature. But does this mean that the Romantic
legacy was then rejected and forgotien? Certainly not. [t continued
in the poetry of Tenmyson and Browning and Amold, leading on,
towards the end of the century to the Pre-Raphaelites to the Aesthetes
and Walter Pater and Oscar Wilde and on (o the next century. The
legacy lives on, though other forces come into action, changing and
moulding its nature, but never extinguishing the flame of its
inspiration.

But first things first. What was the legacy? What was the
message of the Lyrical Ballads? The Romantic movement has been
described in many ways. It has been defined as a Retum to Nature,
as a movement away from urban society, as a Return to the Middle
Ages, as the age of subjective individualism and emotion. But was
there no awareness and appreciation of Nature before 17987 Was
there no earlier desire to return to the Middle Ages? When Bums
wriles,

My love is like a red red rose

That's newly sprung in June,

My love is like a Melody

That's sweetly played in tune,
3
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i PVRICAL BALEADNS ANDY TS LHEOACY

v he mot expressing emotion and appreciation of nature’? Whep Ciray
retired (0 A country churchyard and 1o commune in solitude wi,
nimself was there no subjectivism? When Homce Walpole and Ang,
Radelilfe wrote their novels did they not reveal a fascination for b
Gothic imysteries of the Middle Ages?

The movement had alrcady started towards the end of the |g4
cenfury and may be it is their legacy, and all that the Lyrical Balfads
did was to further intensify something that had already begun, Or
15 there something uniguely special o the Lyrieal Ballads tha
did not exist before and that turned the course of literature,
which is why the earlier group of poets is referred 0 as the Pre-
romantics?

The Preface to the 2nd edition of the Lyrical Ballads published
in 1800, was in the nature of a manifesto against the previous age
and the two things that Wordsworth stressed were subject matter and
style. The principal object, he says, was 1o “choose incidents and
situation, from common life, and to relate or describe them in a
selection of language really used by men. ... Humble and rustic life
was generally chosen, because in them, the essential passions find
i better soil”. In other words he is reacting against urban literature
dealing with society and social living and he is reacting against the
ariificial poetic diction of the age. But, as | have indicated earlier,
pocts had already started moving away from the city and many of
them were already using simple language, though the aureate style
continued with some.

The trouble with Wordsworth is, that although he is regarded
as the prophel of a new age he was no philosopher like Coleridge
and Shelley and confused as to the significance of what he was doing.
Mere change of style and subject-matter does not involve & whole
attitude to life and a whole philosophy of existence—it cannot change
the entire course of literature and thought. Wordsworth got his
priorities all wrong and distracted the average reader away from the
essential significance of the revolution that he, with Coleridge
accomplished. I we po back 10 that passage in the Preface where
he speaks of the principal ohject of his poetry, we see that it is almost
as a casual afterthought that he adds “and 1o throw over them a certain
colouring of imagination”, as if the colouring of imagination is merely
an addition.

_—-dz.'_
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THE LYRICAL BALLADY AND ITS LEGACY 1

Coleridge in Ch XIV of Biographia Literaria writes of the genesis
of the Lyrical Ballady and explaing what they wanted 1o do.  While
wordsworth in his Preface refers only 1o the themes he chose,
Coleridge gives equal weightage to his own pocms as well and he
makes no mention whatever as o what the language of poetry should
he. In fact in that same chapter he ridicules Wordsworth's insistence
on low rustic life and the language really used by men, saying the
vulgar idiom of shepherds and clowns cannol be poetic. Fortunately
Coleridge concludes, Wordsworth's poetry belied his creed. Had
Wordsworth really stuck to his theory, his poetry would have
remained —1 now  quote Coleridge, ‘the silly childish things which
they were, for a long time described as being....(and) they must have
sunk at once, a dead weight, into the slough of oblivion and have
dragged the preface along with them’.

It is Coleridge—logician, metaphysician, bard—and after him
Shelley and Keats who pinpointed the nature of the philosophical
revolution. In Ch XIV Coleridge writes ol the two cardinal points
of poetry— "the power of arousing sympathy by a faithful adherence
(0 the truth of nature and the power of giving the interest of novelty
by the modifying colours of imagination™. 1 am a little unhappy about
his use of the word novelty’ but he uses it in the sense of something
creatively new and he explains himsell later in the para as he defines
his and Wordsworth's areas of poetic creation. Wordsworth's subjects
were 1o be chosen from real life while in his case, the incidents and
agenls were o be in part at least, supernatural.  Bur it is the next
statement that is the most significant. ‘The excellence aimed al was
1o consist in the interesting of the affections by the dramatic truth
of such siluations, supposing them real’. The situations are nol
physically real, as Wordsworth's real life is. The situations do not
exist, but the poct through his powers arouses in us emotions that

would have been aroused if the situations had existed. The emotions
that the poet has aroused in us are undoubtedly very real. And from
the reality of the emotions we instinctively conclude that the situation
must exist, The first reality exists within us. induced by the poet
The emotive experience becomes the first wuth and the physical
situation is the second truth deduced from the emotion and dependent
on it for its existence. In fact through his creative power the poet
inverts the concept of cause and effect, for the emotion which we
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emally consider 10 e the elfect Ih_-.,;pmc_\ the ciuse .I:ﬂ'l:i::.ling the
willing suspension of disheliel which constitutes poetic fuith,

Fear s my heart, as al a cup

My life hlood scemed 10 Sip. | .
These lines superbly evoke the sense of fear wh:::l'l_ now really exists
n our minds and because of the reality of this fear we argue
hackwards and accept the reality of the phantom ship.  Which js
the cause. which is the effect ?

This is why Coleridge was so interested in the theme of the
supernatural. For this supremely demonstrates his theory. The non-
existent. the non-real is made to exist and become real through the
power of the imagination I is significant that at the close of
Ch X111 Coleridge writes. “Whatever more. .. | shall declare concerning
the powers and privileges of the imagination... will be found in the
critical essay on the uses of the Supernatural in poetry’. Alas, he
never wrote that essay But two paras before this, he lalks of the
esemplastic power of the imagination: The Primary imagination we
all have, in our ability to perceive the world around us: but it 15
a fragmented disjointed chaotic world which we cannot understand.
The Secondary imagination, which is the poet’'s faculty, on the other
hand, “dissolves diffuses dissipates in order to create. [t is essentially
vital, even as all objects (ar objects) are essentially fixed and dead.’

This then is the legacy of the Lyrical Ballads, the recagnition
of the imaginative faculty, most revealed in the poet. Wordsworth
also speaks of the poet's faculty in the Preface but he oversiresses
his theory of subject matter and diction and we tend to overlapk
other pans of the Preface. But in his poems he recognises this supreme
power. In Tintern Abbey. without actually naming it, he speaks of
“another gift of aspect more sublime’ that serene and blessed mood
in which

-.we are laid asleep
In body. and become & living soul
While with an eye made quict. by the power of harmony
_ We see into the life of things. (14111

{umi i the Prelude BK V1, he writes in perhaps the most sublime
lines that he has ever composed—

Imagination — here the Power so called

Through sad incompetence of human speech
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THE LYRICAL BALLADS AND TS LEGACY T

That awful Power rose from the mind's abyss
...in such strength
Of usurpation, when the light of sense
Goes oul, but with a flash that has revealed
The invisible world, doth  greatness make abode
This legacy was passed on (o Shelley and in A Defence of Paetry,
he writes “Poetry may be defined as the expression of the imagination’
‘Poetry’ he continues, is indeed something divine; it is at once the
centre and circumference of all knowledge.” Our senses reveal (o us
only the physical world and the rational faculty, working on the sense-
data analytically arrives at certain conclusions. But the empincal
knowledge thus attained is not truth, the ultimate goal of all
philosophical thought. Behind and beyond the revealed world of
physical reality lies hidden another world which can be pierced only
by the imagination through which the ultimate truth of existence can
be perceived. Therefore, the poet
__will watch from dawn to gloom
The lake reflected sun illume
The yellow bees in the ivy bloom,
Nor heed nor sec what things they be
But from these create he can
Forms more real then living man
MNurslings of immortality  (PU, Ac 11,11 743 1)
Keats too, though no philosopher in the formal sense nor as learned
as Coleridge and Shelley—remember, he came to Homer only by
way of Chapman— Keals 100, felt upon his pulses and said, echoing
Coleridge, ‘What the imagination seizes upon is truth—whether il
existed before or not.’
All ihe other characterisiics of the Romantic legacy are ancillary
o this central truth. It is because the poet's imagination needs solitude
thai he goes into the solitude of nature. The imaginative experience
is subjective and essentially an act of faith and cannot be droused
by thinking. And because the Renascence ushered in the age of
science the poct goes back to an earlier age of Faith a very different
kind of Faith it is true, but faith nevertheless—the Middle Ages.
But the Lyrical Ballads can nol take all the credit for bequeathing

the fegacy of imagination (0 posterity. Before 1798 came something
else. In 1781 The Critigue of Pure Reason was published by
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ymmanuel Kanl.  He was followed by Fichie'y

i HTH L] ll.i-
Kmowledge in 1794 and SLI:nIImg 5 Ph.‘."ﬂ.'!'nphl. of Hﬂ.'u,:::“h o
| mention Hegel last because his major ph““"‘“l‘-'hi:ai iy

Phenomenology of Spirit, Logic und Philosophy of Right Al
from 1807 onwards. By then the Lyrical Ballags had g A
published, The impact of the German transcendeng| ol Y beay
domnated European thought in the first half of the 19th cen,

even if much of their arguments lay beyond wﬂrﬂiw ang
understanding, Coleridge himsell was deeply influenced by Ka"ﬂh‘
Fichte : So perhaps Lyrical Ballads itself inheited the jmon ™
German transcendentalism, which gave 1o il jis Phi!ﬂ‘iﬂphi::al ;ﬁe
This however does not lessen the significance of the Lyrigqs aﬂuﬂd;
for the philosophical treatises were understood by

very few,
Rant gave the Ms. of the Critigue 10 his friend Herz, Herg rut“u:::

it hall read saying he feared insanity if he went on with i Ceértain
it is the Lyrical Ballads nol Kani, that changed the course of Engﬁ:;
literature and Wordsworth, no less than Coleridge was responsible
for it. For while Coleridge speculated in language sometimes &
ahsm.l_se as the Germans, Wordsworth underwent the actual emotional
expenence and it is Wordsworth who, with total conviction and
sincerity, communicated the message directly, as man speaking to
man,
~ But why, in the first place, did this movement take place in
literature and philosophy, at the beginning of the 19th century? The
topic of the seminar is the legacy of the Lyrical Ballads or the reaction
of those who inherited it, Bur if every action is followed by a reaction
it mMust be remembered that every action is itself & reaction to a8
carlier action, which we must first understand.

Time presemt and time past

Are thh perhaps present in time future

And time future contained in time part.
" :d‘":m W&D-Lmlus like, we must look both backward and I'ﬂl"‘r;ri
with, it jself :r::.-mgm? For every action we choose 10

'on 10 something else.

I we trace the de . Europed?
BOught, we see thay velupment of not only English, bul

event which

.l
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TNE LYRICAL BALLADS AND ITS LEGACY v

discovery of his own mind.  This i itsell was a reaction w the
Church-dominated and faith-oriented Middle Ages, but we necd
not go back further than the Renascence which is one of, if nol
the greatest, of cultural revolutions, in the history of weslern
thought.

The recognition of the immense potentiatialities of the human
mind made man wm to the contemplation, not of heavenly truths,
but of himsell and the physical universe around him. The faculty
he had discovered was Reason and with this he began to explore
the here and now of existence. The study of man led to the birth
of Humanism and the study of the physical universe, with the help
of mathematical knowledge led to the hirth of science. Copirnicus
averturned the earlier geo-centric concept of the universe and Galileo
discovered through his telescope, the limitless expanse of the skies
above him.

Church values were rejecied, but the age needed an affirmation
of their new values in some civilisation other than that of Christianity.
They found it in the foruitous discovery of classical literature which
came into their hands after the fall of Constantinople in 1453, The
discovery of the works of Plato and Aristotle greatly influenced
critical thought from the sixteenth century onwards. 1 will refer to
them later.

But initially, the wonder of self-discovery and the feeling that
the potentials of the human mind were almost limitless brought shout
an uncrfical euphoric feeling of excitement. There was nothing, i
was fell, that was impossible and Bacon says with supreme arrogance
‘I have taken all knowledge for my province’. Dr, Faustus seeks
absolute knowledge, Barabbas piles up infinite riches in a little room,
and Tamburlaine triumphantly declares, “A God 15 not so glorious
as a king.'

By the wrn of the century, excitement died down and man wmed
1o & sober assessment of his rational faculty. With the foundation
of the Royal Society in 1662, serious study of scientific knowledge
began and Reason came to be regarded as man's higher faculty,
dominating over the world of emotion, Hobbes in Leviathan (1651)

forbids counsellors 10 use ‘obscure, confused and ambiguous
expressions also all metaphorical speeches tending (o the stiming up
of passion.”
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I EYRICAL MALLADS AND ITS LEGACY

But though reason eventually reigned supreme for a hundred
vears, from the middle of the 17th century onward, the Renascence,
in its carlier stages recogmsed also the greatness of the personal
emation, from which was born personal idealism Not Divine, but
Human Idealism, an idealism attainable or at least aspired afler,
within the parameters of moral existence. It is this idealism which
inspires  Shakespeare’s great tragic protagonist, this cause which
Othello cherishes above all, above even his own happiness and his
life.

It is the cause, it 15 the cause, my soul,
Let me not name i you, you chaste stars,
It is the cause.

S0 we see the extraordinarily contradictory impulses that emerged
trom the Renascence-the birth of Reason leading 1o science and the
liberation of the private emotion, leading to personal idealism.
Related to this, another polarity developed in human thinking, If man
is [0 survive, he must survive within a context Elernily had
been pushed away 1o the background and ceased to be ihe raison
d'etre of existence. The context now is the immediate human
environment, that is society and we recall Donne's words in his
Devotions. ‘No man is an island, entiee of itsell” Tt is during the
Recnascence that a serious study was made of the community and
the body palitic, Sir Thomis More wrote Utapia in 1569, Sir Thomas
Elyot, Book Named the Governoure in 1531, Bacon, the New Atlantis
(1626), Roger Ascham The School Master (1551)—all books concerned
with social living, And in this age Machiavelli wroie The Prince
(1513).

Reason and emation, the self and the society, here we see the
old antimony beiween the Apollonian and the Dionysian impulses
that exist in man and are held logether in & permanent state of tension.
as the pendulum swings from one extreme to the other. Al the peak
of every movement. the reaction begins, and so it goes on, action
and reaction. From 1660 onwards Reason prevailed and imagination
(or Fancy, as it was then contemptuously called) rejecied. From 1798
and The Lyrical Ballads, the pendulum swung to the other extreme
4nd Keats writes to Benjamin Bailey in November 1817 that he canor

‘perceive how anything can be known for truth by conseculive
reasoning',
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THE LYRICAL DALLADS AND ITS LEGACY 1

Ultimately then, as this briel survey suggests, it is ull the legacy
of the Renascence-two polarities horn of the same movement.  [n
the 18th century Reason reigned supreme and the march of Science,
ioday in this compuier age, continues relentlessly unabated, on. Bul
emotion dies hard and survives, even survives today, In fact, it never
dies and if 1 may borrow a phrase from T.S.Eliot we “forever must
quench forever relight the flame Rock XI The Lyrical Ballads relit
the flame that had emerged with the Renascence.

It is significant that the Romantic movement is often referred
to as the Romantic Revival, and Sir Theodore Watts Dunton has
described it as the Renascence of Wonder. But the Romantics did not
return to the exact position of the past. The pendulum movements of
human thought never swing back (o the identically same point, There
is always something new, something different, some new light of
understanding that illumines the earlier stand. The personal idealism
of the Renaissance and the belief that man could achieve the hitherto
impossible led the Romantic 1o claim another faculty higher than
reason— the Imagination, through which they were able (o perceive

Characters of the great Apocalypse.
The types and symbols of Eternity
Of first and last and without end.

S0 we come hack to this point from where we started The Lyvrical
Ballads. All that T have done is (o place it within a contexi that helps
us o understand the nature of the legacy and the source of the legacy.
Time past lives in time present and both must be kept in mind as
we move forward to time future. For that is what this seminar is
about and the many scholars will now deal with the real topic of
the day—what happened 10 the legacy”

However 1 would like 10 make a very brief comment on trends
in the Victorian age. | have referred to the twins of the Renascence—
Reason and Imagination, the study of society and the siudy of ihe
individual and ‘Wordsworth, reflecting on the age just before him,
siys sadly ‘the World is too much with us’.

The Victorians, no doubt, inherited the Romantic legacy, as we
see in Tennyson, Browning, Arnold, Rosetti. But even as the poels
sang, we notice a distinct change in quality and in attitude, and almost
every writer now is all 100 aware of the encroaching environment
of .industrialisation and urbanisation— Dickens. Thackeray, George
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LYRICAL DALLADS AND ITS LEGACY

&
Eliof, Hardy, Charlotte Bronte. An exceplion is Emily Bronle, Science,
the child ol Reason, relenilessly marches on. It progresses in many
ways, not only through technological advancement for it spreads i1
tentacles into even human thought processes. Tt is in the Victorian
age we must remember, that Darwin published in 1859 The Origiy
of the Species, that the first volume of Marx’s Das Kapital appeared
(1867), that Bentham and Mill enunciated their theories and explained
human action in mathematical and materialistic rerms. In 1890 Sir
James Frazer's The Golden Bough was published and Freuds' The
Interpretation of Dreams came in 19X, The animal instinct for
survival (Darwin), the cash nexus of human civilisation (Marx), the
utilitanian principles underlying the socio-economic pattern of society
{Bentham and Mill), the reduction of all faith to primitive agricullural
patterns (Sir James Frazer) and the scientific analysis of human
thought and the subconscious,

All this set at naught Romantic faith and threatened its survival,
The spark from Heaven, if it must survive, Arnold tells us mus
flee these shores and wait elsewhere till another golden age
returns. Tennyson in vain tries to reconcile faith and science. He
falters where he firmly trod (Camto 54) and all he can hope for is
that

' somehow  good

Will be the end of all (Canto 53)

Romantic Idealism, the legacy that the Lyrical Ballads bequeathed
tended to become, in the Victorian age, Romantic Escapism— the
Lotos Eaters escaping from social duties, Ulysses running away from
an aged wile and peily laws of state and the Lady of Shallot,
perceiving the unbridgeable gap between Art and Life. It is
significant thal Rosetti and Morris, supported by Ruskin saw in the
Renascence the evil genius that had led to this. They revalied against
the Renascence and went back 1o an earlier age, an age of faith,
an age before Raphael.

There was only one way 1o survive. The poet had to dissociate
himself from the surrounding milieu and like an ostrich burying its
head in the sand withdraw into splendid isolation and say, with Oscar
Wilde— All Art is Useless. In the Decay of Lying he assents *An
finds own pefection within, and not outside of herself” It is in fact
life, he adds. that imitates Arp.

B =
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Thus an extraondinnry transformation tnkes place in the very
pature amd significance of the Romantie legacy.  Wordsworth and
Coleridge, and after them Shelley and Kents hatl justified the poet’s
activity by insisting that the imagination gave us a truer vision of
life. Ealier, Sidney had declared, "Nature world is brazen, the poel
only delivers a golden,” The complete identification of poetry with
life was in fact the very basis and justification of the poet’s existence
Keats and Shelley, later Amold, continuing with this beliel had stated
the poetry is a criticism of life. Despite Shelley’s staiement in the
preface to Prometheus Unbound that didactic poetry was his
abhorrence, he has a passion for reforming the world.  And Keats
says, in Sleep and Poetry. *And can 1 ever bid these joys farewell?
Yes, | must pass them for a nobler life where I may find the agonies,
the strips of human hearts’. and ...“the greal end of poesy. that
it should be a friend to sooth the cares, and lift the thoughts of man’.

But with the Aesthetes "Art dissociates itsell from life, An carly
aesthete in some way, was Keats for, in his later poems, Keats realised
that poetry and life cannot survive together in peaceful co-existence.
As he says, in Lamia ‘Do not all charms fly at the mere touch of
cold philosophy’ while the soliary Knight palely loitering found
himself unable to cope with life after his encounter with Imagination,
the beautiful lady without mercy.

The early 19th century saw the fusion of Art with life. Towards
the end of the century they fall apart. | have come o my conclusion.
But 1 will end by going to the very beginning for these two attitudes
can be linked back 1o the earliest of western philosophers—Plato and
Aristotle, and their different interpretations of the word mimesis.
According to Plato, the poet is twice removed from reality, as he
explains in his famous Cave Allegory-poetry 1s the imitation of an
imitation. Aristolle’s mimesis 15 different. Man is once removed from
reality; the poel reinterprets the Appearance of Reality and reveals
the ultimate truth, 1 is this belief that Sidney adopted and was later
rediscovered by Wordsworth and Coleridge, The Aesthetes in a sense,
follow Plato by separming Ant from Life. But there is a major
difference. Plato, much as he loved the poet, chose to prolect sociely

and expelled the poet from his Republic, The Aesthetes expelled
Society and held on w0 Ar.
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Susaitra Kay

Hester Burton in his book Coleridge and the Wordsworths says about
[ vrical Ballads Tt was a slim unpretentious looking little h“{"“"‘ whose
n‘ﬂ: page named no author and whose table of cunlf:nlls listed only
twenty three poems the titles of which extends a forbidding welcome
w0 the readers...! Actually speaking, when Lyrical Ballads was first
published 1n 1798, the title page simply said : Lyrical Ballads with
a few other poems. London, printed for J & A Arch, Gracechurch,
1798 There were no names of the authors. The book was prefaced
by an “advertisement”, written but not signed by Wordsworth which
announced the motto of the poems. The next edition, printed in two
volumes in 1800, cames only the name of William Wordsworth. In
1807, when Wordsworth published his own poems in two volumes,
he was introduced as the author of the Lyrical Ballads—and not the
joint author. The other author, Samuel Tailor Coleridge, is never
mentioned in any of these volumes; and yet the curious thing is that
the very first poem of Lyrical Ballads (1798) is Coleridge’s The
Ancient Mariner which has been regarded through all these years as
one of the greatest masterpieces in the field of English poetry. Other
than this poem, Coleridge contributed three more poems—The Fosrer
Mother, The Nightingale, and The Dungeon,

The title page of the second edition does not mention a second
e o i s A b b ko by e
his name and so with Ihq::se of Word Rt Cﬂ'lﬂhdj%t. o !

sworth.  The publisher of the

first edition, Joseph Cottle says in his reminiscences that it was

Coleridge who first wrote a letter to him offering the volume of poems

al the price of _lhiu;,r guineas. Then at the invitation of the two he
:::;,- o wi-:k with them at Alfoxden, house of Wordsworth, “Al this
T 5::; he says, “." was determined that the volume would be

under the title of Lyrical Ballads.., and 10 be published

14
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amorvimeiialy < The ipieatbon il conrae aries why theae twe poting
poets decided o publinh this poetical work anomymesisly I s true
that they were vel too i hibeve pioetie Farie Wiwihiwrwih's name
ix mothing i a Lage sumber of persons . mine stinks - Caolerwdige
Pk writtem 1o Coltle” There is also no denibd abosit i thid Thay
wens umsune aboul the reception of the ook,  However, they comld
not have been aftaid of facing the remling public.  One probuble
answer is that for these two young enthusinsts their “revolutionarny
enterprise—the particular literary theary that they wanted (o propound—
must have been more important than their individual lierary career
The 1798 volume was published declaredly as an “experiment —
an experiment 10 “ascertain that poelic materials are 1o be found in
every suhject which can interest the human mind.” The second point
of experiment was, as Wordsworth puts it, “to ascertain how far the
language of conversation in the lower and middle classes of society
is adapted 10 the purpose of poetic pleasure.® This was the “theme”
of Lyrical Ballads—common language bl the common folk, and both
Coleridge and Wordsworth were cager o see how far their poems
written in this style would be accepted by the literary public.
Since both the poets were very keen on these experiments the
writing of the poems were also in some sense, and in a few cases,
joint endeavours. Wordsworth dictates a certain note to Miss Fenwick
in which he states how in the autumn of 1797 (Nov. 13th) he himself,
Coleridge and Dorothy started from Alfoxden with a view to visil
Lynton and the valley of stones. “In course of this walk was planned
the poem of Ancient Mariner founded on a dream of his (Coleridge’s)
friend Mr. Cruikshank. The greatest part of the story is Colendge’s
invention but certain parts [ myself suggesied e.g. some crime 10
be committed which should bring upon the old navigator the spectral
persecution as a consequence of that crime. I had been reading in
Shelvock’s Veyages thal while doubling Cape Hom, they frequently
saw Albatrosses in that latitude, the largest son of sea-fowl, some
extending their wings 12 or 14 feet. “Suppose’, said 1. “you represent
him as having killed one of these birds on entering the South Sea
and that the weelary spirits of these regions take upon them to avenge
the crime.' The incident was thought fit for the purpose and adapted
accordingly, 1 also suggested the navigation of the ship by dead
men... We began the composition together on that, to me, memorable
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evening. | Tumished two or three lines at the beginning of the poem,
in particular

“And listened like a three years child

The mariner had his will”
As we endeavoured 1 proceed conjointly our respective manners
proved so widely different that il would have been quite presumptuous
in me to do anything but separate from an undertaking upon which
I could only have been a clog...We rewurned o Alfoxden. The Ancient
Mariner grew and grew till it became too important for our first
object, which was limited to our expectation of five pounds. and
we began to talk of a volume which was to consist of poems chiefly
on natural subjects taken from common life, but looked at, as much
as might be, through an imaginative medium, Accordingly | wrote
The Idior Boy, Her Eyes are Wild, We are Seven, The Thorm and
some others."™ About We are Seven Wordsworth writes: “When it
was all but finished T came in and recited it to Coleridge and my
sister and said “A prefatory stanza must be added”... | mentioned
in substance what I wished to be expressed and Coleridge immediately
threw off the stanza thus:

A little child, dear brother Jem. "™ The first volume was indeed
very much of a joint venture.

However, once the first volume aroused critical attention and
a second edition was planned Wordsworth decided to come out of
the namelessness and wrole a preface in first person singular—1. “The
principal object then which I proposed to myself in these poems was
10 make the incidents of commaon life interesting by tracing in them
truly, though not ostentatiously, the primary laws of nature.” He also
writes: “For the sake of variety and from a consciousness of my own
weakness 1 was induced 1o request the assistance of a friend who
turnished me with the poems of Ancient Mariner, The Foster Mother,
The Nightingale, The Dungeon and the poem entitled Love. | should
not however have requested this assistance, had 1 not believed that
the poems of my friend would in a greal measure have the same
lendency as my own, and that though there would be found a
difference, there would be found no discordance in the colours of
our style, as our opinions on the subject of poetry do almost entirely
coincide.””  From all these utterances one tends to derive that
Wordsworth was the mastermind behind the creation of Lyrical
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Ballads and Colendge was just contented in being his partner.

C. H. Herford, however, thinks otherwise. In his book The Age
of Wordsworth he writes: “The germ of Lyrical Balluds was sown
on the day when Coleridge listening to the Guilt and Sorrow was
arrested by Wordsworth's original gift of spreading the atmosphere
of the ideal world over (familiar) forms and incidents. In this he
recognized a form of imaginative power which was in fact new...
The auality by which imagination thus communicates an air of marvel
to the familiar became a central topic of discussion al Stowey; the
more so because Coleridge himself was engaged with the kindred
enquiry into the quality by which it equally gives an air of reality
to the marvel.™  According to Herford, it was probably Coleridge’s
critical ingenuity that conceived the design of Lyrical Ballads. The
program was cammied by him splendidly and successfully, whereas
Wordsworth showed “less complete mastery of a more difficult task.”
His industry was greater (in Lyrical Ballads he wrote nineteen poems
altogether) but his tact less fine.

Wordsworth, perhaps. was more earnest about the poetic theory
that he was going lo propound through the Preface to the Lvrical
Ballads (1800} ed.) than Coleridge was. It was his crusade against
the conventional poetic concepts and poetic diction that led him 1o
make wvarious experiments in the opposite direction. The
Wordsworthian part of the Lyrical Ballads is, thus, more important
as a historical tuming paini than as a literary creation of intrinsic
merit.  Coleridge, on the other hand, was more for pure poetry in
spite of s faith wn the Wordsworthian docinne, and in spite of
his remendous adoration for the man. (“Wordsworth,” he says 1o
Southey, ™is a very gentleman, the only man to whom at all times
and in all modes of excellence | feel mysell inferior’™) The
disjointed, strange, uncanny lines of Kubla Khan have got absolutely
no connection whatsoever with “the incidents of common life” or
with any poetic theory. Coleridge himsell writes in BIOGRAPHIA
LITERARIA (Chapter 14): “The thoughi suggesied itsell (to which
of us | do not recollect) that a series of poems might be composed
of two sorts. In the one, the incidents and agents were to be. in
* part at least, supernatural, and the excellence aimed al was o consist
in the interesting of affections by the dramatic truth of such emotions,
as would naturally accompany such situations, supposing them real. ..
Malads 7
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e the sevond clies silyects were fo he chosen from ordinary life,
hmractors wnd incidents were 1o e found in every village and jis
viciniy where there 1 o meditative and Teeling mind 10 seek afier
ihem. o bt thens I thie diden originates the plin of Lyrirqf
Bafinds, vn whach it was agreed that iy endeavour should be directed
o persons amd chamactens 11||'wnnl||rnl. or ol least romantic,  Mr
Wordiwonth, on the other hand, was (o propose 10 himsell ag hig
obdect 1o give the charm of novelty to things of everyday..."™™ This
wie how cach of the collaborating poets chose for himself his
respective leld of contnbution,

Now._ after the clapse of two hundred years, when we attempt
o reappraisal of the legacy of Lyrical Ballads, we find that it is not
only the subject matter in which the two pocts differ— the natural
and the supernatural—but they have actually enriched our poetic
perceptions in two distinctive ways, Wordsworth with his concern
for common men and women remains the father of tlemocracy in
the field of literature  From a lefi-wing point of view, if poetry is
o be regarded as a possession of the masses, we may look back
1o Wordsworth who consciously looked for his material among poor
villagers, The post colonial critics of today take an interest in
Wordsworth because of his sympathy for the marginalized— a
sympathy which can very well be extended o the global context,
Even the modern ecologists urging for greenery or fighting against
environmental pollution may thank Wordsworth for his wonderful
idolizing of green and pure nature. In my opinion the poet may
wlso be regarded as an ‘advocate for the handicapped” in the \wentieth
mnuu]- sense of the term. The idiot boy of him shows a wonderful
poetic perception in imagining the night 1o be a Iransformed day

“The cocks did crow to—whoo. lo—whoo

‘ And the sun did shine so cold"—
which conforms 1o the modern theory of “dilferent ability™ of the
f“"“_“"!l’ hﬁ'ﬂkﬂﬂlﬁ!- Colenidge, 1o, is a pioneer of the moderns
in hf‘ creation of dream fantasy and in his exploration of the human
Peyche where conscious and the unconscious unobtrusively merge
With each other. The visual arts of the twentieth century with it
collages and montages, and lasi bug not the least, the cinematography

we are familiar with may be suid 10 owe an inheri
! nheritance o the
wonderful poetic g of Coleridge. ’
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Lyrical Ballads opens with the Ancienr Mariner and ends with
Tintern Abbev— the two milestones carrying the individusl stamp
of genins of their respective authors; and vet that very individuslity
was unclaimed by the authors themselves, ot least for the time heing.
when the book was first published,  After all, lsn't it 8 curious
phenomenon that the very movement which championed among other
things the mdividuality of man was ushered in by a book ihat
submerged individuality under a collective endeavour? The paradox
involves a lot of questions the answers 1o which are worth seeking
for.

Notes:

I.  Hester Burion, Coleridge and the Wardsworths (Oxford University
Press, 1953), p. 49.

2. William Knight, Coleridge and Wordsworth in the West Country
(London ; Elkin Mathews, 1913). p. 191

1. H.M, Margoliouth, Wordsworth and Coleridge, 1795—1834 { London :
Oxford Univ. Press, 1953), p. 79.

4. William Waordsworth, Advertisement for Lyrical Ballads, TT98. ed.
W. ). B. Owen (Oxford Univ. Press, 1969), p. 3. _

5. Coleridge and Wordsworth in the Wesi Ceuntry (London : Elkin
Mathews, 1913), pp. 163-66).

6. Knight, pp. 166-67.

7. William Wordsworth, Preface to Lyrical Ballads. 1800, od. W. J. B.
Owen (Oxford Univ. Press, 1969). pp. 163-64.

& C.H. Herford, The Age of Wordsworth (London @ G. Bell & Sons Lid,
1930). pp. 151-32.

9. Knight, p. 63. _

|0, S. T. Coleridge, Biographia Literaria (chapter 131 n Hester Burion
(Oxford Univ, Press, 1953), p- 50

Scanned with ACE Scanner



MINDSCAPE - A LEGACY

SHREETARNA UHEOSAL

The Lurical Ballads are famed to have set the trend for a whole new
hrand of poetry. Il scems (o have crealed as much an “anxiety’ as
Miltan on the tribes of poets who followed him. That Wordsworth
and Coleridge struck a bold new path remains undisputed. But il
would be nteresting to examine the Lyrical Ballads from another
angle altogether. This text did not just pass on a legacy. but was,
iself a part of one— | refer to the legacy of the Romantic mindscape
which has prevailed over the ages.

The Romantic mind has been in existence long before the so-
called Romantic Period, and will continue to exist as long as human
beings inherit this earth. Romanticism is that part of man which is
Eternal. One can think of it as that particular part which, according

1o William Blake, is able
“Ta see a world in a Grain of Sand

And a heaven in a Wild Flower
Hold Infinity in the palm of your hand
And Eternity in an Hour™'

It is also that part of the human mind that recognises Divinity in
not just another man, but in every aspect of creation and gives rise
to “Thoughts that do often lie too deep for tears™ even on beholding
the “meanest Mower that blows™. Blake recognised the ‘human form’
as ‘divine’ and declared il in no uncertain terms, even before the
Lyrical Ballads stated it to be so. In the Preface to the Lyrical Ballads
Wordsworth says— “1 prefer to keep my Readers in the company
of flesh and blood” and not high Mown intellect, As long as man
is, his mind will be', for did not Descartes say “I think, therefore
I am™?; and as long as the human mind is, Romanticism will be,
itselfl a pant of its own |egacy.

But the Lyrical Ballads played the indispensable role of uniting
the different strands of Romanticism that had been floating around,
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{1 brought together cerain aspects of ithe Romantic mind so tangibly
that ihe most important part of its legacy was passing on the Bomantic
mindscape in easier, more approachable terms than anyome else
pefore.  The Lyeical Ballady is like n hesdy perfume. a distinct
melange of half-perceived scents, elusive yel nlluring.

The sense of the “sell’, the mind, the consciouspess of one's
‘heing’ is an all pervasive issue in Romanticism, Basic human nafure
compels us 1o attach a great deal of importance 1o our “selves’ and
Romanticism is all about basic human nature, is it not? The alphabet
‘', always written in capital when denoting the ‘self”, is proof
enough! The Lyrical Ballads draws us into myriad images of the
functions of the mind — be it the Lucy poems, The Convict, The
Idiot Boy, The Thom. The Mad Mother, or Simon Lee. At times
the marges of the mind and body overlap so that it becomes difficull
to separate the two — or rather the mind is given a “hody”, in the
Blakean sense of the term. Schelling makes this clearer by saying
that the mind and the body are not really separate entities but different
degrees of organisation of the same living force. “Mind is the mosi
organised and developed form of matter, and matter is the least
organised and developed form of mind.”™* This is a very vitalistic
and organic conception of the absolute and also resolves the mind-
body dualism to a greal exient. In fact this is what was fruitful
to Coleridge in his formulation of the mind's power to reconcile
opposites, Boundaries become nonexistent as 1 shall discuss a hittle

later.
As clearly stated in the Lyrical Ballads, the Romantic mind

functions best when there is an active give and take with its external
surroundings.  But these cannot consist of brick buildings or
malgrialistic and mechanistic contraptions, for they cannol reciprocate.
They have to be ‘natural’. Nature is o living entity, 4 mighty force,
through which flows the Universal Mind. Thomas Hardy brings this
out excellently in his novels when he makes Nature not just a
convenient backdrop for his characiers but an aclive participant in
the drama of life. It is this Universal Mind which animates
everything, including the human consciousness, and a recognition of
this fusion makes for the "Mighty Prophel, Seer Blest™ who can “see
into the life of things™. In the 1800 Preface to the Lyrical Ballads,
Wordsworth fells us the object of a poel is “to follow the fuxs
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and refluxes of the mind when agitated by the great and simple
affections of our nature”™  This mind and the external Nature Il
each other il

“he immaeasurable haight

Tumult and peace, the darkness and light—

Were all ke workings of one mind, the features

OF the same Tace. blossoms upon one tree:

Characters of the greai Apocalypse,

The types and the symbols of Eternity,

O first, and last, and midst, and without end...”

(The Prelude, vi 624-30)
The same energy and passion which is palpable in the Blakean
universe 15 found here. The power which courses through this verse
brings Etermity within touching distance and looks forward 1o T.S.
Eliot and his dabbling with the concept of Time specially in his
Murder in the Cathedral, Family Reunion and Wasteland among
others.

Coming back 10 the idea of reconciliation of opposites as a result
of wansgression of borderlines, we have seen this as carly as
Marlowe’s Dr Foustus or Millon's Paradise Lost, where both
protagonists claim that the ‘Hell’ they are living in is one of their
own making. It is the power of the mind which can make a Heaven
out of Hell and vice versa. This ability to it backwards and
forwards, 10 wander unbidden and 1o incorporate, literally a ‘mind-
boggling’ array of things is instrumental in coalescing the micro and
the macrocosms which is so integral in the Romantic schema. Thus
Death becomes just a loss of one’s physical identity with the spiritual
identity becoming stronger [t opens up a new vista, though each
Romantic poet looks at it differently. So when Lucy blends with
the earth’s “diurnal” course, her spirit mingles with that of Nature
and Mows through all things including the poet's consciousness.
Death no longer posits a threatening threshold which ends all that
Life means, After all—

"Our birth is but a sleep and a forgetting;

The Soul thai rises with us, our life's star,

Hath had elsewhere its setting..."
Wordsworth presents 2 very interesting interplay of life and death
images in  “The Thorn'—Images seen and unseen, voiced and
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anvoiced: the mysterious emerging out of fhe tangible m a very
Coleridgean fashion.  There is an uncanny fecling of nol knowing
whether the external ohject is here or (here, or whether the mind
i« playing tricks with the physical perception of things. Now and
then, the Thomn is endowed with a stray human charicteristic, giving
it a quasi-human quality! For example. it is once referred (o as
‘woothless’, not in the gentle, harmless, senile sense of the term bul
cather o sinister one.  Incidentally, Walter De La Mare's poem “The
Listeners’ is & brilliant example of how the two worlds—the mortal
and the “other’ world—mingle for a short period of time. A few brief
lines by the poet are enough to give us that cerie fecling of
knowing and fecling something we can never hope to know or feel
fully.

This merging of boundaries lead us on lo yel another aspect
of the Romantic mindscape—ihat of ‘madness’. This is a very tricky
term that has to be juggled carefully and 1 shall refrain from entering
into any controversial observations as far as possible. Furthermore,
it is beyond the scope of this essay to examing such an important
concept in all its lulness. ‘Madness’, broadly speaking, has (aken
the form of eccentricilies and idiosyneracies in comedies, and painful
shattering of personalities in (ragedies.  With this comes the
question of a “method in madness™ and one is quick on the uptake
with names like King Lear and Hamlet. So lar the tendency was
mastly 1o laugh al the madness of a genius or the idiosyncracies of
a brilliant mind; or be terrified by the cunning of an evil one. |
was the Lyrical Ballads which showed off the clever and
creative power of ‘madness’ to its best advantage. The madness
which results in creativity is a madness that is infected with
Divinity, That is why we have to beware of the “flashing eyes”,
the “fMoating hair”, for such a man “on honey-dew hath fed, And
drunk the milk of Paradise'™ Confronted with such power we have
o close our eyes in “holy dread”, We have the ancient mariner
with glinering eyes hovering precaniously in the no-man’s
lund between sanity and insanity, unable 1o cope with the destruction
of the natural balance brought about by his own willulness. We
have the “"Mad Mother™ who leaves us wondering it the very meaning
of ‘madness’, ‘The Idiot Boy' whose very simplicity is a
puzzle in itsell; “The Thorn' which leads o disquieting thoughts
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aal twiss of the mind: and  miany  more. The
ges In possible eological developmen, of

Miss Havisham's rearing of Eswella in 6,,,,

ahout  pereepl
Vicrowian poriod imdul
ihe ‘Mad Mother in
F.\T‘f"ﬁ:::}j;m‘, Raltads, having thrown npl:_n the door of acceprang,
1o the marginals, explores regions of Lth': mind nol '_h'::“Eh' fit o he
talked about before.  Tor example, in “The Convict’ Wordswonf,
AYS— .
“Tis epough on that visage o gaze,
That body dismissed [rom his care
Yet my fancy has pierced to his heart, and portrays
More terrible images there.

The trend set by the Lyrical Ballads of examining the bizarre
workings of the human mind probably triggered Browning's interest
in paranormal psychology as proved by his monologues. The line
can be followed right down to Eliot and the stream of consciousness
novels. All this contributed to the overwhelming interest in mythic
characters around that time and instigated some very powerful
personal symbaolism as in Blake. Shelley and Yeats. In an article
enlitled ‘Psychology and Literature’’, Carl Gustav Jung discusses how
hard it is for the visionary artist to give form and shape to his
experience. According to him mythological imagery offers the best
form of expression because they stem from the “hinterland™ of man’s
experience, from the deep ‘collective unconscious’ of which he
himself is often unaware. “What is more”, says Jung, such an artist
“must resort to an imagery that is difficult to handle and full of
contradictions in order to express the weird paradoxicality of hs
vision.”

The Lyrical Ballads successfully assimilated and wove 1ogether
the stray aspects of the Romantic mindscape and formulated them
imo vivid imagery in the language of “man speaking to men”. I
reminds me of a line from the celebrated song “How do you solve
a problem like Maria?" from the movie “The Sound of Music”, where
the nuns are wondering about Maria's nature and ask—"How do you
calch a cloud and pin it down?..." The Lyrical Ballads created a
legacy trying to do just that—catching the evanescent threads of the

essence of Romantic thoughts and pinning it down as best as it
could!
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Notes @

pavid V. Erdman (ed) ; ‘Auguries of Innocence’ from the "Songs und
/ gallads’, The Poetry and Prose of Williamn Blake, New York, 1970
william Wordsworth ‘Ode on the Intimations of Immarntality

Here | have used the verb in its active sense, as in the process of
existing.  Richard Bach in his Mlusions : The Am::r;frra af o
Reluctant Messiah, London, 1978, says. “The original sin is to limit
the 1s. Don't”

Cambridge Companion o Hegel | |
william Wordsworth : Ode on the Intimations of Immortality

Samuel Taylor Coleridge : Kubla Khan |
This article was first published i 1930, Translation by W.S. Dell and

Cary F. Baynes : Modern Man in Search of & Sonl, 1933
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1589 IN 1798 : POLITICAL MEMORIES IN
IHE ‘LYRICAL BALLADS'

Matmt BHATTACHARYA

Thes paper 18 about the past's presence in the present. A texl put
jopether at a particular historical juncture may give mediated access
1o memories which seem to have been exorcised from a poet's

personal fife. In this paper, it is heing proposed that Lyrical Ballads.
| 798, is a text of this kind and Wordsworth's contributions (o it bear
traces of his experience of the revolutionary upheavals that started
. France in 1789. 1i has been said very often that Lyrical Ballads
represents @ movemenl towards ‘nature’ and simplicity, and &
revulsion against the “greal national events’ which according to
Wordsworth himself, by constantly compelling attention, exhaust the
mind and reduce it to a state of ‘almost savage torpor’.' The anti-
Godwinianism of some of the poems may be taken as further proof
of revulsion from things pofitical. Yet we find that this search for
a new idiom is by no means, purely exclusive. Many of the poems
indirectly recall the poet’s impression of the revolulionary years. The
ghosts fade out only much later.

Some of the most indelible impressions that the events of this
time left on the poet have been recorded by him in Book IX of the
Prelude and there are eluborate references to the months spent in
Orleans and Blois from laie 1791 to late 1792. While describing
his Jong walks along the banks of Loire with Michel Beaupuis, the
republican army officer, who was his friend, philosopher and guide.
Wordsworth remembers coming acToss & “hunger hitten® girl leading
4 heifer that ‘picked its sustcnance from the lane'; he also recalls,
Beaupuy's agitated statement : “IL is againsi thar, that we are fighting’.
This image of acute hunger and of migration from the countryside
where the girl and the heifer properly belong, is s0 strong as to have
an almost symbolic quality, as if it concentraics in itself the very
essence of that wrbulent time. One would think that in the Lyrical
24
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Ballots, where Wordsworth is delibermely ehomsing o diffearent locale,
the images woukl be quite differont. B, in fact, images of
dislocation  and  deprivation  constitme  an impartant  aspect  of
Wordswonh's poems in the Lyrleal Ballads.

What was the state of France during Waordsworth's crucial visa
n 1791927 Do the temporary lull that followed the events of 1789,
the moderate bourgeoisic triumphed, the process of constitutional
reforms began, the sans-culoftes were contained for the time being
and when the 1791 Caonstitution was finulised, it ‘fended off excessive
democracy by a system of constitutional monarchy based on an
admittedly rather wide property-franchise of “active citizens™. There
were, however, few concessions in the new policy for the ‘meno
peuple’.  Yet in the first flush of idealistic optimism, moderate
republicans like Beaupuy could feel confident that once the power
of Monarchy and aristocracy was curbed and the process of
constitutional reform begun, the rule of reason would ensure that the
grossesi evidences of ineguality and injustice were done away with.
The last fMicker of this optimism may be found in someone like
Condorcet who while under proscription as a Girondin during the
so-called ‘reign of terror”, could still visualize in his Tableau
Historigque, the growth of reason and equality throughout the world.

The decentralized voluntarist vision of direct democraey that the
Girondins had, was however, completely at variance with the stark
reality in revolutionary France. Following the outbreak of war with
Ausiria and Prussia, the King's intrigues with European monarchies
led to his deposition and arrest. On the other hand, the liberalised
economy was leading to fluctuations in the price of bread, which
added to the miseries of the poor, All-out war efforts and stern central
control over economy was needed. The revolution of 1792 pushed
the Girondins to the position of leadership n this situation— a
position that did not suit them at all. The next year the Jacobins
snatched the initiative from them. During the ascendancy of the
Girondins, Wordsworth was prepared to engage more closely in
revolutionary activities, The fall of the Girondins jolted him out of
his euphoria and made him more aware of the uncertainties of the
process of revolution,

But the briel interlude before the penod of war, violence and
uncertainly began, made it possible for some radical middle class
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intellectuals like Wordsworth feed lhr!I tha ond of T-'"'“""““ Ciling
had made class houndaries more flexible so that such intellectinals
could ok mre closely al and empathize with the poor. the deprivey
and the expropriatesd, 10 fs interesting that o few years later, when
Wordsworth was writing the poems thil were Inulmll-:ul in the L_;-nj.-.w:
Ballade, although he had already left his revolutionary optimism
hehind. he presents us with individuated figures of those """"“'-' suffer
mast in an era of social and political convulsions. Such individuation
i« very important as it facilitates identification, as the appearance of
the “hunger-bitten girl" and her heifer had prompled Beaupuy 1o
identify her as the concrete embodiment of (he abstract idea of
equality and justice,

In 1790, Edmund Burke had accused the revolutionary side of
irying to fit the needs of everyday practical life into their own scheme
of theoretical absiraction.” After that it became a stock charge against
revolunonary radicalism.  Wordsworth is taking his cue from this
Burkean position when, in one of the most famous poems in the
Lyrical Ballads, he talks of the ‘meddling intellect’ that "murders (o
dissect’. But in other poetry written during the same period, he
demonstrates that it is possible to evolve a poetic idiom in which
through the construction of an imaginative proximity (something that
is described in thal poetic idiom as the ‘natural’ bond of human
sympathy), the idea of equality can be concretised through human
configurations. Burke can see no possibility of reducing the gap
between equality and justice in abstraction, and the real men whom
these ideas are supposed 1o benefit. He is only convinced of the
"dangers of men in servile employment like the hairdresser or the
!aII!:rw chandler being permitted to rule™, He is emphasizing distances
.Whllﬂ Wordsworth's poetic intention in the poems | am talking of,
% 10 consiruct proximity.

In the 1800 Preface, Wordsworth 1alks of the
f:l' the hean” and *plainer and more emphatic
n “low and rustic life', as the hasics of

it might seem that he is impelied by the Utopian vision of a setled

community of shepherds and agriculturists”. He pye
_ i talked about
il later jn the Guide 1o the Lukes: '

-+ B perfect republic of ¢
whom the plough

“essential passions
language’ 100 be found
the Lyrical Ballads. Here

hepherds and agriculturists among
of ecach man was confined 1w the
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maintenance of his family . humble sons of the hill  had

o consciousness that the land they walked over and tilled

had for more than 500 years been possessed by men of

their name and hlood,”
But acwually the Lyrical Ballads is populated not by representations
of the members of such o seuled community, bul by those caught
up in the throes of political and social instability.

Except for “The Female Vagrant® and two or three other shorter
poems, everything in the Lyrical Ballads was written in 1797-1798.
The “Female Vagrant' was written al least two years before its fuller
version ‘Guilt and Sorrow® which was composed in 1793-94. Thus
its writing virtually coincides with Wordsworth's stay in revolutionary
France. While the other poems were written about five years after
that, in many of them, configurations of the dislocation of rural life
and of the imminence of war, have a central significance. We find
this in poems like ‘The Thorn', ‘Goody Blake and Harry Gill*, ‘The
Last of the Flock’, ‘Old Man Travelling,” “The Convict® elc. The
hunger-bitten cowherd-girl Wordsworth saw in the lanes of Orleans,
represents irreversible changes, unsetiling events, iragic uprootings
through which the path of revolution lay. The interesting thing is
that in his configurations of rural life in his own couniry, oG, he
puts so much emphasis on the unsettling of human life, marginalisation
and expropriation which leads 10 the Joss of human dignity, What
happens here is also quite different from Goldsmith's earlier portrayal
of *desertion’ from  settled village life. Here, m the Lyrical Ballads,
the ‘other’ in terms of both class and gender (the protagonisis are
often women) is constructed in such a way that proximity with these
figures becomes possible. To establish such proximity hecomes the
function of the poetic imagination. Secondly it is not the represeniatives
of settled rural life who are foregrounded, but rather the bands of
the disempowered.

Robert Mayo in his ‘Contemporaneity of the Lyrical Ballads™
says that the characteristics of these figures who appear there are
tuken from some stereotypes of magazine poetry ot the rime.’ these

centre wround the themes of desertion, child-murder, prostitution,
loneliness, poverty, madness. Mayo's position may well have some
truth in . But if o large number of poects writing al the lime
demonstrate a common sensitivity 1o such themes, that could itsell

Scanned with ACE Scanner



W FYRICAL, RALLADY AND ITS LECACY

indicate the pressures of a historical moment when -‘J'islucrﬂi
large masses of people have become a part of populdf o,
Thix consciousness of massive dislocations hnrn a dest
but it also challenges the limits of class-consciousness enab|
middle class intellectual 10 see beyond his ken,
Imagination,

This feeling of proximity could only operate for g shon lime.
In fact, in real life, with the coming of the Jacobins, Polarisatiy
between the classes became much more evidenl. The visiop of
cmpathy which enabled such a middle class intellectual 1o presen;
the ‘other’, the dispossessed, concretely. soon faded. By perhaps,
the possibility of constructing such proximity through poelic
imagination, lingered on for some time.
Ballads that 1 have been talking of perhap

Mms o
nnn:inusnng,g_
Tuctive fore,

Ing th,é
al least in b,

Notes
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WORDSWORTH AND FRANCE : A POLITICAL,
PERSONAL AND LITERARY CONNECTION

Supesana CHAKRABORTY

‘twas a time when Europe was rejoiced,

France standing on the top of golden hours,

And human nature sceming born again,

Prelude 1805, vi 3524
Wordsworth, the poet of the Lake District, which almost won the
name of Wordsworthshire, was also, to a great extent and in a deep
sense, a poet of France. Indeed, the two are intertwined in his creative
work., While gazing al the native mountain and lakes that provided
his inspiration, did he not see, in his mind’s eye, in the background,
Paris, Calais, Blois and Orleans, the French cities with which he was
familiar. of which he had a bitter sweet memory’ While a recluse
poet in Racedown Lodge or Dove Cottage, he was keenly aware of
the sweep of European evenis, dominated by French, one way or
another. And, as we shall see, at least one noted critic has discovered
the image of a French girl, long lost but never quite forgotten, in
the female figures, or at least some of them, who people the world
of Wordsworthian poetry; Lucy, Ellen, Ruth. Margaret, Martha Ray.
His political views, their change and the reflection in his poetry were
also intimately bound wp with the many levels and stages of
monumental transformation that were faking place across the channel.
Of course, Wordsworth was not the only person of his time (o

feel the influence of the French Revolution and all that followed.
In a sense, these events, moulded the modern world and deeply
affected and transformed whole generation. But Waordsworth had
special fies, intimate and personal, as well as public and political.
with France in this turbulent era. Indeed, in a sense one shaped
the other and both shaped his world outlook and poetry, France meant
n good deal to Wordsworth, one way or another, and Wordsworth

meant something o France.
3l
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We shall divide this paper Into three parts: the direet persongi
connection of Wordsworth with France and its changing profile, the
philsophical impact of the Enlightenment and Kevolution-relnjed
wheas on Wondsworth; the French literary influence on Wordsworh,
il any. and conversely, the image of Wordsworth in French literary

amdd cubtural circles.
Wordsworth's Joumeys o France

Wordsworth's first arrival in France, at the age of twenty or
s0, when the first flush of his youth coincided with the first flush
of the French Revolution, is thus described by an eminent French
critic and biographer of the poet:

He remembered his arrival at Calais on 13th July, 1790,

the eve of the Federation, and the ecstasy of joy and hope

that then possessed the whole country; a thrilling memory

which long made his hean beat faster, and the traces of

which he sought during his new stay. His mind still bore

the imprint of those ineffable hours during which the rapture

of a whole nation had accompanicd with its mighty music

his own mirth of a student on huliday, His mind was then

stired by no political faith, unless it were by the word

liberty in its fresh gloss, its vagueness full of infinite
promise; he had, above all, been moved by the overflowing
spirit of brotherhood that showed iself in a thousand acts

of courtesy towards the young Englishman, the son of a

free country. Decidedly the glimpse he had of France and

of the French had enchanted him. '

In the context of the second last line and “the son of a free couniry”,
it should be remembered that England enjoyed high esteem in France
al this time. During the Enlightenment, the French philosophers and
the educated public in general, had admired England for her
consiilutional monarchy, advances in physical and social science.
Locke and Newton, for instance, were almost icons in eighteenth
century France. Voltaire, after an enforced stay in England (he had
been forced to fly from France), gave a vivid and attractive sketch
of many institutions of that country in Letters Philosophiques. True,
there were voices even within the Enlightenment spectrum which were

Scanned with ACE Scanner



I -‘
WORDSWORTH AND FHANCE 13

aol quite $0 Anglophil but the balunce was on the other side. When
ihe French Revolution first began, it was widely helieved that it would
follow (he course of the seventeenth century Civil War and so-called
Glorious Revolution in Britain, 1t was not till the French Revolution
nad taken a far more radical and bloody turn and Britain had become
the head of an anti-French, anti-revolutionary coalition that the role
model of yesterday was transformed into the chief enemy.
At the time of young Wordsworth's visit, the honeymoon
hetween the two nations was still in full swing.
...we bore a name
Honoured in France, the name of Englishmen,
And hospitably did they give us hail
As their forerunners in a glorious course.
Prelude 1805 vi 409-12
Wordsworth certainly reciprocated the welcome with his
enthusiastic greeting of what he considered the rebirth of France,
of Europe, of the whole world.
From hour to hour the antiquated Earth
Beal like the heart of Man: songs, garlands. mirth,
Banners, and happy faces, far and nigh!
Sonnet; “Jones, as from Calais
In the words of a critic, the next siage of the poet's involvement
with France came as follows;
Wordsworth returned to France in MNovember 1791 1o find
himself in ‘a theatre, of which the stage/Was busy with an
action far advanced.' (Prelude, 1805, ix 93-4). The King
had tried to flee the couniry in June 1791, and had been
ignominiously brought back under guard. He was regarded
as a traitor. The Revolutionary leaders in the capital were
divided into two main groups—ihe Girondins, under
Brissot, who were supported by merchants and middle
classes. and the Jacobins under Danton. Maramt and
Robhespierre, who were supporied by the sansculoltes (the
clerks and anisans of Paris). In the newly clected
Legislative Assembly, which Wordsworth  visited, the
Girondins led by Brissol were in control.  Robespierre had
lo make his speeches in the Jacobin club, as he was not
eligible for clection to the Assembly. Wordsworth had

Mallais - &
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wxme idea of what was going on, as he bl prepared himsell
for & wecond visit by reading pamphlets, ani probably hacd
s lener of introduction 10 Drissot, but ot first he was only
sentimentally alfectesd by the lleals of the revolution.  He
staved i Paris for a week, and spent the time looking at
paintings  and collecting  souvenirs— @ SIOnE from Ihe
Rastille, tor example; yel on his arrival in Orleans be met

officers and members of Royalist clubs.’
Indoed, we see the same contradiction in the two most intimate

relationships which he developed at this time in Orleans and Blois.
He became a friend of Captain Michel Beaupuy, an ardent patriot
and Republican, whose influence matured the political ideas of the
voung poet and moulded them in the same direction.
My heart was all
Given 1o the people, and my love wis theirs.
Prelude 1805, ix, 124-3

At the same time, he started a passionate love affair with Anne
Marie {Annette) Vallon, Annette, four years older than himsell was
the daughter of a surgeon at Blois. Her family had royalist sympathies
and Annette, al a later stage, was deeply and passionately involved
. counter revolutionary intrigues. But this was in the future. For
the time being, her engagement was not so greal and the poet probably
caw no conflict between his love for the French Republic and the
royalist French young woman.

Wordsworth remained in France for more than a year, while his
guardians urged him 1o take up a career. His pretext—or perhaps
he took it seriously—was lo learn enough French to act as a tutor
and travelling companion o some wealthy young gentleman. No
doubt. he was bound to France by the double passion of love and
revolutionary politics. In December, 1792, Annetie gave birth to @
daughter, Caroline. Wordsworth was forced to leave the country for
both political and pecuniary reasons. His guardians, who wanted
him 1o seule down and take up a career, would probably send him
no more financial support. Besides, Britain and France were now ol
war and Wordsworth lishle to be arresied as an enemy alien.

There is & tradition that Wordsworth came 1o France again in
the autumn of 1793, This was at the height of the Terror, when
many Girondin leaders were being sent 1o the guillotine. Wordsworth.
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like Paine. Godwin nr-.ld most English radicals, identified himsell with
the nm.rnﬂmminrnlc dirondins, though they were all hroadly lahelled
“lacohin hyrlh:: reactionary press,  Wordswaorth might have been
acquainted with Brissol, the Girondin leader.  The poet apparently
told Carlyle in 1840 that he had been present at the execution of
Gorsas, the first Girondin to mount the scaffold on 7ith October, 1793,
Did he have time to visit Annette and his daughter or was he forced
to fly from Paris immediately, being in double danger as an
Englishman and a Girondin sympathizer! In any case, the story of
this third visit to France is by no means certain;’

What is certain is that spiritually the poet was at one with those
whom he considered innocent victims of the Terror.

And long orations which in dreams I pleaded

Before unjust Tribunals, with a voice

Labouring, a brain confounded, and a sense,

Of treachery and desertion in the place

The holiest that 1 knew of, my own soul.
Prelude 1805, x 369-8]

But Wordsworth still loved revolutionary France and could not
support the counter revolutionary war which his own country was
waging against her. His patriotism in the revolutionary sense and
patriotism in the ordinary Sense of the word were in conflict

I rejoiced,
Yea, afterwards, truth most painful to record!
Exulted in the triumph of my soul
When Englishmen by thousands were o'erthrown...
Prelude 1805, x, 259-62

Wordsworth rejoiced afier the fall of Robespierre on Thermidore,
that is July 1794. However, he could not approve of the foreign
annexations of France, for example, the incorporation of Switzerland,
another republic.  He lamented the extinction of the Venetian
Republic, “the eldest child of Liberty," Actually, Vemice had been
4 closed and oppressive oligarchy, but this, of course, did not excuse
Napoleon's action. Even more reprehensive was the French treatment
of the blacks of Haiti or Santa Domingo. The slaves of this African-
Caribbean island had revolied successfully at the beginning of the
French Revolution, under the leadership of the remarkable Negro,
Toussaint L'Ouverture. The French Republic had emancipated all
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caves and Toussaint, H his part, "‘"_"J'"m‘l' o remain & pan o
Republican France. on 1erms hat wege favourable to his people, Ty
Napoheon re-tmposed slavery i Hadid, thus |mwu'ninu i fresh revgh
Toussaint was fmprisoned and digd in prison, WH_II'IJ!WHHH Wiy
inspired 1o write a Sonnet by the fme of the binck chiel and martyr,
Tourssainl. the most unhappy.. " Anather sonnet expressed protesy
against the acl which drove all the Negroes from France. -wn had
s female passenger.’ tronically, as we shall see, Wordsworth, in lnter
life became something of a racist and not unsympathenc o slavery

and slave owners
rom Prelude and the directly political sonnets what

A f
;hﬂmpaim France cast on Wordsworth's poetry of this period? A
long narrative poem, Vaudracour and Julia, is set in pre-revolutionary
France. Vaudracour, a young nobleman loved and wished to marry
Julia, & daughter of the people. To prevent the socially unequal
alliance. his father has him arrested by a lettre de cachet, that is.
secretly, without accusation or trial, as was possible under the ancient
regime. Vaudracour kills one of the men senl [0 arrest him. He
is imprisoned and gains his freedom only by promising 10 give up
Julia. He cannot keep the unjust and enforced promise. The lovers
meet again, only 1o be forcibly separated. Julia, now a mother, is
shut up in a convent. Their child is left with Vaudracour, who retires
with it to a hermitage in the wood. The Revolution promises freedom
but too Jate. Vaudracour has become nsanc.

The poem combines a tale of tragic love with protest agamst
the injustice and oppression of the ancient regime. Wordsworth later
declared that he had heard the story "from the mouth of a French lady
who had been an eye-and-ear-witness of all that was done and said. ..
The facts are true; no invention as to these has been exercised, as
none wis needed.”™ Legouis scoffs at this supposed source and instead
traces the inspiration to the poet's own love affair with Annetie. Of
course, there were many differences between reality and imagination,

There existed between Wordsworth and Annette no difference

of caste. The surgeon's daughier was as good as the son

of the Earl of Lonsdale’s Steward. There was no violence

used in their case; no lewre de cachet, murder, prison,

convent, nor iragic ending. But before coming to the lovers'
woes, the poet described con a more— and it is the only
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place in his works where he s done so-the intoxleation

of passion.’

Legouis gOcs on 10 argue that this sudden “intogication was
wore characteristic of the poet's own passion for Annetie than of
he feelings of his hero for Julia, which grew gradually, through
childhood intimacy.

Arabian fiction never filled the world

with halfl the wonders that were wrought for him.

Earth breathed in one great presence of the Spring;

Life tumed the meanest of her implements,

Before his eyes, to price above all gold.
(Vaudracour and Julia)

This work, at least. has a definite French setting, whether real
of imaginary. But Legouis goes further and links several poems of
Wordsworth, not at all related to France, apparently, with his
memories of Annette and their child, Caroline. For example.
Margaret in “The Ruined Coltage”, Martha Ray in “The Thorn™, the
heroine of “Her eyes are wild”, Ruth in “Ruth”, Ellen in Book VI
of The Excursion all have cerain points in common. They are
abandoned by their husbands or lovers or separated from them
hecause of war, in some cases left with fatherless children. Death
or madness or both are often the result. There is a parallel here
with the Annelie-Caroline case, though the results were not quife so
tragic. Legouis cites even verbal similaritics between certain lines
in “Her eyes are wild” and the deeply tender and emotional letters
which Annette wrote in French, to Wordsworth and his sister Dorothy.

On the other hand, Legouis finds in the Lucy poems a negative
of or antidote to the memory and image of the French girl. Whether
Lucy was @ creature of Wordsworth's imagination or had any real
prototype has been much debated. Legouis pssumes that

She was a mountain girl, dwelling in a secluded and lovely dale,”

Presumably, she was beloved by the poet in his very young days,
before an early death snached her away. Indecd, in some of the
poems, Lucy appears s mere child at the time of her death, something
which casts doubt on the Legouis thesis. In any case, the thesis
seems as follows. The very young wordsworth loved and lost the
very young Lucy, The wisits to France, the dazzling impact of the
French Revolution, the fascination of Annetie combined to efface the
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v of Lucy of, ot least, push It into the subconsclous mind of
the poet. But he was separated from France and Annette for almes
a decade amd was becoming increasingly troubled and disenchanteq
about the Revolution. In this mental vold, the image of Lucy came
o the fore, She bad been an Englishwoman, had shared Wordsworth' s
thoughts, habits and way of life. In short, the more he thought of
the dead Lucy, the more remote the absent French woman became
m his mind.

What had Annctle been doing meanwhile? Besides tending her
child and writing moving letters to Wordsworth and Dorothy, she
had been engaged, heart and soul, in royalist plots and the chouan
counter-revolutionary nising.  One of her brothers had narrowly
missed the guillotine. Annette hersell often risked imprisonment or
execution.  Interestingly, she was referred to in official papers as
Madame Williams or Widow Williams. Her family and friends
believed that Annette and Wordsworth had been secretly married by
a non-juring, that is, anti-Government priest. For obvious reasons,
no records of such & ceremony could exist. Such CaSes were not
rare among royalists and fanatical Catholics at the time of the
Revolution,

Legouis declared that the fortunes of the Vallon family during
that turbulent decade could have provided material for novels by
Balzac. Annette herself might have been the heroine of g Balzac
a_-mcl, such as Les Chouans (The chouans). She had thus developed
Into a very different character from the idealized Lucy of Wardsworth
A violet by a mossy stone/Half hidden from the eye™, ‘
_ In 1802, the Peace of Amiens between Britain and France made
it pu;:.sihlc ko revisil France after about a decade, He Was accompaniet!
E hlm_mm- Dﬂ-:rulh}_', Indeed, many Englishmen ook this opportunily

visit France. Quite a number of them were favourably impressed
h;a:iapni:um:;j mm:u the First Consul. The brilliant and striking young
e ;_E:m“ ““;“ ’;“ far by his own merit, seemed 1o embaddy
o b ::F::d ;:: r:::.- French Revolution, while getting rid of
;:EFMUH Popular lundmark for sightseers was, of course,
st Consul himself, and many a bribe was paid for

admission 10 one of his recephions. ... On the whaole the
mood seemed (o be one of reconciliation, and the

-
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cosmapolitan spirit of ihe eighieenth century reasserted

itsell after ten years of repression*

Wordsworth did not share this admiration.  Almost from

the beginning. he had hated Napoleon, os an embodiment

of despotism and aggressive military conquest.  France,

though still a Republic in name, was no longer what the poet

had seen in his youth. On the personal level, the reunion

with Anmnette and Caroline. though doubtless happy and

affectionate, apparently roused no very deep feeling.

Certainly, Wordsworth did not think of sharing their life.

On the contrary, he made a handsome financial settlement

on Caroline—or, at least, the promise of such a settlement,

when leasible—and obtained the consent of Annette for his

marriage with Mary Hutchinson, the childhood friend who
could perhaps replace the real or mythical Lucy.

As far as we know, there was no dramatic rupture or guarrel,
no bilterness on either side. Such arrangements were nol uncommaon
in those times and Wordswonh, as Legouis reminds us, remained
more of @ Georgean than a Victorian. The lovers had simply grown
apart, developed in different direction. Their minds and lives could
no longer meet, as they were both wise enough to und::r;mnd. She
could not seitle down with him in some remote collage m_lha:: Lake
Districts, just as he could not plunge with her into the whirlpool of
French chouannerie. Wordsworth was now, above all, a poet and
an English poet. Annetle, absorbed in the passionate an_d dang:ru}:s
excitement of counter revolutionary politics, r!ut to mention the daily
cares of raising her child, could hardly cultivate the language an-:.!.
literature of her lover. It was this factor, the growing “un-Frenchness
of Wordsworth, that Legouis Siresses as i Cause of their final,

separation.
m“lll:{l:]};afg;rﬁiw he felt her to be from what now made up |

his whole life, not only from nature, bul lrom poeiry as

he understood and practised it Between 1!'::an stood the

barrier of language; never could she delight in 1.h= VErses

he had written, nor in those he still would write; never

would she grasp their thythm nor their beauty, even if he

wranslated them to her, scarcely could she catch at o few

of the ideas that had inspired him, and those ideas, strong
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and subtle as they were, were more likely to hewilder than

i enchant her.  His daughter hersell did not know English,

and he despaired of ever making her intellectually and

poctically his child,  Besides, in the long interval which

had ¢lapsed since 1792 he had lost the fluency and readiness

of hit French, To speak it was now a painful effort, words

and accentuation played him false.™

What of little Caroline, a piece of France that was Wordsworth's
own flesh and blood, the daughter who could not be “intellectually
and poetically his child?’ There is no direct reference 1o her in
Wordsworth's poetry. But Legouis believes that he has discovered
such a reference and that the famous sonnet, “It is a beauteous
evening, calm and free” was in truth addressed o Caroline. The
shight disapproval, marked with benevolence,

Dear Child! dear Girl! that walkest with me here,

If thou appear untouched by solemn thought,

Thy nature is nol therefore less divine,
proves, according to Légouis, the mental distance between father and
daughier, a distance not only that of age.

Another eritic has hinted at traces of Caroline in one of the
Matthew poems. Matthew had lost his beautiful and beloved daughter,
Emma, who had scarcely seen “nine summers”, Al his daughter's
grave, he sees a child very like her. [Is it a ghost, a revenant, a
reincarmation of Emma or simply a case of a chance resemblance?
In any event, Matthew. though deeply moved, maintains his distance.

Instead, with an unexpected unsentimental twist, the Cirl

is rejected—'T did not wish her mine” and allowed to remain

free and unpossessed— we must not use others as emotional

fodder. ...

but il we must guess, il seems more [0 the point [0
look for an eight-year-old girl. In 1799 Wordsworth’s own
daughter, Caroline, would be almost the same age as Emma;

he had, of course, never seen her."

In fact, Wordsworth had seen Caroline as a new born habe and
perhaps, again, the next year—we cannot be sure. But these were
merely briel glimpses. To all intent and purpose, he had not seen
her till 1802. And then he made haste to leave her “free and
unpossessed” again, However, all this is mere conjecture. We do
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pot know Tor certam what the poet felt for s French doughter and
whether she inspired any of his poems, directly or indirectly.

Caroline married Jean Baptiste Baudouin, a Government officer
and her cldest daughter was named Louise Marie Caroline Dorathee,
the last name linking her with her English famly, Wordsworth,
together with his wife, sister and Crabb Robinson, visited his French
family for the last time in 1820, There was a certain amount of
unpleasaniness around 1842, when Baudouin seemed 10 expect
financial help from his English father-in-law. Annette died in 1841
We do not know what Wordsworth's reaction was. But was there
some connection between this event and his translation of a shor
French poem, “La Petite Chouannerie on Historie d'un College Breton
Sous L'Empire”, (The Little Chouannerie or the Story of a Breton
College under the Empire) the year afler? The English translation
bears the title, “The Eagle and the Dove™. Did the poet, while
translating the slight piece ol work, think of Annette, who had been
a determined and courageous chouanne?

Wordsworth in France

The two Romantic English poets who exeried the greatest
influence in France were undoubtedly, Scoti and Byron. Among the
Lake Poets and Wordsworth’s intimate circle, De Quincey seemed
to have been best known across Lhe channel. Baudelaire wrote
‘Artificial Paradise”, based largely on a translation of Confessions
of an Opium Eater. Apolinaire in one of his poems tenderly recalls
“Thomas de Quincey drinking/The opium poison, gentle and chaste”.

This is nol to say that Wordsworth himself was unknown or
not sufficiently valued in France. This was far from being the ¢ase.
His reputation was very high during the latter half of his life in a
country which had once meant so much 1o him. Such critics as Pichot,
Philarete Charles, Fontaney, above oll, the greal Sainte-Beuve offered
Wordsworth sensitive and perceplive praise. “A lormer professor
of foreign literature” thus wrote of the English poet in o paper sent
to a daughter of Caroline, Marie Murguerite,

But the purpose of Wordsworth and his school was not only

to please. Their purpose was (o raise, (o etherealise man,

1o make him purer, more grateful to God, more confident
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of His marvellous and inexhaustible goodness, Are not poegs

like Wordsworth our most profound theologians?,

Another characteristic of the poetic school of Wordsworth g
instead  of choosing elevated subjects it concerns itsell almgy
exclusively with humble life. Thus it is a poetry not of passion g
of imagination, but of affection and the heart. A simple labourey,
a humble shepherdess can be its hero or heroine. 1ts principal obijec|
is o sanctify and to beautify the humblest emotions of quier Jives,
The home is its altar; it rarely strays beyond the circle of family
life. One might say that this poetry is peculiar to England, and s,
of all poetry, that which produces the most moral effects on the lowes
ranks of society. It shows them that their state is capable of producing
the sweetest, the purest, the most exquisite pleasures. It opens their
hearts 1o the voice of civilization and humanity, and these humble
and obscure people no longer rebel against their life when they see
that it inspires poets who paint in the purest and most touching colours
their humble actions and their antachment to their homes. They know
that the most distinguished poets of their country sing in sweet and
pleasing verse ‘the simple annals of (he poor”

(A footnote adds here : “Elegy Written in a Country Churchyurd”,
written by Gray, a secondary poet of the eighteenth century),

I know no poet belonging to this school in France save M.de
Lamartine. He is perhaps not exactly the bard of the country and
the village, but he is at least the poet of the affections and the heart,
a;;m::ll!his he resembles his contemporaries of the English Lake

Sainte-Beuve, one of the most noted and influential

nineteenth century French critics, gives Wordsworth high praise. For
instance, in 1854, the third of Sainte-Beauve's

L line articles entitled
William Cowper, or of Domestic Poetry” came out

Now, in this article Sainte-Beuve brought in Wordsworth to
prove that genius and domestic huppiness are not mutually
exclusive. Wordswonth thers appears as the poet of vinue,
loftily teaching 2 lesson 10 the profligate romantiques.""
Several examples of French Wordsworth eriticism and admiration
can be given. What was their direction and did the English poet
have any influence on ihe French Romantic movement? We have
seen that Sainte-Beuve, as well as the “former professor of foreign

of mid

— |
A —
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literature”, stresses the particular qualities of Wordsworth, which
place him in a certain tradition of English poetry. from the eighteenth
century onward, He is seen as a spiritual descendant of Gray and
Cowper, though the former is called, somewhat unkindly, a secondary
poet. Wordsworth is seen to concentrate on Iwo factors, in his poetry;
those who are in a humble station of life and domestic virtues. The
“professor” believes, somewhat hypocritically, perhaps, that the fact
that greal poets write about them would reconcile the humble to their
condition of life and that they would no longer “rebel”. 1t 15 a
debatable point whether the Michaels and Martha Rays of real life
had read Wordswarth's poetry and, if they had, whether this would
have led them 1o resignation or rebellion. But the “professor” is
clear that he values the domestic virues of the poor, not their public
action. Life has already become too publicized and politicized,
perhaps under the influence of the French Revolution, Wordsworth
might serve as an antidote to this trend.
The root of the trouble is. that in times of mistortune, men
grow accustomed Lo living 100 much out of themselves, 1o
identifying themselves with public questions, and attaching
their existence to them. They unfortunately forget. in the
excitement of public life, that they should follow the
warning of their conscience, and remain faithful to thewr
most intimate convictions, 1t is 10 this inner life, full of
purity, of joy and of useful acuvity, that Lamariine in France
and Wordsworth in England desire to bring back humanity."
Sainte-Beuve and the ‘professor’ atiempied, apparently 1o

distinguish the romantic po¢t from the stock figure of the Byronic

home wrecker,

Apart from. the admiration he inspired, did Wordsworth have

any influence on the generations of French poets that followed his
The first hall of the nineteenth century, when Wordsworth
was still alive, saw the rich flowering of French Romantic poetry,
from the eighieen twenties anward: Victor Hugo, Lamartine, Musset,
Vigny, above all, Baudelaire. Did any of them show fraces of
Wordsworthian influence or, al leasl, was there any affinity with the
English poet?

Let us first take
of foreign literature” places in the same Calegory

own?!

the case of Lamartine, whom our “professor
as Wordsworth,
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There are undoubtedly poimts of resemblance, though the question
of direct inlluence is debatable. Lamartine did choose poetic subjects
fhat were close o Wordsworth's heart—childhood, family life, (he
hencvolent influence of Nature, religion—though he also wrote poetry
of a very different kind.  In a modemn cdition of the poetry of
Lamamine. the wnier of the preface remarks:

- 1969, should 1 dare to wrile that Lamartine has given

finished expression to filial piety and paternal tenderness,

thal he has celebrated the family? “Gethse-Mani”., “The

Vine of the House” give a superb lie o the gidien sophison

and prove that one can create good literature with good

sentiments,'*

“The Labourers”, for instance, stresses an organic link between
the land, the family and the fatherland.

And the family, rooted

In the land where they have planied,
Flower again from year to year,
Collective immortality!

And beneath its beloved guidance
Love of the fatherland is bomn.'*

In “Milly, or the Land of Birth”, Lamanine portrays an
rura community and family, {That Milly was not, in fact, the land of his
hurth matters little for our purpose). His futher, who seems a prosperous,
patriarchal farmer, exercises his firm yet mild rule over the shepherds,
a5 well as his own family. The poet's mother provides help 1o the
needy. Lamartine contrasis this picture of simple, humble virtue with
crowned wickedness, crime and bloodshed by powerful men.

Every tree has its history and Every stone a name,
What does it matter that the name, like Thebe or Palmire,
Does not recall to us (he ostentation of an empire,
Human blood shed for the choice of tyrants,
Or those scourges of God whom men call great.”

The pictures of the lives of humble, unknown people appear in

& paricular tradition of English poetry, from Cowper, Crabbe, Gray

o Wordsworth, The “professor”, interestingly, mentions Gray's

famous “Elegy on a Country Churchyard" in the context of Wordsworth
and seems 1o think Lamartine the French counterpart of Gray or
Wordsworth,  Wordsworth, in his post Godwinian phase, indeed

idyllie

S —— - _-J
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supported private property, ot least smull scale property, a8 part of
a man's life and being. A poem like “The Last of the Flock” cquates
a shepherd’s flock with his numerous family. In fact, independent,
virtuous small property owners, such as Lamartine and Wordsworth
sometimes portrayed, a Michael or the father in Milly, corresponded
1o the Jacobin ideal of the French Revolution.

Legouis makes an interesting comparison between Wnrdswnﬂ_h
and Lamartine. Even when both poets describe nature or a rusiic
feast, their approaches are different,

The poet (Wordsworth) does not appear to have been more

sensilive to the succulence than to the perfume of objects.

Not. of course, that lang descriptions of Rabelaisian banquets

are necessary 1o betray the existence of this sense. One

of the mosl spiritual among poets reveals it by a couple

of lines.

This day has flowed like the inside of a mouth

A delicious fruit beneath the tooth that touches it."

What of Victor Hugo? There are ceriain affinities with
Wordsworth, in mystical contemplation of nature, as well as pictures
of humble, low class life. The latter occurs not only in the famous
novels of Hugo, such as Ninery three, Les Miserables but also in
some of his poems. The story of the family of fisher folk in Legendes
des Siecles. (Legends of Centuries), for example, is very
Wordsworthian. if one substitutes the sea for the northern lakes and
mounigins. Legouis suggests an even more direct influence of
Wordsworth on Hugo, in one case, at least. There is a remarkable
episode in a historical novel of Hugo, L'Homme qui Rir, The Man
who Laughs, set, incidentally, in England. A child, alone, abandoned
by his companions, is caught up in a fearful storm.  He wanders
io the fool of a gibbet, on which a corpse is hanging. The violent,
stormy wind makes the lifeless body swing wildly, 1o and fro and
it seems to the terrified child that the dead man is pursuing him.
Perhaps there is an echo here of a childhood experience of
Waordsworth, which he describes in Prelude. He had come across
| gihhr.l: where once o murderer had hung in chains, When the child
saw it, the gallows was indeed empty but someone had carved on
it the name of the murderer. The sight affected the child Wordsworth
deeply. In one of his poems, “Guill and Sorrow", the memory of
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this incident inspires o description that is I.:Ium‘: o Hugo's novel ine
might have boen the source of that particular chupter in jj.

A human body that in irons swang,

Uplifted by the tempest whirling by,

And, hovening, round it ofien did a raven fly"

Legouis also compares the Wordsworthian poetic style with thai
of Hugo. Bath introduced what used to be regarded as prosaic,
commonplace words in the sacred realm of poetry, widening the scope
of the latter. Bul there were also important differences between (he
Wi,

We can see clearly enough, too, the fundamental difference

between this revolution in poetic style and that which Hugo

effected, thirty years later, in France. Wordsworth has less
desire 1 extend than to limir the vocabulary. He would
have poelry use no other words than those employed in
prose. Hugo would have it employ all words admissible

in prose in addition 1o its own, The English poet, regarding

words as at best but a veil which covers the naked thought,

endeavours to attenuate them 1o the utmosi possible Jimit.

The Frenchman prostrates himself in adoration before verhal

signs, “for the term is the Word, and the Word is God"

Baudelaire might be considered outside this orbit altogether, He
did not write about childhood or family life, except in one or two
nostalgic poems, and was indifferent 1o nature. except the sky, the
sea or such pieces of Nature as might be glimpsed at in a city. An
urban, a Parisian poet, he drew most of his images from city sighis
and sounds, or from hard, bright precious stones, man made Jewels,
Yet references 1o the poor and disinherited abound in Baudelaire's
Prose poems or in certain sections of his famous Fleurs du Mal
(Flowers of Evil)! Tableaux Parisniens (Parisien Pictures) or Litanies
de Sawn (Litanies of Satan), To this extent, at least, the most un-

Wordswonhian of poets might be considered a follower of the Lake
Poet. Of course, it might also indicate the general influence of the
Freach Revolution on French and English Romanticism alike. A

poem of Baudelaire “Voyage 1o Cythere" evokes the image of a dead
man on a gibbet

It might appear the height of rashness 10 devote so detailed
a study to the youth of a foreign poet, whose work has

e _—
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never been translaled into French, and whose life, as a
whole, has never been made the subject of a special work.
It is true that Sainte Bewve fell for Wordsworth an
admiration which led him to imitate some of his sonnets;
that M. Scherer ook a lively imerest in his moral reflections,
and M. Bourgel and M. Gabriel Sarazin in his subtle
symbolism, that M A Pegeltier has recently pronounced an
eulogy, remarkable for its penetration, upon the insight
displayed in his interpretation of nature; and that various
other iributes have been paid to him, the most curious,
perhaps, by Maurice de Guerin and Hippoly fe o de la
Morvonnais. 1t was the dream of these young Breton pocts
to bring about in the matier and form of French poetry a
revolution similur 10 that  which Waordsworth  had
accomplished 10 England. But all this sympathy and
sdmiration, on the part of men differing so widely both in
character and generation, cannot blind us 1w the fact that
France is. of all countries, thal one in which the piet’s wish,
an echo of that expressed by Milon, has  been  most
completely realived —
Fit pudience lei me find, though few!

The influence of France on Words worth, complex amd many
awpected, has alreudy been discussed, his pleasure in whal
he considered the cheerful politeness of & people: his deep,
passionate I changing involvement with the French
Revalution; his profound (rendship with Beaupuy, who
exercised u considerable influehce on the young poet.
whom the fatter considered un jdeal revolutionary amil
“.Migr._lmimv,ptm; (s there i certiin resemblance here
with Clauvain, the hero of Hugo's Ninety-thiee?) the briel
bl passtonate love  alfir with Anncue, his feelings,
however amhiguous, for the French child whim e had
abandoned, of been foreed o abandon. One way or another,
France did much 1o mould Wordsworth,

O the academic of lerary level, Wordsworth, as a studlent
i Cambridie, paid much more attent'on o modern Furopenn
languagos than to the classics, which were considered more
pypartant in those days. Though Dtalian was his st love,
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he also acquired proficiency in French and Spanish. Legouis
has shown ihe influence, for example, of Ramond de
Carbonnieres on Wordsworth's youthful “Descriptive
Sketches”. There are verbal parallels between the poem
and the prose work in French.
Thro® vacant worlds where Nature never gave
A brook to murmur or a bough to wave
Which unsubsiantial Phantoms sacred keep:
Thro' worlds where Life and Sound, and Motion sleep
Where Silence still her death-like reign extends,
Save when the startling cliff unfrequent reads;
In the deep snow the mighty ruin drown’d,
Mocks the dull ear of Time with deaf abortive sound,
Beside these lines, Legouis places a passage from Ramond.
It is something new and surprising for an inhabitant of
the plain, the absolute silence which reigns over (his
platform (of Saint Gothardy, we do not hear the least
murmur; the wind which crosses the skies does nol meet
here a leall whose violent agitation betrays its (the wind's)
passage; only, when il is impetuous, it trembles in a
gloomy manner aguinst the points of the rocks that divide
.i;ll___fl
The acquaintince of Wordswonh with near contemporary  French
literature appears through these echoes. The influence of the French
Revolution and France, in general, is all pervasive in his works,
particularly carfier works: In early 1793, Richard Watson, the Bishop
of Liandofl, wrote a pamphlet sttacking the French Revolution and
questioning the need of uny reform in England. The young poet
wrote 4 passionate, vigorous and well argued reply to this. "It shows
how far Wordsworth had assimilated the ideas. and cven the lurn
of mind, of the French Revolutionisis™
I 1796-97. The play has a vague medieval selting
(perhaps the Gothic element in Wordsworth has been understressed)
but the spiril is that of the Enlightenment, French Revolution and
English reformers. The hero, Marmaduke, is the noble leader of a
h"d_ of Robin Hood-like outlaws. Through the deception and
manipulations of Oswald, an lago-like character. he is led 1o cause
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(e death of an innocent old iman, the [nther of the woman he foves,
Oswald, in tum, ha re-enncted on experience In his own life, The
play has heen considered hoth an exposition of the Godwinian
phill‘irﬁ‘r}'ﬂhy and its rejection.  The outlaws, though pure-hearted and
high principled, are naturally without any social, not to mention
celigious. sanction or guidance. Their goodness depends  entirely
on their own reason, which might go astray or be misled, as
Oswald grievously misleads Marmaduke.  Legouis here finds a
parallel with the different factions, moderate and extremist, of the
French Revolution.

Now Oswald the Montaguard is surrounded by weak and

virtuous Girondins.™

Interestingly, Godwin's famous novel, Caleb Williams, also
includes-a band of outlaws and robbers.

The influence of Rousseau was all pervasive at the time of the
Enlightenment, before and after the French Revolution. Whether
Wordsworth had made a systematic study of the works of this
Genevan philosopher, French by adoption, cannot be known. But
he must have had a general acquaintance with his theorics, acquired
during his stay in France if not before.

Which ideas of Rousseau might have influenced Wordsworth?
Though Rousseau has wrongly been labelled a primitivis, he did give
a special place 1o children and to societies al an earlier stage of
civilization. His Emile has been considered a classic of education,
in which a child is trained 10 be an ideal citizen, by following the
path of nature. Did Rousscau write about o mythical child because
of his sense of guilt, since he had abandoned his own children? Did
Wordsworth see here any similarity with his own siluation, vis-a-
vis Caroline?

In any case, Wordsworth's view of education, in practical life
and his writings, are essentially Rousseauistic. The child Wordsworth
had enjoyed a school life of unusual freedom and happiness, at
Hawkshead. He and Dorothy similurly brought up a child entrusted
lo his care, Wordsworth remarked

Till a child is four years old he needs no other companions

than the flowers, the grass, the cautle, the sheep that scamper

away from him, when he makes a vain unexpecting chase

after them, the pebbles upon the road ete.™

Ballalw : 4

Scanned with ACE Scanner



PwRal R ARY AN T L PAE Y

This I cormminly Rowsseawiath The concept of the child iy i,
Auppmarrnlite (%" mn Ty W" Seer hlest” seems d"”“'*
aarthy oo the platemic concepy of A pre matal thmf:f- el paniiy
byern Brsiremesn s view of chikibood e o time of superior innocones
and iretore donper wislom

Apam. Rowssrm withost Being exactly & primitivist, believeg
i delitively. ansophisnicated communities remained simple. unined
wnd vietous owas Tor this reason that he opposed the introduc tinn
of the theatre in his native city state, Geneva,  Also, the cull of the
hoan placed humble goodness and emotions above the polished
mcllocs. This doctnne appears in an altered form in the “Preface
i Lvncal Ballads™ where Wordsworth tells us that he had written
shourt “low and rustic life ., because in that situation the essential
passsons of the heart find 4 better soil in which they can attain their
Mty

As & cnhbic points oul,

These behefs of Rousseau would have filiered down 1o

Waordsworth in any case; like the cult of Feeling...they were

part of the climawe of opinion by the 1790s, But it is to

he moted that the only doctrine of Rousscau's which

Wordsworth uses directly after his return from France is

that of “the general will'— the "will of the people’ had

produced the French Revolution, as Wordsworth explained

in bus Letter 1o the Bishop of Liandoff™

France, as we have seen, provided Wordsworth with much poetic
mspiration and matenal, both directly and indirectly. An important
pan of the Prelude, as well as Vaudracour and Julia are set in France.
Even the putriotic sonnets of Wordsworth were in a sense inspired
by France, being anti-French or, at least, against the French regime.”
His reactionary. us well as revolutionary periods are connected wilh
French themes und subjects. For example, in 1816, he wrote a sonnet.
Feeling of & French Royalist on the Disinterment of the Remains
of The Duke D'Enghien”. The Duke In question was 4 young prince
of the French royal house, who had been unjustly executed hy
Rapoleon. He was regarded us & martyr for the royalist cause. Again,
the poet who had shown such sympathy for Toussaim L'Ouveriure,
the leader of the black slaves of Huitl, took a quite different attitude
when the widow of Heari Chiistophe, the successor of Toussainl,
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aally feroic and unfortunate, was given reluge in England.  He
ol A iasteless parody of a famous poem by Ben Jonson, attacking
4y the black lady and the English Abolitionist, Clarkson,

Queen and Negress, chaste and [air,

Christophe now is laid asleep;

Seated in a British chair

State in humble manner keep;

shine for Clarkson's pure delight

Negro Princess, ebon bright.

Eor he who had once called slavery “this most rolicn hmn::lh
of human shame” nOW believed that slaves should be freed only if
slave OWners were adequately compensated. But such poems, 100.
were French inspiration, since Haiti was, or had becn. pant of
me;am and Wordsworth, Wordsworth and France are iwined In
a complex and inextricable way, 10 make up a chapter of European

poetry and history.
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27, These poems acquired a new sign
fime of the First World War,
an enemy.

this FIFEt'.I
the authg,

ificance almost a century later, af |he
Itonically, France was now an ally, no
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‘A WIDE QUIETNESS' :
SILENCE AND THE LYRICAL BALLADS

Marasia Sarkar

The Lyrical Ballads of 1798 has become an icon. We expect 10
click @ mouse and gain Access through it to the entire file on
Romanticism. While this may be something of an exaggeration, the
ctatus of the Lyrical Ballads as a focal point cannot be denied. Today
ihe accepied date for the beginning of Romanticism has been pushed
hack to 1780° (1780-1830). Yet 1798 and the publication of the
Lyrical Ballads by Joseph Cottle, a volume containing poems by
Wordsworth and Coleridge, remains an event of crucial significance
for Romanticism—the public announcement of the beginnings of a
new movement. While it is imponant 10 look upon the Lyrical
Ballads as an evenl in literary history revolutionary in its concephion
and its commitment (0 2 REW CAUSE, it is equally imporiant to ex amine
the received legacy of the history of ideas thit provided the foundation
for the Lyrical Ballads. My search for such creative continuities with
the past led me to examine the vital importance of silence and stiliness
in Romanticism. This is the contexl in which I feel one needs to look
at the two poems tha frame the 1798 Lyrical Ballads— the opening
poem, Coleridge’s The Rime of the Ancient Mariner, and the closing
poem, Wordsworth’s Tintern Abbey—iwo poems which, though
different in so many ways, explore the Romantic legacy of silence.
The contributions of Wordsworth and Coleridge to the Lyrical
Ballads were, from the beginning, meant 10 be understood as a set
of contrasting poems dealing with the natural and the supernatural.
Yet the more we examine them, the more we become conscious of
the varieties of contrast that can be unravelled. In an article published
in 1999 in the British Journal Romanticism, R.A. Foakes'
compares these (wo poems in ferms of vision, Wordsworth's Tinrern
Abbey, he says, is a poem about seeing, aboul the picturesque, about
nature, and moves with some difficulty from seeing 10 meaning.
53
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Coleridge, on the other hand, In the Aneden Mariner, doeg p,,

ot theough the eyes but inte the eyes and through them, b Ih;lg beaey
within,  Thus “the glittering eye® ol the Ancient Muriner holg ol
eyes of the wedding guest hypnotically, so that the Hues " The
but the mariner and his tale’.

My concem is with another pattern of contrast gy I8 viga
an understanding of these poems, one based upon a shareq jmm;
in silence.  Silence and stillness are central to bath the Rime of the
Ancient Mariner and Tintern Abbey, But while the silence of 1,
Ancient Mariner is devastating and destructive, the silence of Tintery
Abbey is comforting and creative. How true is this contrast yng
what is its philosophical basis? The answer to this question giyes
us an insight into the nature and rnge of preoccupations tha
dominate the Lyrical Ballads.

Coleridge's The Rime af the Ancient Mariner charts the journey
of the Mariner into a sea of silence. In those lines full of suspense
and apprehension about the silence that followed the killing of the
albatross

The fair breeze blew, the white foam flew,
The furrow followed free;
We were the first that ever bursi
Into that silent sea.
Down dropped the breeze, the sails dropped down,
Twas sad as sad could be;
And we did speak only 1o break
The silence of the sea!
the silence is intensified by the stillness of the sea
Day after day, day after day
We stuck, nor breath nor motion,
As idle as a painted ship
Upon a painted ocean.
Soon even speech fails, language breaks down, and total sileace
reigns,

u [YRICAL BALLADY AND ITS LEGACY

| Sees N0thip,

And every tongue, through utter drought,
Was withered at the root:
We could not speak, no more than if
We had been choked with soot.
Unable to speak, unable to pray, this toal silence and stillness is
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mctuated BY the sound of ihe souls of the dewl sailors whizzing
a like the sound of the Mariner’s crosshow. The resull is complete
isolation and despair,
Alone, alome, all, all alone,
Alone on a wide wide sea!
The mariner’s journcy involves moving further and further into the
depths of this silence as one region mels and another appears like
he tracking shot of a film camera. The furthes! and deepest region
revealed is one of silence—and a silence that causes disjunction.
Redemption can come for the Mariner anly through the repairing o
Flling of that silence. The need to repeatedly tell his story arises
out of the need to establish communication as the killing of the
albatross had brought about a hreakdown of communication and total
isolation. The repetitions are indicative of a deep anxiety or insecurity
as if the Mariner is unsure about his own ability 1o communicate.
But the repeated narrations, the ceaseless retelling of the story.
in this poem are also attempts 10 (il a silence that had become
threatening and destructive. Silence is associated not only with total
- colation. the breaking down of all communicative hridges, Ultimately,
silence is associated with death. Some years ago, Anne Barton
pointed’ out the limitations of language in the plays of Shakespeare,
of how often in Shakespeare ‘language breaks before the reality of
pain and death’. In the Rime of the Ancient Mariner stlence is
the unspecified and ndeterminate companion of Death and Life-in-
Death Al their intervention even the death of the sailors s accomplished
without a sight or a groan—in silence. The Rime of the Ancient
Mariner thus presents silence us threatening, disjunctive and deathly.
The silence that is crealive is the subject of Tintern Abbey
Wordsworth's poem also lakes us on a journey, but it is a journey
within, into the recesses of the mind. The furthest or deepest region
revealed is again one of silence. Looking inward inte the landscape
of the mind and at the ways in which the memory of his carlier
visit to Timern Abbey had benefited him, Waordsworth, like
Coleridge in the Ancrent Mariner, moves from stage 10 stage o
an inner core of silence.”
These beauteous forms,
Through a long absence, have not becn 1o me
As is a landscape 1o a Blind man’s eye:
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fgt o), in bonely rooms, amd ‘mid the din

OF towne and cities, 1 have owed 1o them

In hoore of wearlness, sananliins sweel,

Fel i the Blood, and feh along the hear:

Amd passing even (Mo my purer mind,

With smguil restoration.  (italics mine)
Wonitssorth is here talking of the reintegrative and redemprive POwer
of memory. He 15 deseribing how, while fecling tired and disotiengey
in the midst of the meaningless goings-on of city life, the
of Tintern Abbey has had a healing and revitalizing effect. The
valved restoration  effected by the memory of Tintern Abbey
characterised by a recognizably Wordsworthian  tranquility,

But a deeper, more profound stage is yel to come. In lines thay

contamn 4 sustained exploration of that ‘inward eye' of the familiar
poem Daffodils—"they Nash upon that inward eye which is the Blist
of solitude"—Wordsworth in Tintern Abbey 1alks about

That serene and blessed mood

In which the affections gently lead us on,.

Until. the breath of this comporcal frame

And even the motion of our human blood

Almost suspended, we are laid asleep

In body, and become a living soul:

While with an eye made quiet by ihe power

Of harmony. and the deep power of joy,

We see into the life of things,
The condition is one almost comparable with death as breathing and
the criculation of blood are almos| suspended. Bur in conwrast 10
the predicament of the Mariner, this silence and stillness is a vital
and potent condition. This silence, this quietness, unlike that’in the
Ancient Mariner, is not destructive but creative.  Wordsworth
describes & transcendent siate of quietness, a blend of sifence and
stillness, that prevails- ‘while with an eye made quier ... we see into

the life of things'. This is 4 silence thar enables Wordsworth 1o
look through and beyond the visible world into a ‘motion and a spirit’
that “rolls through all things',

The threat of silence and the consciousness of its destructive
PM:I'IPII. the validation of silence and its reward-these two contrasting
cipenences emerge from the framing poems of the Lyrical Ballad:

23
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why is silence importanl?  What is the connection hefween
ilence and creativily?  Why is there the spectre of its alternative,
silence s death? For this we have to turn to Coleridge. the definition
, of the imagination and Flotinus,

To think of Coleridge is to think of the Romantic imagination,
the memorable definition of the imagination in Chapter X1II of the
Biographia Literaria® and the many discussions on that passage that
have followed ever since.

The IMAGINATION then, | consider either as primary of

secondary. The primary Imagination I hold 1o be the living

power and prime Agent of all human perception, and as

a repetition in the finite mind of the eteral act of creation

in the infinite 1 AM. The secondary imagination I consider

as an echo of the former ... differing only in degree, and

in the mode of its operation. It dissolves, diffuses,

dissipates, in order to recreate, or where this process is

rendered impossible, yet still at all evenis it struggles fo
idealize and to unify. I is essentially vital, even as all
objects (as objects) are essentially fixed and dead.
The imagination itself 1s wvital, active, creative.  The secondary
imagination of the poet is an echo of the primary imagination. The
primary imagination ‘is a part of all human perception.  And the
primary imagination is "a repetition in the finite mind of the eternal
act of creation in the infinite 1 AM

But what is ‘the etemal act of creation in the infinite I AM'?
The language, in its grandeur, takes on the significance of a religious
experience. The meaning of this difficult passage becomes clearer
if we turn back fo the previous chapter of the Biographia Literaria,
Chapter XII°. Coleridge is there discussing the nature of truth and
of being. Defining a (ruth which s ahsolute, self-grounded,
unconditional, he says

It is to be found therefore neither in object nor subject taken

separately, and consequently, as no other third is conceivable,

it must be found in that which is neither subject nor abject

exclusively, but which is the identity of both.

Thesis Vi
This principle, and so characterized, manifests itself in the
SUM or | AM, which 1 shall hereafter indiscriminately
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[ and sell-consciousness
press by he words spint, sel « In
:!:ig and in this alone. ohject anid subject, being and

Enawing 8 i invelving snd supposing the

" wlentical, eac
other,  In othet words, it 15 a- subject which becomes 3
cubiect by the act of constructing itsell objectively 10 itself,

wit  which never 15 an ohject excepl for itself, and only

o far as by the very same act il becomes o subject. Iy

may be described therefore as a perpetual self-duplication

of one and the same pOWEr into object and subject, which

presuppose each other, and can exist only and antithesis.
God is thus absolute self-consciousness, a living vital centre, both
subject and object. God in his self-consciousness is spirit.  And
Coleridge extends this discussion 1o 2 definition of the human
imagination. The primary imagination is ‘a repetition in the finite
mind of the eternal act of creation in the infinite I AM’— a repetition
of that divine "perpetual self duplication’ which involves a collapsing
of the distinction between subject and object,

This definition of the imagination or spint as ‘perpetual self-
duplication’ leads back to Platonism and the definition of creation
by emanation. Platonism, that is, western philosophy that evolved
as a series of modifications to Plato, predominated the philosophical
ccene till the seventeenth century. In the second phase of its
development, the Platonism of the 3rd century A.D., referred 1o as
Neo-Platonism, the chief philosopher was Plotinus and his principal
work the Enneads. Plotinus was & major influence on the Platonism
of the fourth phase, the Renaissance or Florentine Platonism of the
15th century. The Florentine Platonism of Ficino and Pico in fact
had &s much to do with Platonism as with the philosophy of Plotinus.

Plotinus is chiefly remembered today for two aspects of his
philosophy—one, his formulation of the great chain of beéing, and
second, his theory of creation by emanation. While the idea of the
great chain of being is central to any understanding of the Renaissance.
it is his theory of creation by emanation that is important o ouf
understanding of Romantic creativity.

In the Book of Genesis in the Old Testament, Chapter | verse
3 says 'And God said, Let there be light: and there was light'. And
s0 il goes on, God giving one command after another and going oul
and supervising that which gets created as a result of His commands.
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God in the Old Testament Is active in His role of a Creator, But
plotinus’s beliel was different. His God is a still silemt centre of
potentiality. Then how was creation effected? In the Fifth Ennead
Plotinus explains’,

Given this immohility in the supreme, it can neither have

yielded assent nor uttered decree nor stirred in any Wwas

towards the existence of a secondary.

What happened, then? What are we o conceive as nising

in the neighbourhood of that immobility?

It must be a circumradiation—produced from the Supreme

but from the Supreme unaltering—and may be compared

to the brilliant light encircling the sun and ceasclessly

generated from that unchanging substance.

Creation by emanation is thus a spontaneous radiation of energy and
goodness from a still centre of potentiality, silent without any
utterance or command and immobile without any undue activity.
How well it fits our perception of effortless Romantic creativity in
which notions of art as lamp or fountain also brought in the possibility
of natural and spontancous overflow

That Coleridge himsell was deeply influenced by Plotinus,
Ficino and Pico is without doubl. The Biographia is full of many
references to them, as are his lewters. And it also helps to explain
the definition of the imagination or spirit as ‘perpetual self-
duplication’ in Chapter XII of the Biographia as well as passages
like the one in Frost Ar Midnight where he describes the creative
and contemplative mind as an ‘echo or mirror seeking of iself,
Coleridge thereby reversing the mimetic act of the neoclassicals in
making the external world an echo of mirror of his mind rather than
the mind mirroring objective reality — in other words, the mind's
self-duplication.

Silence and stillness are the essential conditions of the creative
moment in both Plotinus and in Wordswarth, In Coleridge, they
define the contemplative and creative spirit that fills poems like The
Eolian Harp, Frost at Midnight and This Lime Tree Bawer My Prison.
It also adds a new dimension of meaning to his comment in a letier
10 John Thelwall in 1797 '

I should much wish, like the Indian Vishnu, to Moat along

an infinite ocean cradled in the fower of the Lotos, and
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wake once in a million years for a fcwl n?inutuna_jum b
know that 1 was going to sleep for a million ycum— More.
For Wordsworth, ranquillity is the essence of f:matwil;_.r_ The
meditalive silence in which the greal Wordsworthian pogme

S Come
into being also participate in the Plolinian vision of Creation by
emanation. The silence of Tintern Abbey is an enabling silence, 1,
is the necessary condition of creativity. This is the creative

Eilﬂncu
that also fills Coleridge’s conversational poems,

The question still remains as to why, in the Ancient
Colenidge presents the contrary face of this creative silence.
that the answer lies in the fact that this
Coleridge’s obsessive sense of failure. The Ancient Mariner is 4
poem withoul a satisfactory ending. Its narrative s only an
incomplete segment of an endless circle. As g poem that can neyer
achieve completion since the Mariner's narrations must £0 on endlessly,
it probes agonisingly into a condition of failed creativity. This is
8 Journey into a silence and stillness that has gone tragically wrong,

Silence Is central 1o Coleridge, creativity and the conversational
poems. Itis also central 1o Wordsworth, memory and the Wordsworthian
pocms of reflection. s contrary reveals itself as g ravaging
experience in the Ancient Mariner In this reading of the two framing
poems, The Lyrical Ballads begins with a sense of embarking on
4 hazardous journey, exploring the agomzing depths of » disjunctive
silence, but ends with Ti on a note of affimmation. The

ntern Abbey
deliberate positioning of the two poems in the volume highlights both
concern with silence.

the differences and fhe shared
The silence-creativity patte

H-:zr '] ?rer_

I beligye
poem is an eXpression of

publisher John Taylor on 27

Mnllumllyaslhclnaueslualrﬂeil had be
hiis Ode On Indolence, 5

Poem in which he set oul to define the creative
mood, Keats bepan by

quoting from (he Gospel of St Matthew
. Consider the lillies of |he field how they grow, they toil not
neither do they spin.

that if poetry comes not
ler not come atall”. In
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And i the Ode to Psyehe he sought 1o create the temple 10 Payche
i the midst of a wide quientness™

And in the midst of this wide quieiness

A rosy sanctuary will 1 dress

with the wreathed trellis of o working brain,
These are instances that reveal the undeniable centrality of a vital
rillness, an intense and potent silence, at the core of the Romantic
achievement. This ‘wide quictness” which charactenses Romantic
creativity is difined in the two framing poems of the Lyrical Ballads—
one showing the destructive failure of this quietness and the other
its rich productive possibilities. This quietness is a legacy the Lyrical
Ballads receives from Plotinus and which it then hands down 1o the
later Romantics.

Notes :

i.  R.A. Foakes, ‘Beyond the Visihle World: Wordsworth and Coleridge
in Lyrical Ballads (1798) n Romanticism, vol. 5.1 (Edinburgh
University Press, Edinburgh. 1999), pp. SE-69.

2. All guotations from the pocms of Coleridge are from Celeridge, Poetical
Works ed. Emest Hanley Colendge (Oxford University Press. London,
1969)

1. Anne Barton, ‘Shakespeare and the Limits of Language’ in Shukespeare
Survey, vol. 24 (Cambridge University Press. Cambridge. 1971}
pp. 19-30.

4 All quotations from the poems of Wordsworth are from Wardswarth,
Poetical Works ed. Thomas Hutchinson rev. Emest de Selincourt
(Oxford University Press, London, 1969)

5. Coeridge, Biographia Literaria, vd. George Watson (Everyman, London,
1956). p. 167.

6. Ibid, pp. 151-152

7. Plotinus, The Enneads, transi. Stephen MacKenna, (Penguin Classics.
Londen, 1991) p. 334

&  Robert Gittings, Letrers of John Keats (Oxford University Press,
London, 1970), p 70

9. All quotations from the pocms of Keats are from The Poems of Keats
ed. Miriam Allott (Longman, London, 1970)
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THE PREFACE TO THE LYRICAL BALLADS :
A LEGACY OF THE POET ON POETRY

Dot CHAKRABART]

i1 legacy, unlike legacy in its legal sense, requires neither
written will of the legator nor a legatee who is clearly identified in
it It ig never pmﬂst]j' stated and if shifts the initiative from the
legator to the legatee. Sometimes it may go begging, sometimes
it may wait for decades to find someone who just stumbles upon
it Again, literary legacy may lose its distinctiveness and become
just a part of a whole literary climate in which case the status of
a legatee 15 diluted. A long period of time may separale a writer
or a work from his or its legacy o be appropriated by a successor,
Donne, for example, had 1o wait 1ill the 20th Century (o have s
legacy restored and acknowledged, ‘Lyrical Ballads' did not, of
caurse, encourage collaboration between two poets either in the 19th
nrl 1!1: 20th Century but the romantic movement it is believed 1o have
iniliated must have absorbed its legacy in defamiliarizing the familiar
and familiarizing the unfamiliar, in foregrounding the lyric form and
accentualing the personal nole in poetry in :
in iberatis e general. and above all
: ing "Nawre methodised’, and language classified. This is
still the accepied view of the kind of revolution the Lyri :
AT . yrical Ballads
brought e wm of the eighteenth century § Engli
Robert Mayo, however challenged (hi 'ﬂ m‘ Ve i,
poraneity of the L rical kil by e 1954 [The
' yrical  Ballads) hy showing most of the

45 an improvement on the

& whﬂ W H s
in the wilderness: ang "H viewed as kind of

view of some is evidently st
present day eritics and i wenlly sull the
hist
62 orians who, struck by the
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ptmnnlﬁﬂﬂll quality of the Ballads, tend to confuse one kind of change
with another. They have perhaps been misled by the ambiguitics
of the Advertisement of 1798, which seems to claim more than i
sctually does.”

Mr Mayo's comment underscores the possibility that  the
Advertisement that described the poems as ‘experiments’ proved quite
effective in creating an impression of a hreakthrough in contemporary
English poetry. In fact, Wordswarth's preface to the Lyrical Ballads
would eventually prove more influential than the poems in so far
as il seized the imagination of all the Wordsworthians and those who

it. even long after the poems had ceased o retain their appeal.
The Jegacy of the Lyrical Ballads is. thus, more noficeable in a
specific concept of poetry put forward by the preface to the Lyrical
Rallads than in the following the poems themselves generated. The
younger romantics, Byron, Shelley, Keats, did not care for the kind
of poetry they found in the Ballads. On the contrary, Byron and
Shelley ridiculed the Wordsworthian poelic practice.

But Wordsworth's views on the arigin and composition of poetry
were something they just could not ignore. The critical discourse
on poelry developed by Coleridge, Shelley, Keats was related 10 the
preface in one way of another. Coleridge guarreled with his friend
on the question of the language recommended for poelic composition
‘language used by men’. This debate would have far reaching
implications carried over into the twentieth century. Shelley in his
Defence of Poetry certainly depended more on Plato and Sydney but
in certain respects he seemed 10 be supplementing some of the views
of Wordsworth. Shelley, in giving an account of the primitive origin
of poetry which is no jonger mimetic, resembles, as M.H. Abrams
observes in “The Mirror and the Lamp' Blair and Wordsworth “by
making poetry the product of an emolional response to sensible
objects’. When Keals defined the poetical characler in general : "It
is not itself, it has no self — it s everything and nothing® or A
poel’ has no identity he is continually inforfming] and filling some
other Body®, he must have had at the back of his mind Wordsworth's
definition of the poet as ‘a man speaking 10 men' against which he

was proposing his own concepl of a poet. 1.5. Mill's idea ol poetry,
too, owed a greal deal (@ Waordsworth's views, despite his conscious
deviation from many of the Wordsworthian tenets [what 15 Poetry™
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: i Lr* MIIL &N aVow

It is, indecd, ironical that id

and Two kinds of Poctry | s et s s

- would apply Wordswort
1WIl.mﬁiWﬂ“’ﬂlI::.lr-::at'rlm.v-f of feclings] againsi his poetry. Wordsworth's
him, ‘has little even of the appearance of

well is pever so full that it overflows.” Mill's

sense of disappoiniment, shared by many readers, n;;:: gl;f::p&h?
hetween Wordsworth's theory and practice g Ayt d
e theory had on poetic imagination. Contradictions [ Fa¢ pretace
o the Lyrical Ballads, made inevitable hEﬁEE.lE-E of revisions made
by Wordsworth, tempted critics 10 WI:E“.Eh his defimition of poetry
from the context of all the qualifying 5‘“‘*“""‘“_“ h":_ mide,
Wordsworth’s idea of spontaneity did not suggest 1mmedm-:3r of
response; it was only 2 reproduction of the ariginal response in all
its vividness at a later date, trandguil recollection creating the necessary
condition for such an effusion. T.S. Eliot, while writing “Tradition
and the Individual Talent’ misquoted from the preface, confusing the
arigin of poetry with its final shape, but the very fact that Eliot was
reacting against the Wordsworthian's view of poetry in 1919 testifes
1o its tenacity sustained by a long line of poels and crilics.
Another way of looking at the legacy of the Lyrical Ballads 15
to trace the popular convention of practising poets theorising aboul
their own kind of poetry which had its genesis in the preface to the
Lyrical Ballads. The immediate purpose for writing an Advertisemenl
and, then, a preface to the Lyrical Ballads was to creale an awarbness
among the readers of the possibility of a new kind of poetry dealing
with ‘incidents and situations from common life' in a ‘selection of
language really used by men’ with a ‘certain colouring of imagination’
whereby 'Ordinary things should be presented to the mind in an
unusual way'. Wordsworth's purpose was dbviously to popularize
his own kind of poetry, since he believed in the necessity ol
conversion. Correction of popular taste was desirable for those who
had been accustomed to ‘the gaudiness and inane phraseology of
Ty modern writers' if they wanted to understand and enjoy the
kind of poetry Wordsworth was offering.  Wordsworth provided
the mem a critigue of the prevailing poetic diction and recommended
;::;El E:ipm‘““' to the poetic practice represented by the Lyrical
D 13“;;"::‘“““% admitted to the persuasion of several of his
or the success of these Poems’, *. .. they have advised
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THE PREFACE TO THE LYRICAL BALLADS 6%

e to prefix a systematic defence of the theory upon which the poems
were written”. 1L is, however, hard to believe that Wordsworth first
evolved @ 'J'iﬁlﬂf}’ of poetry and then wrote his poems 1o find i-ls
lidation. His attempt to theorise must have been an afterthough,
induced by I?n: favourable reception of the poems, As Wordsworth
pimsell admitted in the Preface : ‘I had formed no very inaccurate
estimate of the probable effect of those poems : I flanered myself
hat they who should be pleased with them would read them with
more than common pleasure : and on the other hand, | was well
aware, that by those who should dislike them they would be read
with more than common dislike. The result has differed from my
expectation in this only, that I have pleased a greater number, than
1 ventured to hope [ should please.” W.1.B., Owen' claims that Lyrical
Ballads which appeared in January 1801 had sold well enough by
June of that year to call for a new edition. Robernt Mayo hints at
a less honourable motive: He [Wordsworth] repeatedly asserted in
1798-9 that he had published the Lyrical Ballads to make money:
The Ancient Mariner. with iis “old words’ and ‘strangeness’, had hunt
the sale of the volume, and in the second edition he “would put in
its place some litle things which would be more likely to suit the
common taste.' This is not to suggest that Wordsworth's theoretical
enterprise was designed with a necessary maotive, although it is very
difficult to keep apart a poet's craving for publicity and his need
for monetary reward. Living as we do in an age in which lilerary
produets call for a sale promotion drive through publicity agents, we
should be more sympathetic to Wordsworth's interest in winning over
more readers for his poems. Wordsworth could not rely on the
magazine reviewers who acted as a kind of publicity agent for those
poets they chose to favour. For he believed thal a poet is betler
able to judge his own poetry than eritics. The advertisement
emphasises the right at the beginming’. ‘It is the hn!mur.uhtc
characteristic of Poetry that its materials are 10 be found n every
subject which can interest the human mind. The evidence of this
fac is 10 be sought, not in the writings of Critics, but in those of
Poets themselves. He implied the same thing when he asked his
readers not to be swayed by judgements of other people. and
recommended 3 direct exposure (0 his poems, an exposure JE
of course guided hy his own instructions.

Pafial - 3
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, convention in English poe
wordsworth, lhu:&;n::“‘::: Ehrﬁ- Neo-clnssicists, of -;;::;
a poct “.““E 5 llii:ll'rpls o urge upon the readers the necessity o
made their :nw lmr following their OWN reading of Horace, Horace
cofreciness in Fm-ﬁa‘tns poct to have written 8 S0t OF guide-ty)
was the “"'“I .m‘"‘;w- in his Ars Poetica. Itis difficult 1o specyy,
on ‘how to whle X o Horace in his theoretical project. He Wrole

: wlat
that Wordsworth ¢m odigte compulsions slemming from (he

: gt of mm :
the prefaces o { poetry at the wrm of the eighteenth century,

sonlemporary situation o _ .
¢ A poet's theory of poetry is usually built on the basis of hig
own poelic practice. Shelley's Defence of Poelry may not owe much

10 the Preface to the Lyrical Ballads, but like Wnrdswnrlhr he also
put forward a theory of poetry that helps us (o understand his poetry
better. A. C. Bradley called attention to this when he said at the
beginning of his discussion of Shelley's view of Poetry . "And, in
addition, they throw light on some of the chief characteristics of
Shelley’s own poetry. ... His poems in their tum form one of the
sources from which his ideas on the subject may be gathered.” Though
Shelley's Defence was a retort to the attack made on contemporary
poetry in gencral by his friend Peacock®, 1t wrned out to be a
theoretical justification of his own poetry. ‘Shelley’s Defence is
written in the vein of his’ Ode 1o the West Wind," This comment
made by Wimsall & Brooks [Literary Criticism : A Short History]
Is an exaggeration of a truth. From the concept of a poet who sings
like a nightingale in solitude hidden from view 1o the concept of
4 poet who is an unacknowledged legislator, Shelley's essay
mﬂrﬁ"lw contrasting aspects of his own poetic mode.
R i: h'm facm to have spoken like a legislator of poetic
1% prefaces and the Defense. Matthew Arnold who lacked

Wordsworth's confidence about his own poetic '
practice came 0

evolve a theory of poet
4 ry that would be a fi e S
understanding of his own useful guide for proper
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by which he could be enjoyed." Though he criticized his own poetic
I""fmw“m for falling short of the poetic ideal he sl for himself
and others, '“'“_5 consequently developed a love-hate relution with
comanticism, his disinterestedness and criticism of life had 1o he
prompted by  set of values which were basically Amoldian, not those
which could accommodate alternative modes of thinking,

T.5. Eliot who would do for English literary criticism what
amold had done for the Victorian age attacked Wordsworthian
poetics 1o prepare the ground for the installation of his own
impersonal theory of poeiry in his famous essay, “Tradition and The
individual Talent” The essay would have been a fitting preface to
*The Waste Land’, since it sought 1o teach us how o approach the
kind of poetry Eliol was writing at the time. While demolishing
successfully the very foundation of the Wordsworthian tradition of
critical concepts, the essay seemed 1o have served the same purpose
as the Preface to The Lyrical Ballads : to educate public taste for
the reception of a new poetic mode. How the essay helped many
students a1 Oxford 1o appreciate Eliot's poetry has been narrated by
F.W. Bateson in ‘Impersonality’ Fifty Years Afier [Essays in Critical
Dissent] : The Sacred Wood was almost our sacred book. It was
Eliot the critic who prepared us to welcome Eliot the poet. not vice
versa as apparently at Cambridge. That Eliot, like Wordsworth, was
quite aware of the resistance that was likely to come from his readers
brought up on conventional ideas of poetry was made apparent with
the notes he added at the end of ‘The Waste Land’, which only
vindicated the idea of a poet acting as a medium through which
tradition re-writes itsell. _

The Lyrical Ballads might not have heen as unconventional as
we believe them to be, according to Robert Mayo, bul the preface
10 the Lyrical Ballads was certainly something unprecedented in
English poetry where a poet speaks of his own poetry hchlfhl a
theoretical facade. Shelley, Amold and T.S. Eliol may be said (0
have exploited this legacy of the Lynical Ballads in their own ways.

Foot note :

I Wordsworth’s Literary Criticism
4

= The four Ages of Poetry
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SAT CHATTERIEE

In the 1927 essay

5. Eliol comments, o
About anyone so great as Shakespeare, It 1S probable that

we can never be right, and il we can never be right, it is

hetter that we should from time (o time change our way

of being wrong.
And in a Jecture on “The Frontiers of Criticism' delivered at the
University of Minnesota in 1956 Eliot notes the difference between
the trends of literary criticism in the mid-fifties and those at the time
of an earlier generalion, and says,

every generation must provide its own literary criticism. . .each

generation brings (o the contemplation of an s own

categonies of appreciation, makes its own demands upon art,

and has its own uses for an.
Indeed, the progress of the reputation of a major artist down decades
and centuries is an interesting story of interaction between different
phases in the cultural history of a community; and, as Eliot describes.
i.t s 2 live interaction between the past and the present, The past
18 reviewed, revalued and revalidated in the ‘present’— which itself
15 an ever-shifling moment in the flow of time.
o LTE:’“;E'}Eh“"‘]}ﬂ years have elapsed after the publication
s A “1; b s 'a Iungl stretch covering smrer:fnl
vorying mides 7 he';ﬂ"‘“{":! categarics of appreciation” and their
time should make | 8 right and being wrong, The distancing in
Nihaal b possible 1o see things in a critical perspective.
mmmzﬂg'h’di:::;““l::# time registers patterns of oscillation,

complex rhythms, between acceplance,

fejection and rehabilitation of the ‘new poetry” and the set of new

poctic values | i
oy hat had made s appearance on the literary scene in

on “Shakespeare and the Stoicism of Seneca’ T.

—

Scanned with ACE Scanner



VRN AL RALL AIVG AMIY AFTIE b

—l L wisnfamawih'a ety In hes R feee Aemale
i miieation Ciraham M Baaied i the Dnipobor fem
hology of criticil essays on Woribiwewth 11770

nng _-Ml"ﬂ

5 1 WHIH 55
" el phises ‘Up o 1820 the name of Wordiwntth e

sded umdet 1ot from TR0 I wis militant, from RN (o TEG
| fas heen praumphant”’ In 1939 Oxford University swarded an
v degree 10 wordsworth, and John Keble, then the Professor
of Poctry. 10 his address hailed Wordsworth as
e man who of all poets, and above all. has exhibited the
manners. the pursuis, and the feclings, religious and
rraditional. of the poof... in & light which glows with the
rays of heaven. To his poetry, therefore, they should, 1
think, be now referred, who sincerely desire to understand
4nd feel that secret harmonious intimacy which exists
hetween honourable poverty and the severer Muses, sublime
Philosophy, yes even our most holy Religion.
Wordsworth had by then acquired reputation as the poet of low
and rustic life, a poet who achieved a mare blending of the
ardinary and the sublime, homely objects and feelings too deep lor
(Ears.
M. H. Abrams comments that “the first critic of Waordsworth's
poetry was Wordsworth himself”. This self-scrutiny, the untiring acl
of viewing and reviewing his own objective as an innovative poet
& a time of the breaking up of literary traditions, in a sense mark
the beginning of what gradually emerges as the nincleenth-century
poetic self-consciousness,  The analyses of his intentions and
purposes, we know, spread over the three Prefatorial fexts, the 1813
Preface 1o his Poems and the Essays Supplementary appended o it
and spill over into the live nteraction  he maintained through
comespondence with many of his readers.  The ‘experiment he:
mentioned in the shon 'm!w:ni:mmum' of 1798 proved adequately
bold and effective to start a ‘movement’, d srevolution” in literary
iradition. In the 1800 Preface it the second edition of the Lyrical
'TM’ Waordsworth speaks of the ‘feehle effort’ the slender vilume
- F‘“‘-"mri:wld make at changing literary praciice aid Titerary Gasie,
W{E‘P'“i rooted modalities, creative and Teceplive. 'l."lnr ellort,
worth, more a man of his own HITE than his Triend and
collaborator Coleridge, knew very well, wis @ gestule of protest
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il ;
inst a host of evil forces operative In different forms at differen
society:

Is in the contemporary .
lf“’; multinide of CAUSCS anknown to former Limes are now

acting with a combined force 10 blunt the discriminating

powers of the mind. and unfitting it for all voluntary

exertion, to reduce it to @ siale of almost savage lorpor,
What sustain him in the depressing atmosphere of the U’ﬂﬂ time'
are. (a) his trust in the higher potential of the human mind—this
in the context refers to the readers’ ability to fake interest in the
non-sensational, non-melodramatic, commonplace evenis and the
elementary passions of the humnan heart, and (b} the conviction that
the hour was ripe for a revolutionary change which, would reshape
the entire literary scene. In Wordsworth’s own words it was “a belief
that the time is approaching when the evil will be systematically
opposed by men of grealer powers and with far more distinguished

SUCDESS .

11

Eor Wordsworth presenting the ‘new poetry” in the Lyrical Ballads
was a planned, well-thought-oul programme and the Prefaces were
the manifesto of the new aesthetic. The very opening pronouncement,

It is the honourable charactenstic of Poetry that its materials

are 1o be found in every subject which can interest the

human mind
liberates poetry (or ant) from the rigid neo-classical discrimination
between the poetic and the unpoetic, expands the realm of art lo cover
the entire range of human experience and human interest. The second
stalement secks sanction for this in the work of Poets of the pasl
and not in the opinion of critics. When Matthew Arnold in the
‘Memorial verse' (1850) remembers Wordsworth as the poet who
‘spoke and loosed our heart in lears’, he has in mind Wordsworth's
attempt at restoring the tenderness and the warmth of feeling for
ordinary things in life at a time when industrialization and
commercialization had hardened the human heart and made il
insensitive 10 all such emotions. We remember Coleridge’s immitablé
comment that Wordsworth has rescued these “forms, incidents and
situations (in ordinary life) of which, for the common people cusiom
had bedimmed all the lustre, had dried up the sparkle and the dew

il
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This is recognition of the Wordswarthinn cult of the true
vaice of feeling. However, Amold’'s experience of a ‘Toosening’,
, ‘release” also extends to the general effort st emancipution of art
rom all shackles of conventional categorisation. Wardsworth indeed
jiberates POEIrY from two sets of conventional constriction i (we

ie ends, Al one end 1t 15 liberation from established critical
codes of literary compasition, at another end il is liberation of poetry
from the thraldom imposed on it by the idea of heavenly inspiration
The insistent emphasis in the pronouncement, “Poelry sheds no tears
cuch as angels weep, bul human tears,’ brings poetry back to life
and knits it into the checkered paitem of actuality, life of the
scommoners’, uneventful and non-sensational as it is. Poels are
neither to be monitored by the critical establishment nor 0 wait for
rare, unpredictable, luminous mamenis of divine inspiration. Aged
shepherds, old beggars, discharged soldiers, women deserted by their
husbands and/or lovers. an old leech gatherer bent double on his
«aff—these are the folk populating the rugged terrain of' Wordsworth's
poetry. They and the wayside violets and daffodils and cuckoo birds
open up a world of treasures all newly discovered and capable of
iaking one by surprise. as it had done when Coleridge listened 10
him reading out some of his carly verses in Bristol in the year 1795

Bringing these or such people, long submerged in the anonymity
of the ‘common folk'. to the cenire stage itself is a revolutionary
feat. Then, proposing o wrile poems in their language of daily
conversation—in the year 1798—naturally dealt a shocking jolt to
the reading public used to the smooth inanities of the late 18th-century
poets. Wordsworth could anticipate the rudeness of the shock—he
mentions it in the Advertisement— but he also knew that the shock
was over-due: nothing less would waken the readers up from the
‘stiupor’ in which they had sunk and remained sunken for several
decades. Wordsworth mentions the responsibility of the poet or the
creative artist, the responsibility of shaping the reader’s response. the
aesthetic taste of the contemporary public.

The other commitment voluntarily chosen by Wordsworth is the
exploration of the “Mind of Man™. This includes the mind of the
common people—Men in the widest commonality spread (we would
remember the shepherds and peasants, mad mothers and idiol boys)—
and his own mind, the mind of a poet, a subject which he [elt.

drops -
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I

gescrved delineation on an epic scalo, We know, ‘psychology:
the time was A new science in an early phase of growth and g the I
Romantics were deeply Inferested in the study of the mystery 1,
was the working of the human mind,  The special quality o
Wordsworth's “love of Man', the [line balancing of empup;,
involvement and an onlooker’s detachment, interests Coleridge, who
notes in Wordsworth's poetry

a sympathy with man as man, the sympathy indeed of 4

contemplator, rather than a fellow-sufferer or co-mate.... but

of a contemplator from whose view no difference of rank

conceals the sameness of the natre; no injuries of wind

or weather or toil, or even of ignorance, wholly disguise

the human face divine. The superscriplion and the images

of the creator still remain legible w him (Wordsworth) under

the dark lines, with which guilt or calamity had cancelled

or cross-barred it. Here the Man and Poet lose and find

themselves in each other, the one as glorified, the other as

substantiated.  In this mild and philosophic pathos,

Wordsworth appears 1o me without a compeer.’
The inward gaze that Harold Bloom calls the internalization of Quest
Romance, reveals the conflict between innocence and experience in
Blake’s poetry; and, noting the difference between Blake's apocalyptic
vision and the Wordsworthian mysticism, one can perceive in both
the same quest, the same striving for ‘finding paradises within a
renovated man... in the arena of seli-consciousness’. In the verse
Preface to The Excursion (1814) Wordsworth considers his chosen
theme, the study of the mind of man, as more challenging, more
demanding than that of Milton in Paradise Lost: and young Keats
appreciales this exploration of the soul, the process of *soul making',
4 the miost important aspect of Wordsworth's poetry. The letter
t0 1. H. Reynolds (3 May 1B18) records Keats's warm response o |
Wordsworth's daring eniry into the many chambered mansion of the
human mind. “Tintern Abbey’ appealed 10 Keats as ‘explorative of
those dark passages’—an areu in which, Keats believes, ‘Wordsworth
i deeper than Milton... (who) did not think into the human heart
@ Wordsworth had done.” This is what makes Wordsworth the !
greatest among the ‘modern poets’ to Keats, himsell the votary of
the young goddess Psyche.

R
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1]

while matthew Armold believed in selecting and preserving the best,
nstly the work of the greal decade (1798-1807), from the cumbersome
qttering of the ‘poetical baggage” and Mill and Carlyle drew
. sritual pourishment from the philosophical and the tranwcendent in
ihe wordsworthian ouvre, Modernism introduced itself in a total
tion of Romantic values. The rejection implicit in the symbolist
movement, the need felt for the riddance of all loose ends, vague
emotionalism and the preference of a direct communication of
experience through a myth, a symbol or an image—Rilke's helief
that sensory objects attached with deep meaning gain a new enlity
and attain a poetic level—prepared the way for the Imagists to insist
on capluring the exact curve of experience, on precision, directness
and hard crystal-like concreteness of perception. T.E. Hulme's sirong
accenl promoting the revival of a healthy classicism, Ezra Pound's
perception of poetic structures as mathematical equations and Eliot's
idea of an escape from emotion in poetry mark the break with a
tradition, now more than a century old. The break involves both
practice and principle. To Eliot Wordsworth's idea of the poetic
process as emotions recollected in tranquillity is an “inexact formula’,
for it is neither emotion nor recollection, nor, without distortion of
meaning, tranquillity. Wordsworth, Eliot knows, had never been
visited by the muse, and thus never lost touch with her. He simply
‘went droning on the stll, sad music of infirmity to the verge of

the grave',
 Yet, presumably with the benefit of increasing experience, Eliot
'n the thirties comes 1o recognize certain imponant points of affinity
’:'“h the earlier generation of *new poets’. One of these is the concern
f':" language or diction of poetry. Every generation of new poets
1:“‘-'3 the challenge of reconstructing the verbal medium, the need
mﬂ'ﬂmmld it into an effective vehicle of communication suited 1o
- dltered pattern of experience. The effort, Eliot notes in the review
:::" on the Metaphysical poets, might require dislodging words
ﬁfmth&fr Fcus{nmgd grooves and charging them with the power
W signification, Wordsworth experimenting in poetry with the
Gl of the spoken languuge, the language of cmven‘:minn in the
i |1v¢h.'mum of the society, reminds one of Yeats's advise 1o Synge
M the Araan islands and 1o master the language of the
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side of Wordsworth's denial of any

eoeeniinl differenoe hetween the language aof prose and the | anguage

metrioal composition, Pmd's assertion thal poelry must be 4,
Tﬂl wrinen as prose.  In [act he might also lm:tr. taken note of he
tmct that Wondeworth had climinated the distinction between i,
A1 and the ‘prosaic” long before Eliot himsell eame to assern
only with what is beautiful, by

fanermen. EHol places hy the

i .
fhat poctry must concerm itsell mod

slso with all that is ugly and sordid.

The second half of the 20th century witnesses a revival of interes
in the Romantics. Re-visiting the Romantics start from differens
positions, and present a complex and an interesting spectacle, |In
& reductive schema we may trace wo major approaches. One is
wread (of to re<read) the Romantics, relating them to the Enlightenment
wadivion, the re-reading we note, for nstance, in Mary Jacobus's
Tradition and Experiment in Wordsworth's Lyrical Ballads (1798),
(Clarendon, 1976). The author traces most of the experimental effort
in Lyrical Ballads 1o older traditions: the cult of Nature is interpreted
&% 3 consistent development of the basic assumption held by the
physico-theologians in the age of the Enlightenment, even as the idea
of natural goodness is appreciated mostly in terms of the ideas
expounded by the Third Earl of Shaftesbury. The major gain here
is the appreciation of continuity as an undercurrent beneath radical
breaks. .
: T'"’ second approach leads us in an opposite direction. We note
anticipations of Freud in Wordsworth’s emphasis on the *spots of
lime.’ DIL'-rid Ellis in Wordsworth’s Freud, and the spors of time,
f“"’?’mfﬂ the Prelude (Cambridge University Press 1985) notes
mrhﬁfﬂh’ PE}'Fhﬂ-l'ﬂﬂ in the passages detailing the spots
i agrees with Keats that not Millon, but Wordsworth
iy ;:_::'ﬂ: ELIIMM heart’. Peter J. Manning's Reading
lerature with the mulli:.:::II :NIY. ﬂ':JF l'mj ' -y rmﬂnﬂéﬂ
s widhia b ﬁ:-m which it springs and the social
Hm'mu!'mm o ;r. sls’, ‘!‘hl: muthor traces autobiographical
4. woumen e by bm:rﬂnn Stuations in Wordsworth's poetry,
hare sarly ¢ Wisbands and suffering alone, The suthor trices
hildhood memaries; ihe poct’s Tuther had 10 be away from

home on bisi
busificss trips, the mother would be lofy coping with Al
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domestic chores.  Somewhal overworked as these speculations
appear 10 be, they occassionally throw up interesting points 1o
consider. In his reading of "Michael”, for instance, the author raises
the question whether Wordsworth intended to test here the validity
of his assertion that “‘Nature never did betray the heart that loved
and trusted her.”

Don H. Bialostosky in Wordsworth, dialogics and the praciice
of criticism develops the idea that the Wordsworthian romanticism
intersects theoretical interests (post modemist theories) and that “a
specialization in any one of these interests to the complete exclusion
of the others seems impossible’, That is, the study of Wordsworth
must now be attempted in terms of the new critical theories, even
as the new theories must be demonstrated with illustrative application
to the work of Wordsworth. And the author asseris, ‘all who
recognize this conjecture will also recognize that it is one of the places
in which the future of literary studies is being imagined and decided”.
Bialostosky places special emphasis on Wordsworth's “democratic
yet intellectually demanding practice’ of considering the poet (including
himself) a man speaking to men, a joint labourer in the redemption
and instruction of his fellow men. Wordsworth's assertion of the
human significance of poetry he hails as a form of demystification
of poetry. Another aspect he particularly appreciates is wordsworth’s
use of language as social register. In Wordsworth we hear the distinct
voices of people in different social situations and he appreciates this
as the ‘dialogic art’® — Wordsworth's world is not dominated by
a single voice

One of the chapters in the book is devoted to the programme
of ‘displacing Coleridge, replacing Wordsworth'—the rationale
behind which is that Wordsworth is more open than Coleridge, and
thus proves more amenable to analyses in ferms of the post-Modernist
critical theories.

The collection of essays edited by Mary A. Favre and Nicola
). Watson entitled At the limits of Romanticism (Indiana University
Press, 1994) offers an optimistic view of ‘the possibilities available
Lo romantic studies in the contemporary ucademic environment’. The
Romanticism available to us is informed significantly by the cultural
materialism, post-modemn ‘historicism’, in the past two decades, and
especially by their response o deconstruction.
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This, tn & raphd overview, is the path we have traversed in Coliryg

of the two hundred years between 1798 and our own time. And
the pounmey, as always, brings its own reward ;©  we read ang fe.
read: and the subject of our study reveals newer signification -
every point of crucial juncture, touches new chords and involves ye
in newer ways. Great arl never dates, is never superseded: its
symbvosis with life renews and reshapes itself in its journey through

hime

Moles *

|
3
4

p. 23

Biographia Literaria, |V,

Ihid

This point deserves fuller development, Many of Wordsworth's

pocms 0pen up o newer readings from the point of view of Mikhail
Bakhtin.

o d
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SOULS IN CRISIS : DORIAN & THE MARINER

SUKANYA SanyAL

S T. Coleridge’s The Ancient Mariner and Oscar Wilde's The Picture
of Dorian Gray are separated by a century between them but hoth
deal with the common theme of crime and punishment. The poem
as well as the novel deals with a horror story bhased on fampering
the sacrosanct entity of the soul. The atmosphere of terror in these
works are similar to the familiar atmosphere of Gothic novels though
neither of them presents the typical medieval setting. The tension
belween good and evil, the interplay of light and darkness that
characterize a Gothic work feature in the poem as well as in the
novel.

Coleridge and Wilde both made use of the supernatural not 0
make the flesh creep with death-pale spectres and ominous clanking
of chains but as an expedition to the hidden resources of the conscious
and unconscious self; to deal with matters like guilt and remorse,
suffering and relief, hate and forgiveness, grief and joy.

The common bond between the Ancient Mariner and the Picture
of Dorian Gray is the violation of natural law that occurs in both
these works. In the poem the Mariner kills the albatross wantonly
in @ fit of irrational outrage and brings forth his doom as also of
his companions. Coleridge was dealing with.the Neo-Platonic ideal
of the brotherhood of all God's creations and in this context the
shooting of the albatross, @ benevolent creature, becomes an
unpardonable offence. The action is the plinth on which the unnatural
events that build up the poem gradually unfold, it also enables the
poet to delve into the world of unknown mysteries and let his
imagination have a free play. His adoption of the Gothic mode was
to unfetter the restrictions of ordinary logical sequence of events and
through the rejection of reality implore his readers 1o that well-known
position of “the willing suspension of disbelief”, The simple design

of the poem is defily constructed with complex moods and phrases
T
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mtertwined with iniriguing situntions which arouse our interesy g,

dismantie the apparent slmpllr:lfy. especially when we consides the

Mariner's my:hnlugécnl sufferings in terms ol the present day
¢ concerning complexity of mind and action.

In Dorian Gray Wilde too depicts a breach of the natral jay
enshrouded in mystery because the novel never clarifies how Dorian's
wish 10 remain young Is gﬁltﬁ“ﬂd Dorian commils a crime because
in the sanctity of natwral processes all living beings must age and
die. Dorian's primary offence is that his physical appearance is
unravished by time. With this mysterious advantage he is free 1o
lead a life putrefied by misery, cruelty, depravity, selfishness and
murder. Ironically, the exquisiteness of his untainted external looks
also projects an abnormality of nature. Wilde builds up his tale of
horror an the double life that Dorian leads, Dorian is a Doppel ganger
in the sense that the portrail becomes a spectre like projection of
his true self. The predicament of Donan poimnts {0 a sorl of moral,
depouncing artifice in every way though Wilde's historical position
suggested quite the opposite. Artifice is one of the main generic
requirements of decadence yet the mental unrest and psychopathic
symptoms that Dorian exhibits in the end flouts strongly Wilde's
adherence to the decadent movement. Wilde encourages no antifice
and through Dorian’s isolated and derelict position establishes himsell
as a serious thinker. Both Colenidge and Wilde make prudential use
of terror 1o establish their moral outlooks but the intermittent vears
separale their ways of presentation.

In Ancient Mariner the diabolical surroundings of the wretched
protagonist reflect his barren, misery-striken, parched soul. In Dorian
Gray Wilde adopts the same technigue in projecting the degeneration
of the soul by correlating it with the ghastly changes that take place
on the portrait, proportionate 1o the accumulation of guilt, In the
poem the tormented Mariner finds his heinous past so burdening that
he is forced to rid himself of this weight through words

Since then, at an uncertain hour,
That agony returns:

And tll my ghastly tale is told,
This heart within me burns.

This ability to confess or speak out offers the convalescent
Mariner a tragic relief as it builds up a position of human converse.

—
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fric Fromm clucidates this tuh in one of his essays

finds himsell 'ree” in the negative sense, that is alone winy his self
and confronting An ﬂm““.lml'.h“mf-' world, . the Irighiencd individual
seeks fof somehody 10 tie his self to; he canned bear to be his own
individual .m':ll any longer und he tries rantically to get rid of it and
feel security again by the elimination of this burden - the el
writing in the 18th century Coleridge did nit hesitate 1o bestow ihe
Mariner with this relicf, but with Wilde we are on the threshoid of
the modem era, a period replete with new ideas brought forth by
psycho-analysis. a time which challenged religious dogmas and man’s
position in the universe. Therefore, Dorian is denied this privilege
of unburdening his guilt and anxiety and his soul pants under the
weight of his heinous crimes, beginning with selfishness, desertion
and culminating wn murder and mysterious self-immolation.

Coleridge is astoundingly modesn in his depiction of the
landscape as it crosses synchronic barmers and projects the subconsicous
imagination, and the fears and impulses that it incorporates. The
poem may have a simple conclusion but the “glittering eyes™ of the
Mariner express Coleridge’s sense of iedeemable guilt and his
inability to find consolation in orthodox religion or in the pantheism
of Wordsworth. The poem represents the anxiety, doubt, ambiguity
that mark the relationship of man with the Creator and Coleridge’s
complex thoughts on this matier. This attunes the poem with the
causes that resulied in the outpouring of Gothic novels. Devendra
Verma says, “The Gothic novelists were moving away from the and
glare of rationalism wowards the beckoning shadows of a more
intimate and mystical interpretation of life, The sense of guill as
psychologists tell us, is deeply rooted in mag, Illmil:_‘.f bu that Ilhl.‘.
Gothic novelist experienced a sort of catharsis or mithridatic purging
of his fears and self-questionings in the portrayal nl" horrors which
proceeded from the frenzy of the creative hmin.,-‘lh

Wilde was rying like Coleridge to imprint 2 simple truih, thal
vice and crime make people coarse and ugly. In the course of the
novel he confronts much more complicated issucs anlicipating the
problems of psycho-analysis that Freud would publish few years Iﬂ.h.:-r'
Freud's secpticism ahout the finding of reason and his greal emphisis
on the power of the unconscious 10 affect |:lunduut had endangered
the validity of traditional moral AXIOMs. Wilde was doubtful about

“The individual
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L
the capability of the sepontifi
puman beings, yet he proba could: %
vears hefore the publication ol Frewd's
Wilde said | |
Every impulse that we strive to strangle broods in the mind ap
r-;im;'-st us... the only way o gel rid of a templation is 1o yield 1

¢ and psychological discoveries (o moyj,
bly could not walt them away, Th'rrty
book an psycho-analys,

i, : :
or “One is tempted to define man as a rational animal who always

loses his iemper when he is called upon to act in accordance with
the dictates of reason”.

In Dorian Gray Wilde writes : "It was the passions about whose
origin we deceived ourselves that tyrannised most strongly over us.”
These are manifestations of a serious and probing individual who
has been dismissed quite wrongly as superficial and derivative.
David Punter in his essay on Dorian Gray says @ “We have a
burgeoning awarencss of the existence of the unconscious, of that
fountain from which spring desires and needs a thousand times
stronger than those to which we can admit."' Dorian's inclination
towards sin foreshadows the Freudian power of the unconscious in
shaping our actions, Dorian muses, “at the shallow psychology of
those who conceive the Ego in man as a thing simple, permanent.
reliable and of one essence”. Wilde makes critical and thought
provoking statements as, “There are moments, psychologists tell us,
when the passion for sin, or for what the world calls sin. so dominates
a nature, that every fibre of the body, as every cell of the brain.
seems 1o be instinct with fearful impulses. Men and women at such

moments lose the freedom of thir will, They move to their terrible
end as aulomatons do™. (Lo Gray, p. 190y,

In Ancient Mariner (he mysterious i

) ; nd terrorising experiences
of the protagonist Project some of the fundamental issues of life.

:::do: :m uses the Gothic mode of ferror 1o unravel the mysterious
unfathomable powers of the unconscious. He writes, “There arc

death or one of those nights
through the  chambers of the
than reality iself, and instinet
grotesques, and that lends 1o

of horror and misshapen joy, when
hrflin sweep phantoms more lerrible
With that vivid life that lurks in all
Gothic an s enduring vitality, this ar
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SOUL IN CRISIS - DORIAN AND THE MARINER "

peing, ONC mighl.fnnuy. especinlly the art of those whose minds have
been roubled wnh_thc malady of reverie”, (Dorian Gimy & 1313

Wilde's analysis of thﬂ. irrntional urge In man very appropriately
explains the purposeless Killing of the albatross, when the passion
for sin vibrates through our very existence. Paul O Flinn comments
on this action, “the act unleashes the poet’s imagination as it drives
with the ship through icebergs and storms to the terror of the silent
cea will its slimy things and psychewrenching nightmares™* In
Ancient Mariner Coleridge explores the dark and hidden crises that
enclasped the human soul. Tt meanders through the complex
interweaving of subconscious impulses, guilts and fears in search of
some deep rooted inconceivable truth and unfolds a journey similar
o a dream process that has the power to unnerve us. The lext is
conceived out of Gothic images like the bloody sun and the copper
sky, the water-snakes and Nightmare life in Death synchromizing
sensuous and psychological experiences and the various mmds.nr
man. The conclusion of the poem however restores the Christian
philosophy of sin and repentance and is simple compared to the mind
boggling issues that it unearths. _ _

Dorian Gray's mysterious agreement that lends him -:v:rla_snlng
youth resembles even if remotely the story of Faust and the 'hurgﬂlmr!g
of soul. In the novel a pall of mystery covers the actual bargain
in which an agreement between Dorian and Hallward's portrail lakes
place. As a result the leprosy of Dorian’s sins gnawed 1hruughlmc
portrait while his physical beauly remained unwithered. The Mariner
due o a sudden outbursi of benevolent urge blesses the water snakes
and finds the wheel of fortune turning for the better. m_: tELE.b]vE to
reestablish & link with the natural world and repent for his sins. D“
the other hand, Dorian in a fit of delirious fury murders the ﬂnfsl
Hallward who comes 1o enlighten lor him the path of T'Epﬂ_l:l.lanl.:'-;
The morbid and unhealthy atmosphere is endorsed further "”“‘r In:
terrible fate of the body. Alan Campbell, 3 tife:!nng devnleef\ |
study of chemistry is summoned by Dorian 10 Wipe i m:ﬂ::
of his friend's corpse, Wilde was inconvinced “h“"“;x u::;"wt
of scientific progress and its benevolent usage. The un| 1:; ¢
with terrible overtones points lowards (his E"'“‘f“! oupaot.

: . of Wilde's late

David Punter points out that il is a characterstic 3 b

fomanticism as he believed that the means of moulding human £s

Bl » &
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shonlt e b sotemer et pemting The dierased) PO 1akay pve
w tew Mimenciom i the Wildesn comtest  The portinil iy e Mifrog
o Dol e wimn e Wikde quyw in the Proface.

“The minepenth contury Bintike of Realism i< the rage of ¢ ‘alitgy
woritg Wiv owm Tace ™ oA plase”

e gendonl declime of fmth in the absolute validity of redighong
und efhical sveems started a process of rethinking in Wilde 4 he
writes in "D Profundis™—1 said in Dorian Gray that the greay sin
o the werld ke place in the brain: but it is in the brain that
evervihing takes place. ™ In the novel we find ambivalence of
“atements and mewdents.  He says “In the common world of fact
the wicked were not punished, nor the good rewarded” whereas the
ultimume predicament of Dewian points to a singular belief in a causal
relationship between an individual's actions and his fate. Like Faust
Dlafian is traumatized 1 the thought of Death and is haunted by the
phost of his sins, he is almosl paranoiac with fearful phantoms
feeding his imagination. The mysterious eliminations of all his
wanesses Hallward, Campbell and Jim Vane fail 10 relieve Dorian
from his mental angst. In the end Dorian attempts at self-analysis
Dl 15 taken aver by his pride and egolism— “was he always 10 be
burdened by his pasi, was he really 10 confess? Never. There was
only one bit of evidence left against him. The picture itsell— (hat
wits evidence. He would destroy it." In a moment of hideous rage
Dofian stubs the picture, and in a chilling inexplicable and mysierious
way inflicts death wpon himself. The portrait regains its original
splendour whereas Dorian's dead body is withered, wrinkled and
loathsome of visage,  Wilde’s romanticism emphasizes the
impeneirable purity of the soul und the inability of worldly sins to
defile its divinity. Therefore the sins of Doriun make him coarse
und ugly whereas the mirror of his soul remains untainted in the
cnd

Yel Wilde's modermism ts reflected in his unwillingness (o grant
Donun the relief of unhurdening himself of W sins unlike Coleridge's
Manner.  Living & 4 time when there were multiple theories
Proclaiming the ‘death of God' and (he emotional despair they
unfolded, Wilde could not draw o simple othodox conclusion like
Coleridge  He deals with modernism by denying his protagonist the
ability 10 repent and thus making bis mental suffering much lurger

W YR a) REERADY AN TR ALY

_—
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5 the sariner’s. David Punter says that “Dorian in not ot roo
fgure whose fate alfecis the rest of us.” 10 is up to us W resolve
. an's case is an isolated one or if through this tortured
wilde was actually warning the world of s possible
ption if the pessimistic scientific humanism saw man's aspirations
yad hopes as ‘but the outcome of chance collocations of atoms”

OUL IN CRISIS | DHOHIAN AND THE MARINER Al
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MATTHEW ARNOLJ) -

WORE HOUT ANXIETY

INFLUENCE WIT
Pranatt DutTa GUITA

Wordsworth lived longer than all of his Romantic brethren. He digg
» Victorian in 1850, the year which saw the Victorian Age reach
h the appearance of the first generation of

its fiterary maturity wil
on the literary scene. Among them were Tennysaon, Browning,

£ B, Browning and Matthew Amold, who had already written and
published some of their carly major poetical works. Iis waning
exuberance notwithstanding, Wordsworth’s creative life continued till
1842, parallel 1o some of these Victorian poets” publications,
Notably, the appearance of The Prelude coincides with the publication
of In Memariam in 1850. In Memoriam was received with immediate
acclaim, but the publication of The Prelude was celebrated with no
less ardour as one of the most important literary events of the
nineteenth century. Interestingly Yarrow Revisited (1835) was the
first of Wordsworth's publications to sell widely as well as elicil
s demand for new editions, Mr. Edward Moxon exploited
Wordsworth's late fame to the [ull even in the prime time of Tennyson
and Dickens.' All these facts serve to confirm Wordsworth's
acceptance in the Victorian Age. Recognition came to him from
other comers, o. Besides the degree of DCL and the award of
# handsome yearly pension by the Crown in 1839 and 842
respectively, Poet—Laureateship was conferred on him upon
Southey's death. Several other events provide further evidence of
Wordsworth’s continuing posthumous importance — the publication
of the official biography, the erection af public monuments, and mos!
"“W"h the foundation of the Wordsworth Society in 1880,
leading 10 what Stephen Gill in Wordsworth and the Vicrorians calls
the ‘Wordsworth Renaissance’,
fnilm“:;ﬁ:?i“h'}' "massive presence’ of Waordsworth, howevel:
ish a rapport between the Victorian poets and himsell
R4

il
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WORDSWOHRTII AND MATHIEW ARNOW I L

He n:l'l.lﬁcd o accept the “sordid boon' of Victoran splendours and
ailed — W€ are oul I“T ne', " He wis imdoubedly revered
nd u-ﬂ;slmin@ by .““'1 Victarinns. Tennyson hailed him as o poet
i gupreme dignity’. E. B. Browning as the “king-poet’ of her time
fo Swinburne. he wus u ‘philosopher-poet’ and “Wordsworth.
cparisma’ spilled over in Hopkins' notehook. "I fact, Wordsworth
was more # Wictorian cultural icon® than a poet of their inner folds
ctably, such a general attitude of awe and reverence engendered
jess an - dentification than & counter-impulse of deflection, Tennyson's
relationship with Wordsworth was not a comfortable one, and the
was all out lo make some emendations in Tintern

Abbey’, albiet for amusement. *

Such was the ambience prevailing when Amold was blossoming
g5 a poet, and thereafter. He may be singled out amongst all Victorian
poets for rediscovering Wordsworth withoul geting ‘involved in
constructing and diffusing Wordsworth” *. In his letter o his sister
K. (Jane), Amold expressed the conviction :

Wordsworth can show a body of work superior 10 any other

poet except Shakespeare and Milton can show."

The same conviction led Amold 1o declare finally in 1879 *...1 am
s+ Wordsworthian mysell’ *. Wordsworth's presence was all-
pervasive in Amold's creative and intellectual life.  “The
Youth of Nature' exudes Arnold’s anguish in Waordsworth’s
absence and reveals the intensity of the Arnold-Wordsworth
affinity :

He is dead, and the fruit-bearing day

Of his race is past on the earth:

And darkness returns 1o our eye. (Il 56-584)

When Amold acknowledged the assignment offered by Macmillan
al the time of the publication of the Golden Treasury Selection of
Wordsworth, paying homage 10 this poet was not his sole objective.
He took upon himself the sk of propagating the image of
Wordsworth because he was irked by the latter's waning influence.

T'fiﬁ becomes perfectly clear in his words 10 Macmillan — “... it
will help Wordsworth's fame.'" The Wordsworth-Arnold

‘!ﬁnil.jr involved not so much u process of unilateral anxiety-
ridden influence as @ kind of poetic commitment. 1t lef Amold
unencumbered,
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i Bl Toe & mmber of reasons, Amoll sulfered no AnKing
of infence  The miluence process i Amald’s creative Jife bl
swive fotlowed o shifting and complex course. It was '“‘"-"—'llingf:,.
» e oof Hkeness rather than one of & “relation o radition particular)y
we ombodind 10 & figure taken as one’s own forerunner’.* | weni
an. nevertholess, through a process of elimination, assimilation, o
wtapostion, m one way or another, of the disparate. ofey
contradiciory. sources of influence.  The most interesting fact ahoy,
Amold's creative and intellectual life is that it was continually
nurtired and stimulated by myriad sources of influence and inspiration,
Amold writes to Cardinal Newman on May 28, 1872 :

There are four people, in especial from whom [ am

conscious of having learnt — a very different thing from

merely receiving a strang impression .. the four are Goethe,

Wordsworth, Saint-Beuve and yourself.

His list might have included George Sand and Senancour among
others,  Surprisingly, Arnold, who was born into a classical tradition
imtiated by his formidable father and spoke disparagingly of the
English Romantic poets, could reconcile his classical affinities with
hus fascination for a host of Romantic writers like Saint-Beuve, George
Sand. SenanCour, Wordsworth and Goethe, the last a converted
classicist. It presents a baffling picture of reconciliation of the orderly
and harmonious world of ancient Greece with the sorowful world
of SenanCour and George Sand with their cries of agony and revolt.
It remains inexplicable how in an age which witnessed the privileging
of sclentific reason and analysis only, Ameld could tum to the
sagacious Goethe and the profound Wordsworth. The sources of
influence themselves reflect mutual comradiction, Goethe, for
mstance, was not held In high esteem by Wordsworth. ™ Arnold's
Opeaness W all these varied influences reflects n mind continually
afflicted with duality and almost simultancously longing for recovery
from this duality in order 10 move towards o state of cohesiveness
and equilibrium. Having traversed all these stages, Arnold fell hack
upon Wordsworth as the last pillar in course of his poetic pilgrimage.

What Amold imbibed from the classical past, introduced by his
father Dr. Amold, was a hollstic approach 1o life — 1o see not deep,
but wide'. The impression was 5o indelible that the poet viewed
the classical past as o ‘paradigm of the present’. Amold turned 1o
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the awhlenest ol i worlld view, which movved om e siep
ediacy of the momant aml the situstion,  How
s conceived by Arnold, came b lerms with iha
\ — world is aptly pointed out by Warren 11 Anclerson
o I SUIINACY. it appears that thus far Arnold’s poems lacked
4 common factor in approaching the classical. [t follows
he had not commitied himsell o any ordered principle
which could be termed classicism. He continued nevertheless
jo search for a viable relationship with antiquity..."
Goethe provided this “yiable relationship”. Bul Goethe, in fact.
w5 1he 1ype of poct Amold yearned to become — strong in
inteflect, detached in approach and wide in vision. Yel Amold was
impelled to bypass Goethe eventually, perhaps because of his own
hending the magnitude of Goethe's Vision and
This becomes evident in his essay on

WORNDSWORTH AND RAATHN . sEha I r

wr‘t fl'
;.,-.1 o he imm

wﬂﬂl antiguity

fimitation in compre

atitude  towards life.

wordsworth :
Wordswarth is right, Goethe's poetry 15 not inevitable,
not inevitable enough. But Wordsworth's poetry, when

he is at his best, is inevitable. as inevitable as Nature

herself. *
Amold's innate romantic sensibility was sharpened by Sand and

SenanCour, whose works may be qaid to mirror his ‘buried life’.
Amold imbibed from them the quict melancholy that envelops most
of his exquisite lyrics. Again. Armnold as a poet-thinker, wished Lo
press his romantic exuberance so as 10 retain the reforming zeal
hefitting his position as [nspector of Schools. Personal Secretary to
Lord Lansdowne, Professor of Poctry along with other social
assignments, He could even afford to evade the beaming presence
of Tennyson, of whom he writes disparagingly to Clough in 847
(shortly after December 6) :

Tennyson's dawdling with its painted shell is fatiguing 1

me 0 wilness.
Goethe, Sand, Senancour, Newman, and his own
=~ all of them in their respective roles — only pd
o Wordsworth. Wordsworth became his never:
,m': ""'"h“ could cure him of the malady of the Age by dint ol the
hﬂl"‘l power', ‘enduring [reshness’ and  ever-prevailing Joy"
Pervading his poems. In Amnold's words

formidable father
ved Amold's way
fuiling guide, the
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Wttt e 40 Acodd a0 panare o e Agn snd herggy,,
M—— avrhing m hm
Al 4 pher smewastion with Wordhworth simce his lnn.'.q...",l
arengiened fhie offimery. 1 was ot merely a relationship hetwe,,
e Vil omnded indoodoals — hetween A celebrated poet ang
widiling oo B developed over the yoars between (wo perwng
families andl penorabions right from Dy, Arnold’s resumption of by,
scpusintance with hoth Wordewarth and Coleridge in 1833 Thomy,
okl made early acguauntance with their writings when he was
mirndised 10 the Lyrica! Ballads by 1. T. Coleridge. an undergraduge
# Corpan. Wimdsworth was held in high esteem not only by Amolid's
paremts il wlio by s beother Tom: and even by his sister Jane (K. )
Iw short. ihe whole Armold-houschold was permeated with o reverential
lescmation with Wonhwworth, so much so that his sister Jane wanted
Mutihew 10 be a poet like him  No wonder, then, that Matthew,
ihe mosl senitive member of the family, should fall under this
enmeshing spell  No biographer of Matthew Amold can afford 1o
efface the Fox How days of Amold — the days spent in close
assciation with Wordiworth, living a stone's throw away at Rydul
Mount.  Duning the vacation, even when Matthew was in Oxford,
e sw & poodd deal of the venerable Wordsworth, knowing well how
I draw the old man into conversalion. Even before he got the
heliowstip wt Oriel, Wordsworth is said 1o have taken him under his
special care during the interim period. Interestingly, a host of people
lisd boen tempied 1w ascribe his success in winning thee poetry prize
o Onfoed. and previously al Rugby. 10 the influence of the Pogl
Laweate Al these biographical detabls ** suffice W delineate the
Windsworttuw stimosphere from which (he poet i Arpold deew his
Buslonance
More ofien thal not, Mutiliew Amold his been considercd
# Vicionan Wordsworth Evidence of his revercnce for and closeness
W0 Wordsworth ae saliered hore and there, i hus letlers, essays (the
ﬁluﬂw“mwﬁmmlwmmurmmm such as
Memorial Verses', "The Youlh of Nature' il “The Youth of Man'
Soine pociis like “Resignation’ wid "To u Gipsy Chikd by the Sew

il
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WORDSWORTH AND MATHEW ARNOLD 1

shore™ conjure up the association of Weorlsworth's "Tintern Ahhey’
and ‘Tmmortality Ode’. Bt all these will not suffice n an
,;lppmisa'l of the precise nature of Arnold’s detn 10 Wordsworth
peither  do these hold the key 1o the fount of his creative
proCess.

Matthew Amold. as Lionel Trilling observed, was obsessed with
he theme of integration ' — the integration of ihe individual, of
ihe work of art and finally of the social order. Integration, indeed,
;s unservered from calmness. Therefore, Armold embraced the
calmest of the recent prophets and poets. Wordsworth. As a pioneer
poet of the Romantic Revival, Wordsworth was susceptible 1o the
spontaneity of emotional overflow and was, as such, frue 10 his
commitment to the Romantic credo in his definition of poetry. ©On
the other hand, his acquittance with the Greek and Roman Stoics
enabled him 1o develop an attitude of stoicism. " This attijude
strenghtened his belief in a kind of ‘Integration’ — in the unity of
God, Man and the external Warld, the world being a manilestation
of God. This became a major component in his poetic lestament
as well, most powerfully expressed in terms of the delincation of
the grandeur of nature. Wardsworth happened to be almost classicist
in his attitude towards the discharge of emotion in a restrained form.
So the ‘coarser pleasure’, 10 him. must be recollected in tranquillity
and ‘the depth’ is more (o him than the “tumult of the soul’. Having
stripped his poetry of sentimentalily, he achieved the quality of
ohjectivity, leading 1o a stale of ‘Integration’. Herbert Read observes |

For Wordsworth, however, Nature had her own life which

was independent of ours, though a part of the same

Godhead. Man and Nature, Mind and the external waorld,

are geared (ogether and in unison complete the motive

principle of the universe. '’

Unison inevitably results in harmony and calmi. The interfusion of
Romanlic extravagance and Classical restraint make for the
distinctiveness of Wordsworth's poctry. Here in lies the explanation
of the Arnold-Wordsworth bond.

The Victorian Age in many ways reflects the direct continuation
of the Romantic trend, though in o diffuse and modificd form,
combined with other ideals of the new cra. Arold’s romantic
sensitivity could be felt in his delicate feeling for nature, his emipathy

A
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foe e woiling common man, his diddike fiw th:' iy ane hiive
fus inihiliey de cope with the temper oF the age "™ Arnald i sl g
e s sy bt exaieite romantie lytics, Elflll'l:‘ﬂinm ol in iy
und personnl monsd, He ireared Classioal myths in n Romangj,
ihe foween hecomes. mone of an elegy than of an epic, Hiy POk o
Fonghih meo-claionl poets like Drvden and Pope allirm that they wee,
b tiom merely poets of wit ™ Amold’'s model scholar breaks With
the wvstem of smeritutional education and relies more on ‘heaven.sop,
maments” 1o ympart the secret an of the gypsies 10 the worly

Armold s romantic anguish emanated particularly from his inahim}.
W aocept the restive spirit of his age—its ‘divided aim' so Mk
it odds with his own concept of integration. But what is distinctive
about him s his craving for a way out — his determination not 1o
perish i anguish. He was chronically despondent and melancholy,
prvem fo brooding and introspection. He delved beneath the dazzling
fucade of his age and confronted the essential hollowness of Victorian
Englund. Armold did not consider material prosperi
of national achicvement because it served as
for the dissemination of ‘culture’ —
referred 10 in Cultire and Anarchy.
lost not only their moral grandeur, but such abiding values as Love,
Faith and Sanity ss well. He intensely felt that he excessive
dominance of intellect had blunied and weakened the force of intuitive
knowledge.  He laments in a letter 1o Arthur Hugh Clough dated
Friday, early February, 1849

..How deeply unpoetical the Age and one's surroundings are.

An age becomes ‘unpoetical’ when it lacks in ‘great primary
human sffection’ and the ‘elementary part of our nature’ and Amold
contends in the preface 1o the 1853 edition of his poems that these
are the founts of Man's eternal Interest in poetry.  Scientific
pursuils were pointing lowards a spiritual and moral destiny at odds
with the ways of God. The cosmic disorder in Empedocles on Eina
Ofters a paradigm for (he Victorian apprehension. Man had an onder
befare, but here on eanth He i "as distructed as homeless wind'—
Amold reflects in his poem A Farewell', Poems such as ‘Daver
Beach', ‘Sell Deceplion’ ang The Scholar Gipsy' are, in a sense,
indiciments of (he general erosion of faith and belief which
brings in its truin not only the inevitable pangs of doubt, but also

PYReAl NALLADE AN TS LIPACY
Lt

|,
Vg

Man My

ty to be a trve criterion
an inadequate vehicle
the ‘sweetness' and light’ as
The English, 1o his mind, had
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wion, srile, distenctions and divided aim.  In ancdher  pesm,
in Memory of the Authior of Obermann’, the fatal wonnd
huian soul by the fever and fret of the nge 15 A vl

confi
Cran7ah
m_"i._‘lﬂ‘- omn
e explicitly

A fever in these pages burns

Beneath the clam they feign,

A wounded human spint tums

Hence on its bed of pain. (Il 21-24)
This parallels the sentiment expressed in “The Scholar Gipsy :

_.this strange disease of modern hfe

With its sick hurry, its divided aim. (Il 203-204)
The age, as Amold envisaged, seemed to be affticted with 2
grange incurable disease, sparing nobody  from contamination,
ot even the scholar gipsy. Hence Amold’s warning 10 the scholar
gipsy -
Bui fly our paths, our feverish contact fly!
For strong the infection of our menial strife,
Which, though it gives no bhiss. yel spoils for resl...

(. 221-223).

Amold wms to the scholar gipsy who had ‘one aim, onc business,
one desire’, in contrast [0 what Amold perceives as d universal
Victorian tendency. While the scholar gipsy is an imaginary scholar
of Glanville’s book, Wardsworth 15-a living presence who alone can
alleviate this fever by his ‘healing power™. In ‘Obermann’ Amold
laments :

Too fast we live, 100 much tired

Too harassed to attain

Wordsworth's sweel calm or Gocthe's wide

And luminous view 10 gain. (1l 77-80)
Arnold’s wandering soul feels the embalming strength of
Wordsworth elsewhere, He fecls ussured in 'Epilogue o Lessing's
Laocoon® !
And nohly perfect in one day
Of haste, hall-work and disarray,

Profound yet wuching, sweel yel strong
Haih rised Goethe's Wordsworth's song. (Il. 26-29),

Tn wrn to Wordsworth is the need of the hour, feels Arnold, though
it is a far cry from conlemporary reality. In ‘Memorial Verses', he
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LI

ils Wordsworth ws the pareat of all foumts of peace anid hﬂmmt“

Time Ay festore ue in his course

Goethe's sage mimd al Byron’s Torce!

Mt where will fwrope's litter hour

Agiiry Timd waordsworth's healing power? (11 66.61,
T age has forgoiten how 1o leel  Only Wordsworth can A
e henumbed sensibility and siimulate men to feel once maore, |,
Memarial Verses', Amold illuminates the relative roles of Gogype
and Wordsworth,  While Goethe is a sage, Wordsworth's ‘soothing
vatce” with “clearing song of Orpheus’ in “this tron time of diyheg,
disputes. distraction, fears' conjurcs pristine joy in life .

He spoke and loosed our heart in tears (1. 47).
Wardsworth thus awaken us 1o ‘the freshness of the early world’
The joy of Amold’s classical Greence descends only on Wordswonh,
taking the shape of the indefinable Calm, which permealtes his poems.
The source of Wordsworth's strength is nature.  From the very

inception of the ‘Lyrical Ballads’. he sought to focus on nature. To
guote from ‘Tintern Abbey’ :

...well pleased o recognize

In nature and the language the sensc,

The anchor of my purest thoughts, the nurse

The guide, the guardian of my heart and soul

Of all my moral being. (Il 109-113)
Nature, being his friend, philosopher and guide, clevates him above
quotidian existence. He continues in the same poem !

__.for she can so inform

The mind that is within us, so impress

With quietness and beauty, and so feed

With lofily thoughis, that neither evil tongues,

Rash judgements, nor the sneers of sellish men,

Nor greetings where no Kindness is, nor all

The dreary intercourse of daily life,

Shall ever prevail against us or disturh

Our cheerful Tauth, that all which we behold

Is full of blessings. (Il 128-137),
Wordsworth being in close proximity to the fountain of joy #nd

by dint of his healing power offers succour to the ailing victorian
mind. *

-
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Arnold’s tender feeling tor fiate, ns hay heen inantimed earlier
savelops most of his pooms,  The descriptioh of the countryside in
he Scholar Gipsy', Rughy Chapel’, “The Summer Night' adds
selicate charm 1o these poems. Calm moon-hlanched nights, ghiding
qreams and colourful - panoimas of Mower-heds olways  inspired
Amold to embark on both delicate and lofty thoughts. At moments.
e franscends the physical aspects of nature.  In ‘Quiet Work™, he
rocognizes 1his particular power ol nature

Of toil unserved from tranguility,

Of labour, that is last in fruit oulgrows

For noisier schemes, accomplished in respanse.
Too great for haste, 1o high for rivalry. (1. 5-%)

For Arnold, nature represents the congregation of some forces
__ not indeed a typically Wordsworthian construct. Yet he secks
to grasp the 1 ‘cosmic order’ in action hehind natural objects. Arnold
smbibes this ‘religious naturalness’ chiefly from Wordsworth. In "The
youth of Nature', Amold explores nature’s self. The pocls seem
(o give life to nature, but nature is evergreen, ever-living. Armold
wants 1o have a fresh look at nature through the eye of Waordsworth
because it is he who ‘lent a new life 1o nawre’. Soon he realises
that man is mortal, and nature outlives man. He yeuwmns 10 be one
with nature in Self-Dependence’ for solace :

And with joy the siars perform their shining.

And the sea its long moon-silver'd roll ;

For self-poised they live, nor pine with nothing

All the fever of some differing soul. (1. 21-24)
While Amaold is in the process of becoming one with nature,
Wordsworth is already s0. He writes in “The Prelude’, Book 11 ¢

That musing on them, often do 1 seem

Twi CONSCIOUSNESS. conscious of mysell

And of some other Being. (11. 31-33)
This is why he considers Wordsworth his guide and mentor. In “The
Youth of Nature' he pays homage (0 Wordsworth ¢

he was a priest to us all

Of the wonder and bloom of the world,

Which we saw with his eyes and were glul. (1. 53-55)
One s struck by certain other signilicant points, Amold's Preface
o Poems of the 1853 edition scems to be writien in the shadow
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of Wordsworth's preface 1o Lyrveal Ballouly, The lirst ‘,m“mb of
Lvrfond Batloely concented the identity of the poets, [y his firy ey
volimes of poems, Amold oo did nol make his Wdentity ¢je,,
wiiting only A, In fact, his poems appearcd under his MAhE o
the Bt ime in the 1853 edition.  This might have heen 4 Mg
comcidence. Tt sull demands further investigation. A Amnold wa
sieeped in classical  scholarship, the scholar in him lookeq 4,
ancient Greece oo, for the cure of his age's malaise. [n course of
his poetic carcer Amnold also succeeded in I'nrmulming
comprehensive view of poelry, which in s wm reflects
comprehensive approach to life. He formulated the definition, ‘poetry
5. al bottom. a criticism of life’. What Arnold had in his ming
pechiaps was that all poetry must, 10 some extent, represent realjyy,
The classicist Arnold found in Wordsworth a synthesis and
reconciliation of the Classical and the Romantic credos, In his essay
on Wordsworth, Amold emphasised Wordsworth's adhrerence 1o
“Life” .

«-he deals with life as a whole mare powerful .. man,

nalure and human life,

Man and nature constitute the bedrock of Wordsworth's poetry,
Amoald's predilection for classical literature, of which he speaks a
great deal in the ‘Preface’, to Funcrion of Criticism, The Study af
Poetry, and so on, instilled discipline in him, dignity, vigour and
charm. He excluded "Empedocles on Ema’ from the 1853 edition
of poems as he considered

~--Sanily — that is the great value of the ancient literature

— the wanl of that is the great defect of the modern in

spite of all its varely and power, *'
Wordsworth's concept of poctry as springing from spontancous and
powerful feeling “recollected in tranquility” gives precedence to calm
and serenity, While Arnold advocates ‘application of ideas’ to life,
Wordsworth seeks 10 attribute ‘a worthy purpose’ 1o his poems. I
The Study of Poerry, Arnold reilerates :

Poetry anaches its emotan 1o the ides, the idea is the fact
Wordsworth says in his Preface 1o the Lyrical Ballads

{1800} :
It is this, that the Feeling there is developed gives importance
to the action and situation,

” LYRICAE BALLADE ANDY TTS LEGACY

g
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gp both wordsworth and  Amold were concerned  with the
inl.ﬁ'-"':li'-"n of feeling and ddea.

wordsworth believed in meditation 1o regulime his “coarser
ecling of excilement’.  He asserls in his Preface (18000}

[ have at all times endeavoured to look steadily ar my subject
This i$ ceminiscent of Sophocles who was helieved 1o have
jocked sieadily at life 1o see it whole.

1 would be worthwhile now to scrutinize what precisely the
gubject” of wardsworth’s poetry was, at which he looked ‘steadily”.
[n his Preface (1800), Wordsworth clearly states that ‘incidents and
sijuations from commaon life* — more precisely 'humble and rustic
life' — constitute the subject of his poetry. This would
inevitably establish Waordsworth not only as a ‘worshipper of Nature’,
45 he is commonly known, but alse as a poet of Man. Wordsworth
wmed to a solitary reaper, an old Cumberland beggar, @ simple
cottage girl, an old leech gatherer, a shepherd like Michael or a

on like Simon Lee, even Lo an idiot boy. They are all lonely
and melancholy, yet stately and uncomplaining figures even a5
society lurns a blind eyes to them. In 8 letter (o Charles
James Fox, dt. Jan. 14, 1801, Wordsworth expresses his revercnce
for them :

The poems are faithiul copies from nature; perceive that

* {hey may excite profitable sympathies in many kind and
good hearts and many in some small degree enlarge out
feelings of reverence for Our species and knowledge of
human nature, by shewing that our besi qualities are
possessed by men when we are 100 apt 1o consider not with
reference to the points in which they manifestly differ from

us.

Indeed the touching and animated delincation of the ‘true story™ of
these people reflects Wordsworth's empathy for them, mooted in his
social awareness. As a lover of Naturc. Wordsworth looks upon these
common folk with veneration for they reside in close communion
with Mature, who in her urn provides ‘better soil" for the nurture
of iheir ‘elementary feelings’, Wordsworth's Mamre is not an
independent entity. She and Man coexist and complement cach other.
Nature. again, is a “ranscendent-power” whose offering of “a sense
sublime’ relieves Wordsworth of ‘the heavy and weary weight of
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o
j* 0, sirips reality ol 1ts harshness and mgk,,

ihs mlnM?l*!Trh::::l wardsworih's estinate ol 8 1rue wise gy,
it acveplable | o the kindred points of Heaven and Home' |,

ax one aho s e n ‘Tintern “H“I" he had .'IEH?

|T ﬂﬁh |il-!'h.- E i
apily expressed in To @ SkY .something far more deeply interfusy’

‘ yeid his perceplion of .
:::: dwelling is not only among ‘beauteous forms’ of Nature, by

in 'the mind of man’. .
- :':n-: may wonder what impels Wordsworth, a poet of ‘Joy',

fall prone to the “still sad music of humanity’ and u-.u heavy and
ght of all this unintelligible world', to sigh over “all

the weary wei ¥ 0.8
the ways of men so vain and melancholy’ **.  Significantly, the

solitary reaper’s song, which is more smll'!ing and thrilling than !.h:
Nightingale's and the Cuckoo's, sounds like a ‘melancholy strain’
io the poet. In fact, the plight of the common people must have
cast a disconcerting spell over Wordsworth and this spirit of
empathy was undoubtedly inculcated in him by the revolutionary
doctrine of the French Revolution. T. 5. Eliot firmly states that
Wordsworth's “revolutionary faith cannot be disentangled from the
motives of his poetry”*. Wordsworth's social awareness is also
pronounced in his Preface (1800) in which he reveals his thorough
grasp of the ‘public 1aste’ ** before setling oul to formulate his own
theory of poetry. T. S. Eliot reiterates that Wordsworth's social
interest was the driving impuise behind the novelty of his velse-
form %,

The ‘sense sublime® which is the gift of Nature 1o the poet, and
his own social interest motivated him 1o look “steadily” at his subject.
The faithful representation of the humble and rustic life brings him
close 1o none other than Aristotle in respect of the latier's theory
of “mimesis’. Eliol considers Wordsworth to be ‘closer to Aristotle
than even other Aristotelians’ 7,

Just as Wordsworth's Nature responds to his love of humanity.
ﬂf-'ht_ring the “still sad music of humanity' ™, in ‘Dover Beach®, “the
sfalcng roar of pebbles’ in a moon-blanch'd night amidst the ‘sweel
night air' brings 1o Amold's mind the ctemal note of sadness.’
Beneath the suave and sociable exterior of hoth Wordswarth and
‘”‘w’:f;s'lw;:‘““ :’;'h“rﬁ @ malady inflicted by the world around.
invites 50111'::;:5 “"":n:ﬂm:. % Miugh _Ihc grace of Nature. Amold

V3 share his agony with him. to whom it brought
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WORDSWORTH AND MATHEW ARNOLD w7
e ‘torbid ebb and Flow of human misery’. Yer 10 Wordsworth the
Greek world did not seem 10 be that disiam I i% an established
(act that Hellenism played a considerable role in the Romantic Reyjval
while the Latin world was resuscitmed in fhe Rennissance  Sheile
declared ¢ “We are all Greeks' ™ Wordsworth does et r-'l-'r:
cuant in the Realm of Flora.  In his imagination the two worids
coalesced  so harmoniously that the Greek figures came 10 he
embedded in his verbal design.  The last few lines of the poem The
world is too much with us’ may be cited as one of the most effective
examples ¥, Wordsworth is not only close to Aristotle, as Eliot
asserts, he is also an exponent of the classical concept of nobility
in poetry and of freedom, as a part of the poetic process. Sophocles,
as il were, plays the role of negotiator between the two minds of
the Iwo successive generalions. Amold's letter to Clough, dated
London, Monday, after September 1848-49, reveals how he associated
ihe Greeks with Milton and Wordsworth :

Those who cannot read Greek should read nothing but

Milton and parts of Wordsworth; the state should see

o L.

Arnold differs significantly from other Wordsworthians, He was
drawn to Wordsworth because Wordsworth alone could resolve the
dichotomy between Classicism and Romanticism in Amold.

Notes :

I, Stephen Gill, Wordsworth and the Victarians, (Clarendon Press, Oxford.
1998) Ch. ‘Fame'.

7. See Wordsworth's poem The World is Too Much With Us, 1. B

3. Stephen Gill, Wordsworth and the Viclarians, (Oxford, 1998)

4. Ihid, pp. 189, 194, Ch. The Active Universe : Amold and Tennyson.

5. Ibid, Introduction. p. 3,

6. Letier (i), 1849.88, GWE Russel, 2 vols.

7. See Armold's essay on Wordsworth. 1

5. Nicholas Murray, A Life of Mathew Amold, (Hodder, 1996), Ch 5.
Approaching America (1870-1877).

9

Hurold Bloom, The Anviery of Influence. (Bloomstury, 1999), Prelace
P miil, The Anguish of Contamination

10 James Simpson, Mauliew Arncld andd Gowthe, (Lomdon, 9T
. Ibig
Baltags - 3
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17 S Amobi's eanay i Wopdawath

X il

1A Tow teogropdica) detnils, the Tollowing ks hyve hene
LD hemp, Matthew Aol (Longmans, Cieen &

'-:"flﬂﬂllrd

Lo, 1y
T Nwholax Murray, A Life of Mitthew Avnedsf (Hiededey, |':"'J{.:“
* o Nan Hamlion, A Gift fmprisoned © The Poetic Life of "-'tnrrh:.,
Aokt (Hicomshary, 1999)
1% See Lionel Trlling's exsay, The man and the Poet - A ﬁl.lil'FI'I'm-ﬁs Up,
in Madetw Critics on Matthew Amald
16, Gilbert Highet, The Classical Tradition. iNew York, oup, 1957,
IT. Hebent Read, Wordsworth, (Faber and Faber. 1957), oy f,
p 6

I8, In Swmmer Night, his hean goes. oul 1o the twiling labourers -
For most men in 2 brazen' prison line-
Where, in the sun's hat eye,
With heads bent o'er their toil, they languidly
Their lives 10 some unmeaning task work give
Dreaming of nought beyond their prison-wall, (i1, 37-41)
Consolation Presents @ gnm city-scape
Mist clogs the sunshine
Smoky dwarl houses
Hem me roumd everywhere,
A vague dejection
Weighs down my soul. (Il 1.5),
19. See Amold's e5say on Thomas Gray,

20 John Stuan Mill acknowledges his indebtedness 1o Wardsworth in his

of beauty. They seemed
which | was jn quest of,"
2. Amold's Adventisement 10 The Second Edition of Poems.
22. See Wordsworih's Tintern Abbey, 198, 11 41.42.
23 See Wordswaornh'y Resolur,

on and Independence, |21
M. T.5. Eliot, The Use of Poerry

¥ and the Use of Critigism, (Lanean, 1933),
Wordsworih and Coleridge, p. 75,
5. See Preface 1o (he Lyrical Ballags (1B -

T'F“f W0 treal the subject with clearness ind coherence of which
"mis susceptible, iy would he Necessary to Eive o Tull account of
the presen state of the rubilic taste in this country, and 10
determine how far this states js healthy o depraved; which, again.

L_E_k J
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coald not be determined willunil pointing ot in whel e
tangunge and the taman misd act il re st on e W
withian  relmcing ihe fevolinlons, not of lerature  aiee e
likewise of wociety sl

T S Elict, The Use of Poctry amd the Use of Ceitivtion. Wotdvaont
aml l,.‘lfll:"'lﬂlﬂ[.', [ T4

11 Il

g See Wordsworth's Timrern Abley 1.9,

:d See Shelley's Preface o Hellas

W See wordsworth's Werld Is Too Much With U

' A pagan suckled in @ creed oulworm,

So might L standing on this pleasant lea.

Having glimpses that would make me less forlorm,

Have sight of Prowcus nising from the sex "
Or hear old  Tnton blow his wreathed homs. (il 10140
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THE 1IDIOT IN WORDSWORTH AND HARDY

Somva CHATTOPATMYAY

Al the age of twenty-cight when Thomas Hardy came hack from
London and was busy writing The Poor Man and the Lady he noted
in his diary:

Cures for despair -

To read Wordsworth's ‘Resolution and Independence”

To read Swan Mill's “Individuality’ (in Liberty)

Hardy who always wanted 1o be a poct, admired Wordsworth's poem
for its revelation of the courage and dignity of ordinary people. He
shared Wordsworth's interest in ‘low and rustic life’ and his view
that ‘in that situation the essential passions of the heart find a beter
soil” “feelings exist in a state of greater simplicity™. The Lyrical
Ballads form a solid block in Wordsworth's achievement. “The Idiot
Boy' and ‘The Thorn' were Wordsworih's own favourites in the
Lyrical Ballads, In a leter to John Wilson (June 1802) Wordsworth
observed ‘I wroie the poem (*The Idiot Boy') with exceeding
delight... and whenever I read it T read it with pleasure’. The present
paper secks to swdy “The Idiol Boy' and irace the legacy of the
poem in the character of the "idiol’ as revealed in three novels of
Thomas Hardy The Mayor of Casterbridge, The Return of the Native
and Under the Greenwood Tree,

In fact there are several features which Hardy, the Victorian
novelist shared with the Romantic pocts. His rools lay in English
Romantic tradition, Like the Romantics he was haunted by the
Hnnecessary suffering of the innocent, persecuted for his unorthodox,
progressive ideas and abused by eritics. Like Wordsworth, Hardy
incorporated ordinary tanguage or dialect, ‘the real language of men’
and wrole about men and Wwamen in constan| communion with Nature.
Another Teature which Hardy shared wiih Wordsworth was love of
Nawre.  As Merryn Williams observes "‘Perhaps he had more in
common with Wordsworth than wiih any other Romantic writer".

T

S )
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THE IDIOT IN WORDSWORTIH yarpy i

put all this is beyomd the purview of this I Eadota
with recent frends I*“ Wordsworth criticism ana particilary mF:h:
context of the Lyrical Ballads this paper focuses on Wordswonh
as a poct of Man. Incidentally we all know how in older limes many
of Wordsworth’s ballads were regarded with an apologetic attitude
as crude and clumsy material for parody, even comic fincluded in
an anthology of Sick Verse by George Mucheth). Today, of course.
the originality, power and human concern of most of these poems
have been acknowledged.

The word ‘idiot' comes from the Greek ‘idiotes’ meaning a
privaic person. a common man, an uninformed person.  Though in
English we normally associate an idiol with a fool or an imbecile,
in Russian the original Greek meaning was retained in the sense of
a private man, peculior, somehow set apart.  All these meanings
reverberate throughout Dostoevsky's The ldior. He depicts the Idiot,
proud and full of hatred. made by acute suffering in childhood, which
has left @ deep and terrible scar in him. In the end Myshkin
completely loses his faculty of speech.

One thinks of the Elizabethan and Jacobean period when it was
2 custom for rich households to keep an idiot or imbecile for
entertainment. Throughout history an idiot or imbecile was invariably
associated with folly and monstrosity i.e. deformity of both mind and
body. He was synonymous with the freak or abnormal and a_mlcn
with the fallen man, sinful, impious and hence excluded from divine
grace (only St. Augustine had tried to humanise the fool). He was
nature’s natural meant to produce laughter. Whenever such figures
appeared in literature or on stage it was mainly as comic characters
1o be laughed at, providing entertainment for lhr.:: aul:lu:m:e.. One

; " oo them for entertainment. b is only
recalls Volpone's household using them : g
in the Romantic period that interest developed in the ‘“1."":"." ti::gnl
the people marginalised from society like beggars. maniacs, 'mh.:._-'h;-:;
soldiers, betrayed and mad women, decrepll old men nn:ll im s:m'
To quote Coleridge it is '8 sympathy with man g5 M0 ufterin
romantic poet's compassionaie, henevolenl response 10 Immm:ﬂ; :m:
revcals his roots in the Age of Sensibility. And K w il
writes aboul such characlers he dmws more t‘m:mn the serkiwe 4
g - poct.  Ome recalls
movement than any other major English Romantic pos Bt
whit William Haglitt writes in "My First Acquaintance Wi

s ussion
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ihe deop power and pathos” evoked by poems like “The Thiwn' O
The Ms! Mother”. What is remarkable about “The Idiy Boy' ang
Simon Lee” ix the peculiar Mending ol the comic and ihe SEFitigy
Simon's futility 1s presented as pitiable but also ghable., Himm“""
coentury orities . and readers. could  not accept  such wriling in
humonous ven, because for them serous poetry could not be SeTioysg
and comic at the same time.

About “The ldiot Boy" Danby observes: ‘Wordsworth's peculiar
achicvement is an irony of detachment and loving-kindness™ The
poem begins on 4 nole of serious concern for the idiot bay on
the part of the narrator mingled with surprise, impatience apy
disapproval;

And why on horseback have you sel

Him whom you love, your Idiot Boy?
Tension mounts as the reader identifies himself with Betty Foy, the
mother, her anxiety for  her son expressed through her anxious
instructions:

And Betly o'er and o'er has told. .

Both what 1o follow, what 10 shun

What do, and what to leave undone, Lines-52-55
Conlused and muddled as Betty seems, there is even a hint that her
stlly headstrong project may lead 1o serious COnsequences:;

Johnny! Johnny! mind thar you

Come home again, nor siop at all—

Come home again, whate'er befall, Lines-58-60
Irony lies in the Tact that Beity's awtempt is all futile for within o
momemt Johnny forgets all abou management and control:

His heant it was so full of glee

That, 6l full fifly yards were gone,

He quite forgot his holty whip

And all his skill in horsemanship:

Oh! happy. happy, happy John. Lines-82-86
When Johnny does not return afer midnight Betty's anxiety reaches

a climax, her sirange fears are projecied before us not without a sense
ol humour;

In tree and tower was Johnny seen,
In bush und brake, in hlack and green;

‘T was Johnny, Johnny, everywhere. Lines-209-211

—
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Johnny perhaps his horse forsook,
To hunt the moon within the brook Lines-214-215
Perhaps he's tumed himsell about,
His face unto s horse’s tail.
And, still and mute, in wonder losl, Lines-322-324
Humour and pathos hlend inextricably in lines like

Perhaps he's climbed into an oak,

Where he will stay till he is dead: Lines-223-124
I is difficull 10 preserve the balance between the comic and the
serious. Belty is upset, confused and puzzled; behind her silly fears
i5 her genuine concern for her child. Al the same time the targel
of Wordsworih's ironic attack is the reader brought up on Gothic
stories, ms expectation for marvels.

Beity's encounter with the Doctor at midmight is imbued with
humour :

The doctor at the casement shows

His glimmering eyes that peep and doze! Lines 249-250

The Doctor, looking somewhat grim

‘What Woman! Should I know of him?'

And, grumbling, he went hack lo bed! Lines-259-261
The comedy reaches its height when Beuty leaves in search of her
son forgetting to convey the message of Susan's illness to the
Doctor— the message which Johnny was supposed (o carry, This
mixture of the grotesque and the pathelic is a trait 1o be found in
Hardy's idiots oo, as a kind of legacy.

Experimentalion in the Lyrical Ballads stems from semtimental
interest in mental processes— the workings of the mind. Wordsworth's
poems could be read as experiments in psychology. One is reminded
of Locke"s *Essay Concerning Human Understanding” and Coleridge's
recurring concem with the Human mind in Biographia Literaria. In
the Preface, Wordswaorth claims that the poct has ‘a greater knowledge
of human nature... than are supposed lo be common among
mankind'®, The poems atlempl ‘1o follow the fluxes and refluxes
of the mind when agitated by the greal and simple affections of our
nature”. Poems like “Peter Bell', “The Mad Mother’, "Goody Blake
and Harry Gill', ‘We are Seven’ and “The Idiot Boy" could be
mierpreted as clinical studies of human behaviour (convemently
termed as abnormal psychology loday). As Robert Mayo observes
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‘poems illustrative of the '“““'j"' processes of m‘!':' simple o
defective minds, were having a slight run in the 17908 Mayg iy,
soveral of them like Cowper's "Crazy Kate', “The Maniac' (by My,
Robinsan, there were several poems by the same name by difleren
authors) or Southey’s ‘The Idiol” which is about the pathetic inahility
of the idiotic child Ned to understand his mother's death, oy,
between mother-love and concern for her neighbour Susan, Beuy
starts railing at Susan when Johnny fails 1o return:

‘If Susan had not been ill,

Alas! | should have had him still,

My Johnny, till my dying day’ Lines-234-236
The poar silly woman is at her wit's end and wakes the Docior up
only 1o ask him

‘'Oh Doclor! Doctor! Where's my Johnny?'

T'm here, what is't you want with me?' Lines-252-253

il we have glimpses inlo the idiot’s mind (oo, his behaviour
and his reaction, as the pony moves with Johnny on his back ‘for
joy he cannot hold the briddle, for joy his head and heels are idle’,
He soon ‘makes the noise he loves' and his lips *burr’ as loud as
any mill'.

As Wordsworth writes to his friend John Wilson (June 1802)
he was well aware of “the loathing and disgust which many people
have at the sight of an idiol' ‘owing' 'lo a false delicacy'",  He
himsell however is reminded more of the Divine Fool archetype :

I have often applied to idiots, in my own mind, that sublime

expression ol Scripture, that their life ix hidden with God.

They are worshipped, probably from a feeling of this sor,

in several parts of the East.  Among the Alps, where there

ure numerous, they are considered, 1 believe, as a hlessing

lo the family 1o which they belong. | have, indeed, often

looked upon the conduct of fathers and mothers of the lower

classes of sociely towards idiots as the greal tniumph of

the human heari. It is there thal we see the sirengih,

disinterestedness, and grandeur of Jove'!

The fact that Johnny fails in his mission and is ultimately discovered
by Beuy sitling “upright on g feeding horse” in the forest is the comic
aspect of the piclure. The divine aspect comes out in ithe ‘grandeur
of love’ he evokes in Bety Foy and Susan. The mother-love he

_— -
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inspires in Betty is amnply illustrated by her 1::=rrihlr: anxicty. her fears
Jbout Johnny and her pnide (though misplaced) in “lohnny's wit and
johnny’s glory’— "her Tace with joy o’crflows, proud of hersell, and

af him' (Lines B8-89), Waordsworth quietly brings oul Betiy's
capacily 1o care and how “fatuously she sees her idiot son as public
e Susan 100 catches the mfection. She is cured of her iliness
(as if by magic cured’) by participating in Belty’s worries and by
caring for others.

Thus the poem conjures up a vivid background of village life
and a fine sense of rural community life. It lays special emphasis
on old values like neighbourly feelings. Betty's good neighbour
Susan. who 15 "old" and ‘dwells alone’ is sick, so even her idiot son
has 1o run an errand and fetch the doctor, Wordsworth observes -
if an idiot 15 born in & poor man’s house, it must be taken care
of, and cannot be boarded out... or sent 1o a public or private asylum’.
The neighbours “easily” forget *whatever there is of natural disgust
about them” and perform “their duties towards them'". So the idiot
15 accepled as a part of and comained within the village community,
Wordsworth appreciates enduring structures of rural life, the sense
of a.continuing past. In ‘Simon Lee" Wordsworth attacks the political
eennomists for treating beggars like Simon as *nuisance’. They inspire
villagers 10 acts of charity and serve 1o integrate community life.

And the divine aspect of the Fool also comes out in the sheer
10y or “glee” that Johnny fFeels in the midst of Nature.

The owlets hoot, the owlets curr,

And Johnny's lips they burr, burr, burr,

As on he goes beneath the moon (Lines 104-106)
lohnny seems 1o merge in a Wordsworthian background. A perfec
h“"{'ﬂt of character and Nature is suggested. Strangeness, power,
*erenily and tenderness arc integrated in the world of the pony. the
“aterfall. moon and owls, stars, sky and birds, 1t is a different world
Hogether, the idiot’s world, almost on a non-rational plane. As Beity

" upset and runs through the forest, all of Nature seems to come
@ life at moments of great human crisis:

The streams with softest sound are flowing

The grass you almost hear 1l growing, .

The owleis through the long blue night

Are shouting 1o each other sill. Line-284-28%
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This begawy s handisd down 1o Hardy, We have already Miarke|
ithe pecolinr fusion of the comic and the serious in thhhw""h'l
‘The it Boy™  After all that s poetry— o lyrical ballad.  Thepe
i groates swope for a lull-Nedged character portrayal in a nove
Nawrally we have a more ounded it ligure in Hardy, Though
very much a minor chavacter in the context ol the novel the i
ll‘i';i‘-‘" wn the character of Abel Whittle in The Mayar of Casterbridg,
that of Chnstian Cantle in The Remrn of the Native and Thomas
Leal in Under the Greemwoad Tree. Hardy paints the so-called village
ot with some compassion and perception.  The evocation of
sympathy, which is basically a romantic trait seems central to an
understanding of the idiot in Hardy. As imbeciles and pant of the
rustic community their quaint angulantics oand idiosyncrisies do
contribute fo the amusing comic dialogue of the novels providing
some kind of a comic reliel. The stress however is on the sympathetic
treatment. As Hardy emphasizes in the "General Preface to the Novels
and Poems’ on “the value of these novels as delineations of humanity’
he feels he has ‘siriven aganst templation (o exaggerate'™ His
attempt 15 “to draw the characters humorously’, * withoul caricature’.

In The Mayor of Casterbridge Abel Whittle is a ‘round-
shouldered, blinking young man of nineteen or tweniy, whose mouth
fell ajar on the slightest provocation, seemingly because there was
no chin to support 'Y, “Wittol' was a Middle English word for
a lool. One of Henchard's labourers, he *had an inveterate habit
of over-sleeping himsell and coming late to his work'. [MC 100]
When he fails w rectify himsell’ after repeated wamings, Henchard
encounters him in his bed ‘standing over him' and shouting. He
‘was galvanized into spasmodic movements which had not much
relation 1o getting on his clothes'. [MC 101] The way he trots down
Black Sureet without his breeches as u punishment, makes for o
memorable comic scene.  But in the midst of the laughter evoked
what stands out is Abel's pathetic terrified outhurst

Yes—I'll go o Blackmoor Vale hall naked as | be, since

he do command; but 1 shall Kill mysell afterwards; 1 can't

outlive the disgrace; for the women-folk will be

looking out of their winders at my mortification all the way

nlong, and Lghing me o scom as 2 man “ithout breeches!
IMC 102)

T R
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THE 1NOT IN WORDEWORTH LIARDY I

Dehumanization is i capital sin in Hardy anid Henchard pays for such
jnhuman  freatiment

Christian Cantle, Grandler Camtle’s youngest son, another such
victim of nervous disorder is "a faltering mun with reedy har, no
shoulders and o greal quantity of wrist and ankle beyond his
clothes'"™.  Asked why he is ‘quaking’ and shivering all over, he
quietly answers © ‘I'm the man’ ‘no woman will marry". [RN 75}
His frank confession of how he was refused by the last woman 1o
whom he proposed is delightful : * “Get out of my sight, you slack-
iwisted, slim-looking maphrotight fool” was the woman's words o
me'. [RN 75] Here is another sample of a comic dialogue as
Christian recollects his birth-history, how he was born on a mooniess
night:

“No moon, no man™... The boy never comes to anything

that’s born at new moon. A bad job for thee, Christian.

that you should have showed your nose then of all days

in the month,

‘I suppose the moon was temrible full when you where

born?  said Christian, with a look of hopeless admiration

al Fairway. [RN 76]

The ring of pathos in lines like these, is also unmistakeable. A
melancholy man, fear seems [0 he the driving force of Christian’s
life : *being a man of the mournfullest make, | was scared a litde
[RN #4] One remembers his objective version of Susan Nunsuch
pricking Miss Vye ‘with a long slocking-needle’. strmight from the
mouth of an idiol.

Thomas leal in Under the Greenwood Tree is yet another “village
idiot’, another such melancholy man. He constantly moums for his
dead brother Jim: “if Jim hud lived, 1 should have had & clever
brother'”.  He knows his own deficiency and in his invgination
inflates the image of Jim, wha died o hirth ¢ “Such a stay o mother
as he'd always have been! She'd never have had 1o work, i her
ol mge ol he had continued strong, e Hm!.  Leal mionns us,
she had twelve “regular” children, one aler another amd “they all,
except mysell, died very young' As Reuben observes ‘1 never see
such a meloncholy faimily os that nlore in iy e, AL the same
lime he serves is a sounce of comedy, making rem fior entertaining

dialogue
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A1 be mortal afcand. Leal, that you'll never be able to 12l

how many culs d'take to sharpen a spar.” said Ml

‘1 mever had oo head, never! that's how it happencd 10 happen,

hee-hee!”

The authorial comment runs “it was an accepted thing (hat Leaf didn’y
in the least mind having no head” [LIGT 9]

Hardy is known for his perceptive glimpses into mental processes
and his l—.:._-.an.lu;m presentation of the divided mind. He has been
read as a psychological novelist and his psychological analysis of
a disturbed personality like Henchard has been praised. His
perception of the deranged is specially interesung. The poor fool
Abel Whittle tnes 1o make Henchard undersiand as best as he can
that deficiency hies in his mental make-up. Feeble-mindedness is
associated with nervous and physical disorder.

“There is sommil wrong in my make, your worshipful!” said

Abel, ‘especially in the inside, whereas my poor dumb

brain gets as dead as a clot afore I've said my few

scrags of prayers... 1 never enjoy my bed at all... I've
fretied my gizzard green about it, master. but what can [

do? (MC 100,

But Henchard refuses to listen to excuses: if he fails to um up in
time he threatens to ‘mortify” his flesh.  Abel 15 scared 10 death,
his nerves give way : ‘Now | shall twitch, like a moment-hand all
mght to-night for fear o’him." (MC 101) Hardy in his novels goes
much further than Wordsworth in an atiempt to analyse the idiot's
mind and the cause of his strange reactions.

“Inbreeding in isolated country communities may have been the
cause of some feeble-mindedness.  In more than one story Hardy
also puts forward extreme fright as another”.” In “The Winters and
the Palmleys' Hardy tells the story of a weak little hoy, sent with
a message m.1h nexi village by Mrs. Winter, how something came
uu_t from behind a tree in ihe dark and frightened the child who was
ruined and became a drivelling idiot. Christian Cantle in The Rerurn
of the ‘"r'r'-”“fr Yuite nervous for fear’, seems constantly frightened
:l:dﬂn:'h;:l. his mind brooding unr might, darkness. spirits, broomsticks

ghosts. Hete is a conversation between Christian and Fairway:

Dulglﬂ 110 afeard o' nights, Masier Fairway? “You'll have

to lic alone all your life: and “is nol 1o married couples

— -
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THE IDIFT IN WORDSWORTH HARITY e

hut to single sleepers that a ghost shows himsell when
do come. One has been seen lalely, ton. A very strange
one’ ‘No—don’t talk about it... Twill make my skin crawl
when 1 think of it in bed alone.., | shall dream all night
o't! A very strange one? [RN 77]
Later in the novel the scared and lonely Christian plays dice with
wildeve even afier he has lost Thomasin's money and desperately
throws off Clym "5 money, 100 Jured by the temptation that any woman
would marry him if he has money: ‘But perhaps | shall win yet
and then 1’11 get a wife o sit up with me o'nights, and | won't be
afeard.” [RN 286].

As in Wordsworth, Hardy's idiot has a touch of the Divine Fool
10o. Abel Whittle forgets Henchard's rough treatment and all the
humiliation he has to go through (ultimately he is saved through
Farfrac’s intervention). His gratitude is worthnoting for he remembers
Henchard’s kindness to his mother ‘he was kind-like 10 mother. ..
sending her the best ship-coal and hardly any ashes from it at all
[MC 331-332]. The way he sticks to Henchard like u leech, in spite
of his repeated command ‘lo go back’ reveals a noble heart. He
follows him *all night" (‘T thought he looked low and falienng’) and
when he "wambied’ Abel takes him to an emply house closeby and
makes him ‘as comfortable’ as he can. Christian Cantle has a hean
of gold too, helping people out as best as he can, running errands
for them at odd hours. He is happy 10 be of service whether it is
by informing Clym about his mother's journey to his house or by
offering 1o hunt up the reddleman for the whole day, Thomas Leaf
has a strong feeling for his brother Jim and for his old mother. And
as in Wordsworth, the idiol often evokes strong feelings of love in
his near and dear ones. The idiot was often the centre of his mother’s
life. We know about the little child who was destroyed by fear in
“The Winters and the Palmleys’ @ “The child proved to be of rather
weak intellect, though his mother loved him as the apple of her eye’."
This is true of Hardy's rustics in general: below the surface
idiosyncracy they reveal depth of heart.  As Dullin remarks
although the rustics belong distinctly to the realistic school
of protraiture there is thrown aver them a veil of romantic
glamour that is wanting in the other chamciees. They are
in a degree idealized... suved from the wvulgarity o
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1
abwent lroen pusticity in real hfe ™

] amirihutes 6 the warny

lage-idion in Hardy con
iy thrypp:ruu: of community life presented in b
X wluct of Hardy™s wociological imagimatun

~ [ an organic rural commurnly. I

fits wnlo this piciure o .
:I:h: :::T:lp;l'- ol this country communily that i c-rml?lm and Cares
for them and iscs thei talent and service. Abel Whittle weorks for
flen second hand at the hay-weighing

Henchard, the Mayor. He 15 0 |
or al the crane Of accompanies (he waggons IRl0 the country

Christian Cantle woks as a son of servant [0 rht: ':"mlr:n'lglﬂi runing
errands now and then. Mrs. Yeobright trusts him with the guineas
and sends him with them so that Thomasin and Clym may share
the present on the latter's wedding day. Thomas leaf is a good eyl
sings “the treble’ and is indispensable for the Mellstock church choir.
‘we don't know what we should do without en for upper G. Hence
he is a welcome guest at old William's family home. Mrs. Dewy
welcomes Leal “consisting chiefly of a human skeleton and a smock-
frock’, asks him 1o come inside and be comfonable: “Tommy Leaf,
don't ye he afeard! Come and sit here in the setle” [UGT 90]. And
Leaf, the *village idiot is given a starring role at the end of the
novel™', As Simon Gatrell remarks “Leals inconseguentiality” is
‘accommodated within (or subordinated to) the larger images of social
integration”.” Mosi inclusive of these 15 the dance under the shade
of the greenwood tree at the end, the whole community joining in
the communal ceremony celebrating the union of Dick and Fancy.
The marriage stands for regeneration of nature and renewal of village
life. The novel had also stanted with another joyous communion on
Christmas Eve, with the choir caroling throughout the neighbourhood.
Hardy uses Wordsworth’s “She was a phantom of delight’ as a title
for Spring, Chapier-V. Hardy's concern with the relation between
the individual and community, landscape and the human figure is
Wordsworthian. The community sensibility and concern for a
countrymun like Christian comes out in The Return of rthe Native
. Here is an example ;
“Whatever is Christian Cantle's teeth a — chattering for?”
said & boy amid the smoke and shades on the other side
of the blaze ‘Be ye a-cold, Chnisuan? A ihin Jibbering voice
was heard 10 reply, ‘No not at all'.

Jrimancas rarely

allew iprmate anil gr
novels. Wesaca was a prt

il
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THE IDIOT IN WORDSWORTIN ITARDY "

\Ccome forward, Christinn, and show yoursell, T didn’t know
you were here' said Fairway, with a humane look across
jowands the quarter. |IRN 75|
One recalls Henchard's last words 10 Abel Whittle @ "What,

wittle and can yc really be such a poor fond fool as to care for

cuch a wretch as 11 “Fond' is the key word. Abel appreciaies andl
recognizes his former employer's human sympathy. What is
important is that at ‘highly significant momenis despite all socio-
pCONOITIC disparities’ there is a ‘community of feeling’' between

Henchard and Abel. In the last ‘apotheosis’ Abel Whittle, an idiotic

weakling, comes into his own and hecomes ‘a moral spokesman, 3

fit person (o deliver the epilogue on Michael Henchard'™ The speech

evokes a whole cultural context, a standard of feeling and rectitude,

a community ethic of which hoth Abel and Henchard are exemplars.

If The Mayor of Casterbridge is seen as Hardy's King Lear Abel

recalls Lear's Fool.

Notes :

The Life of Thomas Hardy (Macmillan, 1962) p. 58
the Preface 1o “Lyrical Ballads' (1800-1802) n
ed. Alun R. Jones and William Tydeman

1. F.E. Hardy,
2. ‘Extracts [rom
Wardsworth : Lyrical Ballads

(London, 1979) p. 35,
3. Eaxtact from wordsworth's Letter

Wordsworth © Lyrical Rallads, p. 47.
4. Memyn Williams, A Preface to Hardy (London and New York, 1976)

p. 64,

5. George Sampson ed.,
Prefaces and Essays on poeiry
1920) p. 150.

6. John F. Danby. The Simple Wordsw
1807 (London, 1960) p. St

7. Thomas Hutchinson, ed. The
London, 1904 reprinied 1959

Lines-10-11,
¥ George Sampson ed Coleridge ! Biographia Literaria, Waordsworth:

Prefaces aml Essays on Poetry. P 190,
9. Robert Mayo. “The Contemporancily
Wordsworth © Lyrical Batlads, p. %0

i John Wilson. June 1802 in

Coleridge : Biograpiia Literaria, Wordsworth :
(Cambridge : At the University Press,

arth ¢ Stedtes an the Poems | 797-

Poetical Works of Wordsworth (O.LLP,
and 1960} "The Idiot Boy' p. 100.

of the Lyvrical Ballads” n
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10, Letter (0 John Wilson in Wardsworth - Lyrical Balfads p. 48
Incidentally John Wilson in his letier 1o Wordsworth (May, 1802y hag
wiitten that the “delineated feclings' 'do not please by “create 4
certain degree of disgust and comempt’ (Wordsworth - Lyrical Bafjyg, )
PP 62-63,

1. Ibid, p. 48

12, Danby, The Simple Wordsworih p. 54,

I3 Letter to John Wilson in Wordsworil - Lyrical Ballads, p. 48

4. Hamold Orel ed. Thomas Hardy's Personal Writings (Macmiljan,
London, 1967) p. 46.

3. Thomas Hardy, The Life and Death of the Mayor of Casterbridge
(Macmillan : St Martin's Press, London, 1886), p. 99
Henceforth the abbreviation used is MC,

I6.  Thomas hardy, The Retn of the Native (London, 1878: Harmondsworth,
1978) p. 75. Henceforth the sbbreviation used is RN,

I7. Thomas Hardy. Under the Greemvood Tree ar the Mellstock Quire ;
A Rural Painting of the Duteh Sehoo! (Macmillan, London, 1874)
P. 37. Henceforth the abbreviation wsed is UGT.

8. Joanna Cullen Brown ed., Figures in a Wessex Landscape : Thomay
Hardy's picture of English Counirylife (London, 1987), p. 90,

19. Thomas Hardy. “The Winters And The Palmleys® in Life's Litife Ironies
and A Changed Man ed. F. B. Pinion (The new Wessex  Edition,
Macmillan London Lid.. 1977) p. 176.

20, H. C. Duffin, Thamas Hardy : A Study of Wessexr Novels. the Poems,
And the Dynasts (O.UP., 1963) p. 95.

21. Simon Gatrell, Thomas Hardy and the Proper Study af Mankind
(The Macmillan Press Lid, London, 1993) p. 14

22 Ibid, p. 17,

23. Noorul Hasan, Thomas Mardy - The Sociofogical Imagination

(The Macmillan Press Lud, London, 1982) P 5
4. Ibid. p 79

-
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THE LIGHT THAT NEVER WAS :
ASPECTS OF HARDY'S ROMANTIC-REALISM

Supiara Halbar

Thomas Hardy, the bard of Wessex, is a complex and protean figure.
1 brooding meditative, perplexed and many-faceted late Victorian and
carly modern novelist and poet. Any attempt 1o look at Hardy as
4 whole as the inheritor of the English Romantic tradition is such
4 bold task that the effort may ecasily lead us astray. Neveriheless,
despite the ever-insoluble ambiguities of his response o life, things
and literary  tradition, @ penchant, often unobtrusive, for the
comantic art can bg discernible in Hardy. It has heen the purpose
of this short paper to concentraie anly on some select aspects of
Hardy's novelistic ar with stray references to some of his major
novels and show how Hardy hasically clings 0 the Romantic tradition
in his art.

{n many ways Hardy was 8 maf of his time. He was, naturally
enough, affected by the new theories of scientific progress, particularly
hy Darwin’s The Origin of Species (1859), Nurtured in the scientific
climate of the Laws of Causation, both in sature and human life,
he abandoned faith m 4 benevolent God and orthodox Christianity
and became an agnostic.  The philasophical thinkings of Von
Haryman. Schopenhauer, John Stuart Mill, Henry Huxley and Herbert
Spencer indoctrinated Hardy into a new concepl of human life and
universe. Al another level the Dorsel poet William Barnes suggested
o useful lesson for a post-Romantic period. for Hardy as well. that
quictness and modesty are trails nol necessarily unbecoming in a poct.
But the earliest influence in the direction of realism upon Hardy was
Craubbe, Hardy eventually came under the influence of French and
English rcalists und naturalists like Flauber, Zola, Muupassant,
George Eliot, Sumuel Builer and George Gissing.

The result is a new kind of cealism in Hardy. In fact, Hardy

siruck the note ol newer realism in A Pair of Blue Eyes {1873}
Tk

Scanned with ACE Scanner



114 FVRICAL BATLADNE AND ITS LEGAL'Y |

which i a lament. ml without much cynicism, over 1he Clash oy
circumstance and individual efton. The Return of the Native (1475
is & magnilicent exposune of Hordy s love of the dark sl Siftistor
m Nature and his feeling of pothingness of human lile in the cosmg L
perspective. Handy speaks of “thought™ as the disease of the flesy,
of life as a thing to be put up with, of the defects of natural lows,
The problem of marmage amd the rigidity of divorce law modulaes
the narrative structure of The Woodlanders. While in Tess af the
D' Urbervilles Hardy, in utter disregard of the conventional Victorian
sex-taboos, explores a new concept of “pure woman”™ in a kind of
moral tale, Jude the Obscure, in which the anxieties of sexual
maladjustment and social deprivation are analysed with unsparing
bitterness. makes Hardy a modem voice,

Strangely enough, even while conceding 1o the demands of
“realism” in fiction, Hardy appears 10 espouse a romantic art. lo
adhere 10 4 visionary aesthetic.  Writing about art in 1890 Hardy
categorically says :

Art is a disproportioning - (i.e. distorting, throwing oul of
proportion) - of realities. 1o show more clearly the features thar matter
in those realities, which, if merely copied or reported mventorially,
might possibly be observed, bul would more probably be overlooked.
Hence ‘realism’ is nol Ar.'

This is no doubt true of all art. Al art involves “a changing
of the actual proportions and order of things” according 1o Ihe
diosyncrasy of the artist. But this iendency towards “a disproportioning
... of redlities” can be quite conveniently equated with the romantic's
art of “defamiliarisation”, as Hardy himsell says, ‘of iradiating with
the light that never was ... a hitherto unperceived beauty ... seen
lo be lalent by the spiritual eye,” *

Behind this deliberate emphasis on the ‘unreality’ (the word must
be taken in a special sense and not literally) of things we have an
unmistakable echo of the second pant of the revolutionary agreement
between Wordsworth and Coleridge, that lay behind the planning of
Lynical Ballads (1798)

Mr. Wordsworth, on the other hand, was to propose (o

himsell, as his object, (0 give the charm of novelty to things

of everyday and 1o excile a feeling analogous 1o the

supernatural by awakening the mind's attention from the

il
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cthargy of cusiom, andd directing it w the loveliness and

jhe wonders of the world belore us, '

Ihis omantic aesthetic may be scen operating in Hardy's handling
ol Nawre, incident and charucter.

In his attitude to Nature Hardy both resembles and dilfers from
wordswaorth and the other romantics. Hardy shares with Wordsworth
(he conviction that the best life is one spent in undemanding harmony
with the biological and geographical environmenl.  Figures of
suffering and patience like Gabriel Oak, Giles Winierborne, Diggory
venn or the Wessex country-folk testify to the strength of this
wordsworthian Nature-creed. However, Hardy differs in his conviction
that the natural world is neither benevolent nor-malicious but ethically
seutral.  Whatever may be Hardy's philosophical stance regarding
Nature, the point is that in his description of the physical world of
qgiure Hardy is always in the habit of seeing her n an uncommon
and sirange light. John Paterson rightly remarks -

In his idiosyncratic regard for the odd and the grotesque,

he delighted in selecting from nature what was paradoxically

'unnatural’, in catching her in those freakish moments when

she inverted or reversed or otherwise contravened her own

‘natural’ order.”

Hardy invests nalural objects with an air of strangeness and
extraordinariness to effect defamiliarisation. In under the Green
Wood Tree, to follow Paterson, the fuchsias and dahlias are laden
‘with small drops and dashes of waler, changing the colour of their
sparkle at every movement of the air’. In Far from the Madding
Crowd the pale sheen of the moon ‘had that reversed direction which
snow gives, coming upward and lighting up his (Boldwood's) ceiling
in an unnatural way, casting shadows in strange places, and putting
lights where shadows had used 1o be.' In the Remnt of the Native
the wings and thighs and breasts of a heron that flew over Mrs.
Yeabright ‘were so caught by the bright sunbeams that he appeared
3 il formed of burnished silver’. In Tess, again, the yellow gleam
o the butter cups gives the shaded faces of the dairy people “an
ellish moonlit aspect, though the sun was pouring upon their backs
% all the sirength of noon'.

Hardy's anthropomorphic imagination very often lies behind his
habiy or auributing strangeness to his realistic definition of nature.

.-
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Rpwe aad ageen e e cberswel Hebhe malies b Ll LT
mypery covrmowiengry b The Winndlondy oo the bl gord @b Tipe
of mwndens mamier day evmevped Bbe o desd s chibl  In For P
e Mabding (resed e st bl 8 hagpand baid like & 1k Memy
M Berwrn of the Namnw gives the pacture of the LA T
feshiy fumgy Iveng woaiteres] about the bemth like (he rrien heoy g
b o e coloscal anmal’  In Tear the pellnnd wilbows Wt e
et ol ihew astwal shape by incessant choppings. become spiny
husred mumUey Examples of such transformation rather ks
dusortiom of reality are legion. This tendency 10 invest Natire wrh
womethung other than the “hght of common day’ directly stems frism
Handy + romantic conception of the visionary function of art

I Hardy we meet with what Irving Howe has described as
minture ol realism and grotesque. with realism in the characterization
and the grodesgue in the event.' Hardy repearedly confesses 1o fhis
ambivalence m his fictional art. He says in The Life

A story musi be exceptional enough to justify its telling

We taletellers are all Ancient Mariners. and none of us are

warranied in slopping Wedding Guests (in other words, the

hurrying public) unless he has something more unusual to

relate  than the ordinary experience of average men and

wormen, *
This view of fictional an not only accounts for the disquieting
shundance of chance and coincidental clements in his novels, but
even further gives him an opporiunity Lo exploit the miraculous, the
quasi-miraculous or the marvellous and the fantastic. Here Hardy
" & conscious anti-realist, opposed (o the documentary and ihe drab,
desprte his minute fidelity 1o the physical world. He writes in The
Life v 1901 :

My own interest lies largely in non-rationalistic subjects,

since non-rationality seems, so far as one can perceive, o

be the principle of the Universe.
Hardy believed i specires, omens, intuitions and  dreams  and
explonted them hecause he worked on the wessex Tolk trudition ol
which these formed o vitl pan In his supernutural tales hike Whar
the Shephered Saw, The Theee Strangers. The Withered Arm, The
Spectie of the Real and many oihers Hardy used these “non-
Fathonalistic” elements more palpabl ¥ Bubin ihe novels he manipulaies

Wiy

_— |
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i qaral Svents o prisluce the elfeet of the marvellons ond precenis
oncs i il viﬁimfur;,r and uncarihly contour, One of two examples
rm'rnl- will ;:uﬁ'tl:-rf in the present context, In “Far From the Mg
o (he scene in the |.'H'I-“H-W amid the ferns, in which Sergean
Trov conguers the heart of Bathsheha through his sword play, 1= werd
ml' magical in 18 effect :

[ an instant ihe atmosphere was transformed 10 Bathsheha's

eyes o she was enclosed in a firmament of light, and of

hisses, resembling a sky full of meleors close at hand

(Ch. XA VI
in The Woodlanders Felice Charmond saw fate at might a human
face close to the glass window ‘surrounded with the darkness of the
night without, comse like in its pallor and covered with hlood,”
(Ch XXXVI. It was really the face of Fitzpiers but hardly
sable as such. In The Mayor of Casterbridge, again, there
5 the scene in which Michael Henchard, intending (0 commil suicide,
siood on the bridge gazing into the water of Ten Haiches Hole and
saw with a sense of horror his own drowned body floating pallid
on the waves. It was, in reality, Henchard's ef figy made by s
enemies and afterwards thrown away. But Henchard ‘turned awiy
as one might have donc \n the actual presence of an appalling
miracle” (Ch. XLI) We may also refer to the scene of gambling
in The Return of the Native between Diggory and Wildeve on Egdon
Heath at dead of might in the light of glowworms with the heath
croppers stealing up shadow-like to watch the game. Such instances

show Hanly's fascination for the Gothic romances of the latc
eighteenth century, especially those of Harrison Ainsworth.

Hardy is unequivocal in expressing his conviclion that in fiction
‘human nature must never be abnormal, which is introducing
incredibility, The uncommonness must be in the events, not in the
characters. * Hardy surely cnough makes Gabriel, Clym, Eustacia,
Henchard. Tess. Jude or Sue real people’ with all their complexity
of will and passion. But Hardy nearly always describes his characiers
in @ ianscendental light and makes them non-human and more
wonderful and mysterious than realistic portraiiure usually permits.
2" again we are face to face with the romantic visionary in Hardy.
G ll"'w and realistic creatures are transfigured, as it were, and made

ook “stranger than life’, 10 use John Paierson’s phrase. Hardy

recogni
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sohieves this by Geguently descelbing people 10 cosmie Bl
images  Nathcheba sees Giabrlel's "fhce dslng like the moan Pt
the hodge”  When Bathsheba®s figure shines upon Boldwisd' Oyey.
U hghis hom upoas the moon lights up u greal lower' Eustagiy
Torm is "ol to the toieh as o ¢loud” and Clym's inlluence PEnelme
Ber ke swmimer sun’. A powerfol pealimiune can make Hc:m:hunh
Blood “ebb amd Now like the sea’. When in distress he maves 'Jike
4 great ree inoa wind',  Bathsheba meers Gabriel ‘Panting like 4
robin, her face red and moist from her exertions, like a peony petal
before the sun dries off the ‘dew’, Thomasin is described in birg.
images—those of kestral, heron and kingfisher, Before Angel Clare's
passionate love Tess flinches *like a plant in too burning a sun’, Giles
Winterborne “looked and smelt like Autumn’s very brother, his face
being sun-burmt to wheat-colour” and Grace Melbury's heart rose from
its sadness ‘like a released hough', her eyes being ‘deep and
mysterious as interstellar space’, In her winter clothing Eustacia js
‘like the nger-beetle’, Tess's cheeks are ‘damp and smoothly chill
as the skin of the mushrooms', The eclipsed moonlight shines upon
Clym’s face’ with a strange foreign colour, and shows its shape as
il it were cut out in gold". Images like these, so remarkable for
their non-human-and often weird character, can be multiplied ad
infinitum, the effect of their use being transformation of men and
women into figures with larger-than-life reality.

Notes :

I, Millgate, Michael, The Life and Work
London, 1980) Pp. 239,

2 Ibid, pp. 118

3. Coleridge. S. T Biographia Literaria, Ch. XIV, Ed. George Watson,
(Everyman's Library, ). M. Dent, London, 1987) pp- 169,

4. Paterson, John, The Continuing Miracle © Nature and Churacter in

Thomas Hardy, Budmeoudy Exsays on Thomas Hardy, Ed., F. B. Pinion,

The Thomas Hardy Society Lid,, Somerset, 1978
Howe. Irving, Thomas Hardy (Macmillan, London, 1976) pp. 85.

Millgate, Michael, The Life and Work of Thamas Hardy, pp. 268.
Ibid., pp. 332,

Ihid.. pp. 154

of Thomas Hardy, (Macmillan,
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HEINRICH HEINE.
GERMAN ROMANTICISM AND [TS CRITIQUE

Rosur Row

German Romanticism was a culural and political reaction 1o the
gpheavals in the European new age, It was a reaction against the
violent excesses of the French Revolution, to rationalism which was
viewed as the primary philosophical source of the revolution. and
jo the cultural umiversalism of Enlightenment which. for the new
generation of German poets, also seemed (o bear oo much affinity
wo the French ‘calastrophe’. As far as the Enlightenment as
-catasirgphe’ was concerned, the Romantic generation perceived with
clarity, not unlike how Horkheimer and Adorno analysed it in
Dialektik der Awfkldrung 150 years later, the possibility of reason
juming into an oppressive mechanism of power in order to push
through its grand itinerary disregarding particularity. Complementary
io this perception was a tendency to look back 10 or construct 4 past
85 a source of what the younger Germans wanted to put up as the
essential German nature—mostly refered 1o in terms of the folk,
ethnic, Volk etc.— as opposed 10 a universalised and standardised
humanity envisaged by Enlightenment.

In this piece, | want to look at German Romanticism from the
viewpoint of a poet whose position vis 3 vis Romanticism and German
history was full of paradoxes. Yet, precisely because of his
paradoxical relation to Romanticism he was able to lay bare the
essentially reactionary and at the same time critical aspect of thal
movement. Heinrich Heine (1797-1856), well-known to the English
speaking world as a Romantic, pushed imo oblivion by the
Nationalsocialist rule from 1933 10 1945', celebrated in the German
Democratic Republic since 1949 as a prototype for socialist realism
nd rehahilitated in the Federal Republic during the same period as
2 poet of nature and folk imagination, revealed his understanding of
this. cubyral phenomenon in his essay Dre romantische Schile, 1\

it
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wierms oull thet Hietne, applving i pypically  eritbenl language ang
histornal pergective o Romanticism,  exposed the reactionary
hegmmings of 4 movemenl o avidly wdentified with ibe spirn o

change i malters concerming the arns.
| For Heine. Romanticism meant “nothing bt the reawakening

of the poetry of the mediaeval ages as il was manifesied

wn mediaeval songs, paintings and monuments.” A poetry

that grew out of Christianity or. 1o be precise, Catholicism,
deriving s greatest motivation from pain, glorification of
the spirit and damming of the flesh.

Among the chiel ideologues of Romanticism were the

famous brothers August Wilhelm and Friedrich Schiegel.

Heine characterizes their docirine as one which "began with

the evaluation of works of art of the past and with a

preseription for works of an of the future.” Indeed, while

evaluating the works of the past, the Schiegels could not,
as Heine asserts, bring forth a positive model for future
works. [Instead, they made accessible to their followers
masterpieces of the past through their critical wrilings on
them and in the form of translation. For example,

Shakespeare, Calderon, other mediseval literatures. Thus,

German Romanticism appears 1o be al once regressive—

taking recourse lo the past, searching the past for a new

model or a new source of culture 1o replace the classical
model of ancient Greece and Rome—, negarive— no new
theoretically derived positive models in place of old ones,
but by critically upholding certain mediaeval texis againsi
current trends providing a negative image of what an ought

o be—, mediatory — translating past works from other

language cultures—, and approprialory—repossessing some

other spatio-temporal culiural space and declaring it as the
source and model for the present and the future’,

3. The palitical roots of German Romanticism can be traced
o the anti-Napoleon wave m Germany,  Firstly, the
resistance against Napoleon was a grand political project
of the aristocratic rulers of Germany, In the interests of
this class, German patriotism was ‘decreed’ by state and
endorsed in all servility by men of letiers, The search For

b
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German ethnkedty, & commen Cieoman Vaterand unifiesnon

of Christinn- Germanic communities began This Cierman

and Chnstian’ I_"‘--‘*"““"‘ crocial  dentilices ol Cierman
unlqll'li‘ﬂf-!'-!": (as against the guimessentlially Prenoh ol ium

and liberalism) which would set them apart Trom the French

The newly bom German selll resulted in the narrowing of the

hearts and minds, in xenophobia, rejection of
cosmopolitanism, Pancuropeanism, rejection of the fned)
classicism, Pancuropeanism, liberalism, tolerance and
humanism of Lessing, Herder, Schiller, Goethe, Jean Paul eic
Napoleon's defeat in the Russian winter bolstered the spirils

of this narow patriotism and served to justify its purpose

4. A raging debate about the comparitive greatess of Goethe
and Schiller provides further clues fto the nature of
Romanticism. For this generation, a calculated distancing

from the most prominent icon of German letters, Goethe,
became symptomatic of ils sense of self. On the other hand,

it is facile to assume that Schiller became the alternative

icon for the Romantic generation. The latter caterngically

refused to take sides with the Romantics although his Uber

naive und sentimentalische Dichtung (1795) could have

been a source of inspiration for them. It may be assumed

that to the new generation, Goethe's pantheism, aversion 10
Catholicism and indifference 10 the patriotic German spiril
appeared suspect, whereas they mistakenly interpreted the

theme of liberty in Schiller's dramas as a model for their
patriotic cultural uprising against French or European cultural
internationalism. In fact, both §chiller and Goethe constantly
strove, the former consciously and the latter as a matter of

habit, 10 rise above any kind of narrow parochial patriotism.

What made Heine so averse 1o the Romantics inspite of his being
a part of that movement, at least in ihe initial stages? Heine himself
occasionally gave voice 1o an innef dilemma.  He saw himsell as
a romantic dreamer who was forced by circumstances to take 1o
political activism: “1 mysell am lired of this guerilla war undd long
for peace, at least for o situstion where 1 would be able o devote
mysell unfettered o my natural leanings. fo Ty dremming, my
Phantasising and brooding. What an irany ol Tale that | who is so
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fond of Iving on the cushion ol o guiel and thoughthul Tife of comfon
showilid be callas] ppon 1o spur imy ua fellow Ciermuns out of their
plocidity and 1o chise them imo action! 1 who would hest fike 1)
ohserve the divit of elomds, comjure up metcie magic with weonds, lisien
W the secrers of elemental spivits and dive into the magical world
of okl Tarvtales... | have had (0 bring oui polinical annals addressing
e interests of (he tme. weave revolutionary dreams and igmite
passions, (o constantly tweak the nose of the poor German Michel*
sty that he should awaken from his healthy giant’s slumber. .1 once
wanted to st alight his nightcap out of desperation, bul il was so
wel from the sweat of his thoughts that it only gave off smoke
mildly.../ 1 am tired and panting for some rest. 1 too shall procure
a German nightcap for me and pull it over my cars.”™

Heine's relation to Romanticism 1s marked by ambiguinty, This
ambiguity, however, gives us the scope of an objective understanding
of this cultural epoch.  As far as Heine was concerned, he was both
an insider and an outsider 1o Romanticism.  He was culturally and
liguistically half-outsider because of his family background: borm 10
Jewish paremis in the German city of Disseldorf— his mother, née
van Geldern, not a native German speaker®,  Adorno seizes upon
this situation to interpret Heine's strange relunonship with the German
language:

“[The] accessibility and obviousness ol his lunguage, denved

from the language of communication, is the opposite af a

native speaker’s sense of security in his language. Only

he would avail of language as an instrument who 1n wuth

is not in il. ... Language atsell is foreign o the subject that

uses it as a thing sold our. Heine's mother, whom he loved,

had nol quite mastered German,™
Thus, Heine's German exhibits the “imitative overcagerness ol the
cxcluded™ vis & vis the current dictum.  Yearning 1w be a pan of
the German milieu and in the same breath denyving himsell the right
to think of himselll as an insider, he was unable o share with his
comemporary Romantics what otherwise seemed 1o come “naturally’
to them: the sense of having or belonging to a homeland. the fecling
of being rooted 10 o sml and speaking i a motheriongue aboul o
atherland. [n his iwo bestknown works, the travelogues Dewrsehland
Ein Winterndirelen (2 "versified travelogue™, 1844) and Redsebilder
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(1826), his distance amd ahenanon from Genman culture politics,
history. 115 people. landscapes customs ete are unmistakably presented
in the sharp satirical tone of these waorks.  Even 10 nature, the lavourite
last resort of a faltering literature in search of a source of authenticity
and substance, Heine bears & troubled relation. Not only b it #
particular nature tainted by the istory of a country’s oppression of
its people as in Deutschland.  Ein Wintermérchen. 1l is also the
myslerious, fear inducing, inexorcisable and treacherous Rhine nymph
Lorelei, or else nature is simply the deserted or dead beloved
inaccessible 1o humankind'. Heine expressed this troubled relation
with his technique by first building up a magnificent picture of nature
and then, in the last line(s) of the poem, dashing it 10 the ground
with a totally unexpected, bitter and revealing missive like in £31
in Lyrisches Intermezzo:

The world is so beautiful and the sky so blue.

And the winds, they so gently and warmly hlow,

And the Nowers sway on the blossoming meadow,

And sparkle and twinkle in the morming dew,

And the people rejoice wherever 1 look—

And vet | would rather in a gruve mysell bed,

And aestle against o dead beloved.®
The apparently joyiul and uniroubled view of nature is mercilessly
exposed s an illusion in the last two lines. For who else is the dead
beloved other than that nature itsell™” Nothing but her mortal remains
are left 1o the poet—only the immediate visual aspect of nature, s
physical manifestation m the sky, the winds, the lowers, nature as
kitsch, nuture preserved in the formaldehyde of concepts and middle
class urhan sentimentality,

Meanwhile, Heine the political exile of the 1840s was already

o cullural outsider in 1824, the year of Harzreise (impressions of
Gattingen which subsequently constitute 2 part of Reisehilder). i
was this distance from German Culture which set him apart from
other fellow Romantics who belicved themselves 1o be the progency
ol an indigenous German culture, who therefore saw themselves as
obliged 1o retrace their roots o that German Heimat from which
history and culiure had separated them, Their dedication (o that grand
project of Romanticism—researches into the perceived origins of the
Cierman Volk, s language, myths. namatives ete.—was devoid of
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any irony. their attitude unambiguously patriotic and aesthetic. Buy
the wound called Heine refused to heal: Heine the man of Enlightenmen)
kept tearing at the mask of Heine the Romantic who nourished himself
on the joy of artistic autonomy, and exposed the latent commodity
character of literary products'®. Not only did his cultural ambiguity
problematize the search for originary Germanness as the authentic
content of Romantic literature; his manner of literary production
contradicted the established notion that art and literature were things
untouched by commerce. Indeed, this notion. bom oul of the
confusion of an economic transition where declining anistocratic
patronage of the ans ‘freed’ antistic production for the ‘free’ or
“liberal' capitalistic market, had become the dominant ideology in
the age of liberty, in the wake of the French Revolution. Note that
the construction of an ethnic German consciousness and of a literature
approprigie 1o such a consciousness followed a dual teleology: |
distancing from the French Revolution and all that seemed to be its
sources as well as manifestations {rationalism, cosmopolitan humanism,
even industrialism and free market elc.), 2. construction of an
alternative ethos, the Other of what the French Revolution seemed
1o bring about, in order 1o substitute the declining feudal social order.
As already pointed out by Heine, the imagination and juxiaposition
of an idealised chnstian mediaeval world conformed to this programme.
The feudal decline in Germany was brought about not by revelution
but by the gradual momentum of economic transition from an agrarian
feudal one 1o an industrial one of entreprencurship. In the emerging
economic order, the patrons were no longer anloving aristocrats but
publisher-entrepreneurs and, by extension, the reading public whose
demand for reading material was assigned the role of the engine and
raison d'ére of literary production. This demand was of course
created or directed by authors who, along with Creating a new conlent
i o, e 0 B A B
‘ newly found aristic
freedom in the capitalistic market, they saw in it the growth of an
economic leviathan which heeded only its own logic and over which
individual author-entreprencurs seemed to have linle control, The
most visible aspects of the new economic monster were largescale
mechanised industrial production and the massmarketing of these
products.  Unsettled by this new mode which imposed its own
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|'|I'I'II"'-"'"'"'“"I bogie upon Deony prosbioction, bence dlue kling literary
ey all over agan, the Romatlie  ganemnting s i il h
.mmqnnliulllﬁl once again ihe shadow of the French Bevibistion [

e pevessary ooal least mmintain an ilosion of aotonormy for
it While being dependent on the market Tor eaening meney
the pocts and suthors wought to plead their non-association with such
wasiness.  Only Heine realised that Hierature could no longer igndare
the newer economic development, Like Baudelwire, Heine stepped
into the modern age of literature through historical necessity Unlike
Heine, most Romantic poels and other writers, carming their livelihood
without aristocratic patronage and guided by the idea of autonomy
of artistic laws, shamefully and clandestinely acknowledged the laws
of the market and produced for the anonymous CONSUMET MASSES.
This new economic dependence disappeared behind the screen of
anonymity of the market and allowed the authors to appear as pure
and sutonomous—an illusion, for which the mass of readers paid good
money''. The illusory aulonomy was thus the other chief commodity
produced by literature.

Heine was thus a perfect embodiment of Schiller’s sentimentalist
poet. He was aware that writing could no longer be possible in the
manner of the earlier naive poets; that one would have to distantiate
oneself from the past while simultaneously looking hack upon it as
2 lost ideal: that in the same breath one would have to realise the
irony of one's present mode of writing. In other words, a critical
and ironic perspective is necessitated with regard to tradition, to
reigning canons, 10 conlemporary trends and to one’s own ilinerary.
More than anything else, this bundie of paradoxes constituted the
irue essence of Romanticism and practised consciously by the likes
of Heine, whereas worshipping nature for ils own sake, harvesting
or appropriating so called folkish manners inevitably turned out 1o
be false, ideological aspirations.

Heine's critique of Romanticism is all the more pertinent in the
light of what happened during the fascist period in the twentieth
century: gushing about folk culture and nature, identilying Volk with
Nature and these two with German nationalism with all its rabidity,
drumming up a martial and physical cull based upon such nature
worshipping, intense hatred of all that wis considered alicn to an
essential German nature/nation.  Not surprisingly, Heine was

—
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marginalised  dunng this dark peeid.  The Talse  positivity 1
charmctenised Notur and Volk m German cullure s present i )
others, though adimitedly in various degrees of dilution. By
nonetheless, any such positivity is histoncally Talse, and this realisation
hind dawned already in the critical minds of Schiller and Heing

Notes :

I. Heine was anathema in the Nazis for his Jewish origin, which,
sccording to them, was responsible for the biting satire in Dewtsehiland
Ein Wintermérchen, Poems which could not be ignored because of
their high popularity, such as feh wei micht, was sofl es bedeuten., {Die
Larelei), were permitted under the category of “Poet anonymous™. See
T. W., Addomao : “Die Wunde Heine™, Noten =ur Literatur, Gesanielte
Schriften 11, p, 95,

2. Imended as a history of contemporary German literature entitled Zir
Geschiclie der neueren schiimen Literatur i Deutselband, begun in
1832, published in the French journal L' Enrope littéraire as Eral actuel
de la livtéraure en Allemagne.  De "Alleniagne depuis Madame de
Staél, Puris, 1833, The German publishers Holfmann und Campe
published it the same year as Zur Geschuohve. ... later renamed Die
romantische Sclule.

3. Heine, Die romavitische Sehule, in © Heine.  Ein Lesebuch Fiir unsere
Zeit, p, 286-287.

4. Michel. or der dewische Michel, is a canicature of the selfsatisfied.
smug, semirural petit bourgeois German. His indifference 1o politics
and phobia for all things foreign 10 his namow worldview are legendary.
Michel was a recuming motif in early nincteenth century literary and
political satines.

3. Heine: Ludwig Biorme. Eine Denkschrift, Book 2. p. 317 in Heine.
Ein Lesebuch fiir wnsere Zeir,

6. See T. W. Adomo, Die Wunde MHeine in Gesaminelre Schriften 11,
Franklurt aM.. 1997, p. 98

7. Ibid. My translation.

8. Cf Lyrisches Intermezzo (1822.23), e ‘Profog’ and. offhand.

nos. 3 and 31. Henrich Heine, Buch der Livder, Frankfun am Main,
1961, p. 7).

9 Ibid. My translation,
0. Adomo, Die Warnde Heine,
1. Ikid. P 97
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Scanned with ACE Scanner



A FAREWELL TO ARMS : THE ROMANTIC
LEGACY AND THE NOVELS OF HEMINGWAY

NANDESG BHATTACHARYA

In my eftort to trace the Romangic legacy in American literature in
general and Hemingway's novels in particular, | am struck by the
contradictions that lie at the heart of the British Romantic
movement of the nineteenth century making it extremely difficult 1o
ascertain what exactly Romanticism stands for. Perhaps it would
be betier 10 speak of Romanticisms rather than a single consistent
monolithic concept called Romanticism.  Hemingway's title
“A Farewell to Arms” is particularly apt for my essay because it
secks 1o explore this problematic initial cngagement with real
social and political problems and a later withdrawal 10 an inward,
spiritual world in both the works of the High Romantics and
Hemingway.

Historically speaking, the composition of the Lyrical Ballady'
of 1798, with s radical humanitanian sympathies, its giving voice
o the poor, dispossessed and marginal, can be seen as a natural
offshoot of the radical campaign for reforms in Parliamentary suffrage
by groups of Non-Conformist, Dissenting population in England
suffering under legally inscribed civil and religious disabilities. The
Test Act of 1673 and the Corporation Act of 1661, prevented the
Dissenters from holding government office and entering the universities
of Oxford and Cambridge. It is 1 noted that Thomas Paine whose
Rights of Man® (published in 1791-1792), gave intellectual shape to
the American struggle against British impenalism, belonged 1o the
same group of radical thinkers, which included William Wordsworth,
William Blake, William Godwin, Mary Wollstonecrall and Joscph
Priestly. They shared the same publisher Joseph Johnson who
supported this group of radical artists and thinkers.  Benjumin
Franklin und Thomas Jellerson were also dﬂ"-"[-'fl:l" influenced by this

radical movement for parliamentary reforms and  genuinely
127
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representative government that in tum gave shape 1o their anii.
colomal struggles.

Wordsworth's A Letter to the Bishop Liandaff ' (never published
during his lifetime) which was heavily influenced by the arguments
of Paine's Rights of Man, supports the execulion of Louis XIV ang
condemns anistocratic and monarchical rule on the grounds of the
inalienable rights of the individual to claim freedom from tyranny
and seek genuinely representative government.

“I... am so strongly impressed with the baleful influence of
anstocracy and nobility upon human happiness and virtue that if, as
| am persuaded, monarchy cannol exist without such supporters, |
think that reason sufficient for the preference | have given to the
Republican system.™

Almost all major Romantic poets and novelists including
Wordsworth, Coleridge, William Blake, Robert Burns, Charlotte
Smith," hailed the American war of independence and the French
Revolution as a wiumph of the individual man against tyranny and
impenal control. Reaction against British political tyranny extended
10 a campaign against restrictive and repressive moral codes and social
institutions like matrimony. In 1792 Johnson published Mary
Wollstonecraft's A Vindication for the Rights of Women® a work
that claimed the same bhuman righis for women as men. Maria
Edgeworth in her Letters for Literary Ladies” castigates the control
that society grants men over married women. This is also the group
that campaigned against slavery. Anna Laetitia Barhauld composed
an Epistle to William Wilberforce® 10 protest against the rejection
of the bill proposed by Willberforce for prevention of further
imporiation of slaves to British colonies, by the British Parliament.
Campaign for political freedom led to a rejection of the orthodox
church and veering towards Arminianism, which stressed man’s moral
capabilities instead of depravity and promised salvation 1o all instead
of & minority elect, Inherent then to Romanticism is a glorification
of the individual subject. not simply as a part of society but as
standing in relation o society. Naturally this emphasis leads 10 a
radical questioning of traditional institutions like the imperial state,
inherited privileges of monarchy and aristocracy, orthodox church or
marriage.  Related 1o this belief in individual capacities is the
importance given 1o inspiration or a spontaneous quality of artistic

il
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w'l and confilemoe in imbivabial  nagination e creae
s etween the moer munsd and the cules wastld ol miture
','“I: Ry — coleboatoa of nowre m s posting Al o TULLRLLL
o sy ERECS from impoctance given 1o the il aidual subjec
o PERES e cormugd over-rational civilization for the treedom aml
urd of matural NEC Valonration of nature amounts o a celebration
o e cssestal froedom of the individual from man made shackles
i Limey wrizex ix Earlv Sprng’ W ordsworth wnites

-1 hesnd 3 thousand Mendad notes

whilke in 3 grove | sat reciined

i St sweet mood when pleasant thoughts
i Brmg s thoughts o the mund

o ber fair works did nature link

The tesman soul that through me ran

And much it gneved my hean o think What man has made

of man.

asere % aiso glonfied because 1l manifests transcendental energy
=i provides am objctve and material bammier which allows the

axvidesl sobject lo recognize this wranscendence.

And | kave felt

ﬁpﬁﬂ:ﬂ!ﬁlmmwhhjnj

Of elevated thoughts: 3 sense sublime

Of something far more deeply interfused

i\m:dwdﬁ:g‘umtlig!ﬂohhuﬂingsun

And the yound ocean, and the living ar

And the blue sky, and in the mind of man.

A motion snd a spirit, that impels

All thinking things. all objects of thought.”
However, having esusblished the radical beginnings of the Romantic
hﬂhhmmmrquiiwﬁinmcmum
wﬂ!mmﬂlﬂmdﬂmﬂﬂtwiu
wae With escalating violence of the French Revolution and the
h#hﬂpﬂtmﬂ:nﬂuﬁmmmimmngly
mﬂw:mﬂuw.anm:humhmﬂ
imperaliwic polics The growing emphasis on inner spirtual
mlhmﬂuﬂﬂlﬂﬂhﬂﬂhlmiigﬂl}f
s

| ——

Scanned with ACE Scanner



N

W FVEN AL BALEAPY AMEE I LaiAiLY

polieal conservansm. Cwoe of the Tines of devolopommt g 1
the autobeoginphical nariative ol The Pielinde Wimilswoiily «
pratual shall fooid extermal o dntemmal modes ol Tl hisens Al
Paavimgt dhesoriisad the initbal euphoric teaeton 1o the French Boviluog
he then aies the sisappointioent with the natore of the e i)
askx

O Who s he that hath his whole lile long

Preserved, enlurged, this freedom in himsell

For this alone is genuine liberty,” (p.-464)
Mot of the post-structuralist readings' of Wordsworth und Colerntpe
note that the Romantics” redefinition and interionization of the term
“freedom” 5o that it no longer defines anything in the social and
political arena. but is 1o be associated with ‘genuine liberty® of the
imner sell corresponds suggestively 1o the increasingly reactionary
nature of governing powers in Britain, The spiritual liberty that The
Prelude endorses can be read as a conservative evasion of social and
poliical libertarian demands. This political conservatism becomes
even more explicit in The Excursion,!'

Eulogizing the imperialist British state, the Wanderer declares
that the world will loock o Britain for leadership.

"0 for the coming of that glorious time

When prizing knowledge as her noblest wealth

And best protection, this imperial realm

Your country must complete

Her glonious destiny™
As Edward Said" has shown in his revealing study of a ‘romantic’
novelist like Jane Austen’s Mansfield Park, \here is a dircct
comespondence between Sir Thomas Bertram’s quelling the rebellion
of the plantation slaves in Antigna and the ruthless putting down
af a polentially subversive ply to be enacted in his billiard room
by Henry und Mary Crawford, which seeks to disturh the carefully
ordered structures of the Bertram houschold,

Marlon B. Ross has summed up what mosi posi-structuralist
critics feel about Romanticism : “In o very real sense the Romantics
help prepare England for its imperial destiny, They teach the English
1o universalize the experience of “I", a self conscious task for
Wardsworth, whuse massive philosophic poem The Recluse sets out

B— |
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@ Organiee the universe by celebrating the universal validity of the

il English values™ (Mellor; 1988; 31) On the other hand
many feminist critics like Anne K. Mellor.”  Gilbert and Gubar'',
Gayalri Spiwah" and M. Homans.'"' condemn the voracious
masculinism of the Romantic vision of the highesi sell and the
cublime. Romantics construct a stable male sell, absorbing and
rranscending feminine nature’s powers, thereby colonizing and
appropriating the elements of the feminine.

Historicist critics like Majone Levinson® eriticize Wordsworth's
ment of nature as exolicizing and spiritualizing space, denuding

real

it of its political and historical implications. According to Levinson
| e idealization of sell and nature and refusal 1o engage with industrial
1 despoliation and social underpriviledge in Romantic poetry marks

des of late Enlightenment 10 a

iransition from radical political attily
ive conservative thought of

more inwardly focused, socially cvas

Romanticism proper.
Accepting then that Romanlicism remains a contested concept

with radically divergent connotations it is 1o be noted that this

contradiction is a distinct feature of much of early American |ileralure

in general and Hemingway in particular.

The most appareni influence of the Lyrical Ballads and High

Romanticism of nineteenth century Britain is 10 be found in the works

| of the ‘Boston Transcendentalists’, especially in Mamire by Ralph
Waldo Emerson and Walden by Henry David Thoreau.

Transcendental manifesioes of Emerson like his essay entitled

| Nawre, owe a great deal w the radical campaigns of Jonathan

Edwards in the early sevenicenth century to replace rigid Calvinistic

doctrines with democratic Armenian belief in the potential divinity

of all men insicad of a select few. It led to the eswablishment of

the Unitarianism (an Armenian secl) as a separate religious society

in 1815, It is interesting 10 note that all members of the

Transcendentalist Club (esiablished in September 1836), that is,

Emerson, Bronson, Fredrick Henry Hedge, Corvers Francis, George

| Ripley and James Freemason Clarke began as Unitarian ministers but

soon veered lowards more radical heliefs pertaining to the importance

of the individual and his ability 10 apprehend the divine through

ranscendence of natural objects Emerson actually met Wordsworth

Coleridge Landor and Carlyle in July 1833 during his visil to England

Ll
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but noted that they had become old and comservative  Fowry .
monl ‘romantic’ work, Natire wat publisked in September (210 o,
bevame at omce a bble for Amencan ramcendestaings  The o
tenets sdvanced in @ sre (orly radical—

[ God reveals himuell in all places and all times snd o,
people  Histoncal Chstianity with its record of oeccauonal revelang -,
b anciemt prophets shuts out God.

1. Nature 1s 2 mamfestation of the divine spirit

3. Man s able to use reason (intuition) 10 transcend masens:
naiure and establish communion with the Sublime.

Emerson’s attack on historical Christianity and estzblished
church provoked furious censure from Unitarian Orthodoxy. However
wh:nukcdmjninTTtBrnntFam_muwinmuﬂcmmm:a
founded by George Ripley as a practical scheme to demonsiraze
natural lifestyle, Emerson was nod persuaded because he feli af]
worldly systems were necessarily imperfect and perfect freedom
could only be found in a ‘paradise within', This evasion of social
or political engagement becomes the hallmark of American
romanticism.

I would call Hemingway a ‘romantic’ because in almost al] his
works, he is siriving to construct a lonely (therefore unique) male
heroic sell, \emporarily threatened and fragmented by a decadent
?“ﬂ-ﬂ:ﬁhﬂd civilization comprising of castrating/mannish women and
mpoleny/ acquiescing men or both. His retreat into pristine primordial
nalure and retrieval nf:miﬁudﬂahhulflhmughanﬂptﬁm
nflramcend:mmﬁlhlhuunimishnﬂtmutufm
pmlm!: and suggested panacea for a generation ravaged by a
meaningless war, loss of faith and widespread institutional cormuption.

Nature in Hemingway's novels is inevitably female, archetypal
and nuriunng and therefore placed outside the hurly burly of time
_md history. Since ‘nature’ acts as g substitute Hemingway's world

is almt_m wholly male and the only good women are those who are
one with the archetypal forms of nature hecoming one with “rocks.

slones and trees'. Ag the High Romantic had chosen o withdraw
10 the untouched Lakes, Hemingway's heroes retreat i '

spent
the exotic laly (where he had served
World War 1) and of course Spain. In

his own childhood summer ),
& an ambulance driver in
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n and the archetypal ritual of con Wl (0l igehtiong ) alied Hemingway
:Ii:amwr a space sufficiently exotic, unsullicd by Western civilization
=|..|J sumfik‘ﬂll_\' *mhﬂmdl (] locale lis tales ol Iﬁi_.rl,'lur_- FeCOvery il
he heroic American male.

| have chosen four of his works, “Two Big-Heared River” (/n
our Time)'s The Sun Also Rises™, Farewell To Arms and The Old
Man and the Sea™ to show the romantic (raits,

The hero of the story “Two Big-hearted River’, Nick Adams
is a lonely, hattle-scarred individual who recovers slowly from the

yehic rauma of war in the midst of the unsullied forests of Northern
Michigan and in the lonely, concentrated act of catching fish in the
rivers. There is @ continuous contrast belween the bumnt out war
ravaged country and the untouched river. The river is the locus of
parmony and regeneration. [n many ways “Two Big hearted River’
looks forward to his masterpiece The Old Man and the Sea. Like
santiago, Nick is psychologically scarred butl nevertheless heroe, as
he possesses extraordinary skills of fishing, hunting. knowledge of
the forest and the river. The spiritual regeneralive powers ascribed
1o the virginal river and forest in Two Big hearted river aligns
Hemingway to Thoreau who discovered transcendental powers of
nature in Walden or Twain who transported Huck on a raft,
Mississippi in search of untouched nature.

In The Sun Also Rises, hero Jake Bames is literally fragmented
he has been rendered impotent by the war. In the novel he has a
surrogate figure in the form of the handsome Spamsh bull fighter
Pedro Romero. Pedro is every thing that Jake is not—integrated,
potent and in harmony with the natural surroundings, gngaged as he
is in the traditional, heroic and manly sport of bullfighting. Jake
on the other hand represenis the lost generation prey o the corruplion
and decadence of Western civilization and manly castraling women
like Brett Ashley. Hemingway, however, reminds the reader of Jake's
heroic past as he wears his wound like a badge of courage. Though
impotent, Jake is adept in manly spors like fishing, boxing and
bullfighting. His acceptance and popularity with the bullfighters in
spite of being a non-Spaniard is @ telling reminder of his heroic
potential. Jake therefore is the archetypal romantic hero, noble bul
lainted, alienated from society but also a symbol of its regenerative
powers. As against Paris, the site of corrupt Western civilization

o
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there s Spain where people stll adhere 10 natural wiys of life. Mgy
elling bowever, s Jake's trip 1o the ilyllic mountains of Bt guaeiie
m ihe company of his male friend Bill (and significantly Withing
the Circe like Breit) that serves as a regenerative moment in the novel
It 15 1n the nunuring presence of pristine nature that man must Tegam
his selfhood. The other locus of regeneration is the traditiong) PO
o bullfighting and the traditional Spanish community that lives g
harmong with nature. Through the association of primitive fertilijy
mies. the bullfights of Spain celebrate the fecundity and fertility of
'he carth.  Brett corrupts this natural world by ensnaring Pedro and
destroying his personal honour

This retreat from civilization and recorded time is best exemplified
in A Farewell to Arms where the alienated romantic hero at las
finds the ideal woman, Catherine Barkley with whom he deserts the
meaningless. violent war for the edenic mountains of Montreux in
Switzerland. A Farewell 1o Arms is perhaps Hemingway's most
radical work where he specifically rejects the instifutions of marriage
(Catherine emphatically states that compatibility and togetherness is
real marriage rather than any formal celebration) and war, However
the paradise regained is only partial and temporary as Catherine and
their new bomn baby are both killed during childbirth, perhaps
indicating that complete retreat or escape from the cluiches of
civilization 15 impossible.

Finally in The Old Man and the Sea the hero seems 1o retreat
altogether into the private world of dreams and the unconscious. Al
the very oulset the reader is a witness 1o Samiago’s diminishing status
in the community of fishermen, He has gone withowt o catch for
eighty-four days and is now old and clearly past his prime. In a
saciely where identity musi be construcied continually by achievemenis,
Santiago is clearly perceived as g ‘has-been'— “the thousand times
he had proved i meant nothing. Now he was proving il again. Each
lime was o new lime " (OMAS-p-64) In u final effort 1o construcy
@ stable heroic, male jdentity in the face ol grinding poveny.
dinnnishing physical power, social derision, all of which umounts
W emusculution, o loss of man's manliness, Sanliago must engage
once more with reality signilicamly thin epic battle belween mn
andd marlin must ke place far out in the el away Trom human eyes
uway Irom cymecal society,  His carclully constructed heroic male

—
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whentity must e contrasiod wilh dis @her, the passionme. seranonal
female. the sea or La Mar. While the young flishermon adileecs the
o 4% the musculine E1 Mar and consider it as an enemy. Santuagn
“always thought of her as feminine and as someonc 1hal gave o
wilthheld great favours, and if she did wicked things it wis bociniwe
she could not help them. The moon affects her as 1 does women
(OMAS—p-2T) His final viclory however is a pyrrhic one as he 15
only able to drag back the skeleton of the marlin, ravaged as i hus
been by sharks, The world of Old Man and the Sea is tnally devoid
of women and the only woman who appears in the end in a touris!
unable to tell the difference between a marlin and a shark and
thercfore having no comprehension of Santiago’s heroc deed.
Santiago meanwhile has retreated again into the world of dreams with
lions on the beaches of Alrica away from time, civilization and
history.

In Death in the Afternoan Hemingway clearly declares the
freedom of the true artist from the lemporal and lemporary concerns
of everyday — “Let those who want lo save the world if :.fc:ui:.m
get to see it whole and clear.” In The Green Hills of Africa _‘m:
notes; “writers should work alone... Otherwise they Ihm:umc I!!u:
writers in New York, All angleworms in a bottle, trying to denve
knowledge and nourishment from their own contact in the hc_:uh:,
Sometimes the botile is shaped arl, SoOmElMEs CCONOMICS, SOMELMEs
economic-religion.” Hemingway's retreat into the world of essential
timeless nature and increasing inability to engage u_ufh the reul world
of history and politics, his deliberate M.# of r::.mlu:lzing nah.!r.-: and
‘othering’  women corresponds 10 an llmrﬂslng Iummvuusm rin
American politics and America’s hegemomshic ﬂtﬂlglll.'lu 10 establish
herself as o peo-imperialist power from the 1950s. Like lhl.!. I1-'|IIILII'I:.
Romantics, Hemingway's works atiempl 10 pcddlcl the CAPETICNNe ol
the American male ‘1" as universally and essentiully valid.

Noles:

| (19T Wedswinnth aiwd Culerbdge, Loviood Bollids. ediied by R I e
and A, K Joses Is published 1963, London, Methoen

3 (RSt T Paine, Bigles 0 Man, Introduced by Erw Fouer, I+
published o I T91TTHL, Landon, Pengum Hooks

e
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Vol 1, 3 vols, edited by W. ). B, Owen and Jane Worthington §
Oxford, Oxford University Press,

Wordsworth, Prose Works ed. Owen and Smyser, Vol |, p.ds,
William Blake celebrates the American war of independence in | 793.
94 in "America” (The Poetry and prose of William Blake, edited by
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by Minam Brody, first published in 1975, London, Penguin
Books.
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and Company, 1979,
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“THE CHIAROSCURO OF NATURE™ -
THE WORLD OF ROMANTICISM IN PAINTING

Tu;m Germa

Romanticises introduced 2 great flowering of the spint not only in
poewry but also m painting. In the history of ant it brought in the
modern element. As in poetry, s0 100 in painting, it began to explore
the imner world of the individual. The Romantic period introduced
& radical change in the concept of perception. A sense of something
[ more deeply interfused in matenal reality made Newtonian oplics
insdequate. and Novalis's statement more valid: “All that is visible
fesis on an invisible foundaton. ail that is audible on an inaudible
foundsion. and all that is tangible on an impalpable foundation™
(Schrifren IT) The quest for this transcendental reality makes Romantic
poctry. musi and painting what it i

In Romantic punting the outward forms of nature, though
recrealed. were transfigured, not by the idealizing powers ol
Neo-classical Reason but by ﬂtp’ﬁmpﬂmﬂhmginﬂim- It
was beseelung as the Germans pul it... an infusion of the soul, nature
perceived by the spintual eye... One remembers in this context Casper
David Friedrich’s advice 1o his fellow painters - ~Shut your corporcal
qrmumﬁmymsn:ywpinumwilhynuspiﬁmﬂtyc. Then
bring 10 light that which you saw in the darkness, thai i may reflect
on others. from the outside 1o the inside (Correspondence)

In a letter to his friend Bailey, Keats wrote in Platonic vein
“The imagination may be compared to Adam’s dream—He awoke
and lound it truth” in an anicle on Kears Kathleen Raine writes, “The
archetype of the world of Imagination, in the words of Coleridge,
“already and for ever exists—" in the mind, which discovers in the
mufnﬂmth:fmmn{minuf world™ 1 would
like 1o add that in Romantic painting purely painterly modes were
adopted 10 make this inner Journey. It was a journey of discovery,
of compleic identification with the material world; “it 15" became

(R}

Scanned with ACE Scanner



A CHIAROSTURG (F SATURD R

"1 am_" It was also a journey through the world of the four clements.
One is also reminded of the four elemental warlds through which
Endymion travels : the jewelled caverns of the carth, the land-under-
wave of Glavcus and Scylla: the airy ascent of the hero to altan
immortality in his union with (he divine beloved as, savs Keats,
..o her face there came
Light as reflected from a silver frame

The beginning of aesthetic interest in nature in its original stale
may be traced back 10 1718 (i in the hev-day of Neo-classicism),
the year that Burlington’s picturesque gandens at Chiswick and Pope's
al Twickenham were begun. In England it led 10 the development
of taste for the landscape garden. landscape painting, drawing of
prospects, and topographical drawing. The Gothic had also begun
ils reign,

I shall sttempt 1o illustrate the various facets of Romanticism
as apparent in the painling of the period. The subject of course is
oo vast and complex to be adequately discussed in the course of
onc short paper. | also  wash (o clucidate how the “angel’s wings”
emerge unclipped from the ‘rule and hine® of neo-classic pseudo
reason, In the pamungs of Turner'  lor instance the Angel stood
resplendent in the sun: the lighl wis not of mere reason,

When Shafiesbury praised wild unspoilt nature and Addison in
The Spectater preferred “To look upon 4 tree in all its luxuriance
and diifusion of boughs and brunches™ than when “it is... inmmed
into a mathematical figure,” they unwittingly sowed the seeds of an
anti-neoclassical school of an that was wlimately 10 evolve inlp
Turner's apocalyptic vision, “and. in the long run, the non-
representational, anti-mimetic approach of modern art: ie. the an of
the Fauves, the Futurists, the Surrcalists, even Jugenstil and An
Nouveau, And of course. the Expressiomisis.  In Ticek's novel
Sternbald. the hero, Sternbald, 3 Romantic painter, expressed ideas
that were later 10 be voiced by the Expressionists, “Not these (rees,
nol these mountains, do 1 wish 1o represent. but my soul. my mood,
which governs me ot this moment These | want 1o express and
commumcate 10 like-minded men.”

To Reynolds, the great neo-classical artist and theorist an was
nol mere "mimesis.” But the am of art was 10 generalize nature and
create heightened, idealized form. (Discourses V). To this, Blake
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reacted. In no uncenain terms he spelt out his revolutionary programme.
To Blake the neo-classic procedure was “an idiot's procedure.”
“mental things are alone real,”,,.."

William Hazhut pointed out the self-contradiclory nature of
Reynolds® tenets, the extreme artificiality of such aesthetic docirine.
The neo-classicist’s light of reason left vast and vital areas of the
human consciousness in even darker shadows and was therefore self-
defeating.

In Romantic painting one finds the visvalizing of the artist’s
emotion which in turn is conveyed to the viewer affecting both his
vital and spiritual self. It is ‘mood painting” or ‘soulscape™ The
most turbulent revolution from the technical point of view occurred
in the realm of colour. In Goethe's Theory of Colour, a work tha
profoundly influenced Tumer, the fascinating chapter, ‘Coloured
Shadows' points out the subtle shades and tints that are found in
shadows that were hitherto considered opague and dark, *This is
also the teaching of Newtonian Optics that discovers seven colours
in & sunray. Bul Reynolds would not have approved of such
mingling of tones that Goethe advocates. “Certain laws had (o be
followed : there was to be no mixing of warm and cold colours: no
hop skip and jump over the chromatic scale; hues and shades
were 1o be carefully graded; tonal measure was to be the abiding
rule.

To Hogarth linearity was all important or line determined form
whereas colour blurred form. To neo-classical painters as to Newton
colour was a secondary appendage, not organic, not the essence of
form. But Romantic arists introduced a new colour sensibility,
Colours were made to merge and fuse into an image of totality, often
obliterating form and creating an impression of wholeness. This may
be referred 1o as the *Holistic Theory of Romantic Art', a term used
by August Weidmann in his useful book Romantic Art Theories.
Holistic: the perception of the ONE in the ALL and the ALL in
the ONE.

In Romantic poetry one finds this same subtle colour perception :
“Through all the long green fields has spread / His irst sweet evening
yellow.” says Wordsworth in The Tables Turned {1798), The colours
in the Romantic palene are mellow and harmonious but living,
shifting. changeable with nature’s and the artist's mood, susceplible
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i the ever~chanping hpte of the Englich amnosgiuee. So & mud st
(adcs > 4 vellow and » dark grece forest may wudienly Moom
e Tt 5 morshsm of an moense nd. (from CAPCTIONST WT
know fhal 0o mEy porcenve suddea flashes of md in the whne-tid
romcal sunbzhl. And wihny $id Sheliey think of ‘purpie mova’ nea
e Modiusmancan ) Coloar and fight in hoth poetry and an hecame
hvnca! and symbolical abolishig the hiatus hetween mand and maties
Jemuienislinng namme. ki absorbed the indivadual and became sell-
ceating. mobile. dvaamic, argamc —
Failing oft o wim
The peace required, he scanned the laws of light
Asmid the roar of wwments, where they send
From bollow clefis up w the clearer air
A cloud of mist that smiten by the sun.
Varies its rainbow hues.
—Wordsworth, The Excursion. BK 1

I wish to illustrate these remarks by analyzing a selection of
typically Romantic paintings. Constraints of time and space allow
me 1o discuss only @ few paintings each by the British Romantic
painters, John Constable (1776-1837) and J.M.W. Tumer (1775-15851)
and the German artist Casper David Friedrich (1774-1840), I will
not waste time discoursing biographical details.

Says Kenneth Clark in The Romantic Rebellion, “Constable
represented the Wordsworthian aspect of the Romantic worship of
nature. Both poet and painter inherited from the eighteenth century
4 mechanical universe working under the diclates of commaon sense,
and each had discovered in the surroundings of his boyhood—owers
and mountains, rivers and trees—a harmony that m!mad 1o them 1o
reflect something of the divine: something which, if ::f]nlnmplut::d
with sufficient devotion, would reveal a moral and EPtn["ﬂl quality
of its own. In both, this beliel was based... on "a passion and an
appelite’ which he elaborated into & ‘philosophy.” :

Wordsworth's Preface to the Lyrical Ballads n:;?mms the beliefs
that inspired Constable's paintings. Wordsworth said he wrole about
rustic life because “in that condition our ¢lementary feelings l'.:l.'r-l‘::.tl‘il
in a state of greater simplicily, and consequenily may be more forcibly
communicated.” Wordsworth's ather reason for writing aboul hrl.‘:lnhll.‘.
themes, that “in them the passions of man are incorporated, with the

|
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beautiful and permanent forms of nature™ — seems 1o be an accurate
deseription of Constable’s landscope of the Stour valley and hiy
numerous ofl sketches of it done in IRI1 and inspired hy his
cxpedition o the Loke District in 1506,

As in Wordsworth, simplicity was the keynote of Constable's
scenes. In his letters he made frequent references 1o the Chiaroseurg
of nature’.  Well. what did he mean by it? Apparently, the play of
light and shade. Natural light that is ever changing as the English
weather.  The vasiness of his famous skies, the fleeciness of his
Noating while clouds give 1o his skies a typical Romaniic feeling
of evanescence, movement and change. The sky so fascinated
Constable that he even coined the verb ‘skying’. He also referred
to the ‘morality of landscape painting’, an even more puzzling
expression.  Did he mean that human life involved a contrast of
light and dark tones which is also 10 be found in the simplest of
landscapes?

The painting that made Constable famous, The Hay Wain was
exhibited in the Paris Salon in 1824 and inspired artists like Delacroix
and Theodore Rousseau. The broad brush sirokes, the expressive
qQuality of the paint inaugurated the cra of the most turbulent
revolution from the technical point of view in the realm of colour.
Constable was also breaking loose from the rigidity of the classical
type of symmetrical composition that the Romantics learned from
Claude. Unconventional perspectives that did away with the concept
of “the pyramid of vision' introduced a dynamism into painting
comparable with the protest against “poetic diction’ that Wordsworth
voiced.  Moareover although Constable described himsell as a
naturalistic painter his skies hint a1 a latent inwardness, though of
an optimistic and robust kind - colours mingle and merge to form
strange hues expressing soul-stirring emotions and moods. The era
of atmospheric landscape painting was also begun, and it was 1o take
such big sirides in subsequent Impressionistic painting.

Constable's sketch of Hadleigh Castle is far more powerful than
the finished painting as Constable's sketches so often are. The sketch
is @ good example of the contemporary obsession with Gothic ruins
and on the aesthetic plane ihe sombre tone illustrates the Romantic
concept of the sublime, Here we have Romantic sponlanacty, a
fascination with the passing mood, an interest in process, the
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Becomimng. the fragmentary realization, There Is a cerlain glonminess
ahoul ﬂ'ﬂ-‘“‘:ﬂ*ﬂ"_ that Teads one 10 connect it with the recent death
ol the anisi's “’.'r“'. In fact Constable became increasingly restless
andd melancholy in his later years and some people think he commitied
tcide—another Romantic phenomenon?

| In .‘Iﬂ'ft-fl'?ﬂl"‘r Carhedral Milure dominales over human hl.'.‘t'i"l"ltju'.
The cathedral has a corporeal solidity as well as an other-worldliness.
The painting reminds me of a passage in a book, Seulpture &
Enlivened Space by, one F.D. Martins. The author is on his to the
Cathedral of Notre Dame in Chartres and as he sees it in the distance
rising from the surrounding countryside it appears like a mystic vision
of carth’s fertility. Penetrating the skies in an act of worship il
becomes @ symbol of human aspiration and creativity, at the same
yime a part and parcel of nawre. The painting has the 1ypical
Constable sky: thick brush strokes, spatula work, uninhibited f reedom,
a revolt against Reynolds® instructions regarding a carefully graded
chromatic scale and his warning against juxtaposing warm and cold
tones. A revolt that leads up to more modern developments like
Expressionism.

EM.W. Turner was even more revolutionary. Constable may
have broken the shackles of the Claudian classical composition yel
in his compositions the viewer is compelled to take the long view,
i.e. we Jook at the canvas from the outside as though we were looking
at the scene through an open window. [n Turner we are drawn into
the scene and are in the midst of wmuliuous happenings, Waves swirl
shout us and snowstorms spiral us through & rotating sky! Here there
is a visionary mystical element different in expression but similar
in inspiration that we find in both Blake and Shelley.

In most of Turmer's paintings there is the circular wrn of the
brush creating vortices that seem jo draw the viewer inward as does
o whirlpool. We seem 10 be sharing the artist’s own experience,
his involvement and passion. The composition depends on a scase
of Mux. of movement. This dynamic motion 1$ cenainly an
indispensable part of the Romantic vision. -

The vortice appears charged with energy in the painting, Snow
Storm: Stecmboat off a Harbour's Mouth, Cribcs read libidinous
meanings into the vortice. Some even associate it with his name,

Turner' The stereotyped perspective dissolve in a whirlpool of inward
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suction.  The artist’s involvement |8 more complete than may be
imagined, for he literally had himsell thed to the mast of the steambeg
in onder to really feel the storm.  In the painting we not anly see
and feel the storm but such Is the power of the brush strokes tha
we seem to hear it oo, It is o synacsthesin that creates a simultaneous
visual and aural effect. With the swaying, roaring waters something
primeval, and older than memory, is evoked— “the dark backward
and abwsm of time," a retreating into the womb. In Neoclassicism
Nature 15 observed and cognized. In Romanticism Nature is
experienced and lived.

The vortex had been used for the first time in the great painting,
Snowstorm : Hannibal and his Army Crossing the Alps which may
be described as Tumner’s new historicism. In a bold inversion of
priorities the foreground shows the rear of Hannibal's army, the
stragglers and the lefi-behinds, the abandoned, the dying and the dead,
The heroic army has gone ahead. and here the weak and weary are
being attacked by mountain tribes. We have here the little, nameless
unremembered acts of violence and fear. Storming vortices of clouds
brighten over the elephant in the distance. leaving behind the
sordid, meaningless and personal violence of wivial anonymity, an
interesting  approach to history. Romanticism introduced a
diversification of culwural perspective, an uncommen Faith in common
humanity. This is not mere descriptive-narrative history painting.
Unlike classical historical painting there is no simple retrospectiveness
in which the past is past. The long view and clear outlines are
abandoned.

It is a challenge to historical hierarchies, a going back 1o
elemental chaos. The gaping cavern of the sky, the vortices and
diagonals, the dazzling white haze termifying and sublime, draws the
viewer in. Here we have a pictorial statement of the concept of
the "Sublime’ to which Burke in the mid-cighteenth century had added
"Terror’ as an element. Coleridge also thought that the mind was
airucted by the great nobility in the violence found in hurricanes,
the devastation of nature, the lofliness of the waterfall. The painting
seems to mimor Tumer's fear for the fate of England in the wake
of Napoleon's threats or may be an implicit judgement on his native
country. The sell-destructive rivalry between Napoleon®s France and
imperiul Britain. Turner also felt that England was being threatencd
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some cntics find 'I_It Turner's use of black, o brooding pessimism,
But they forget 10 ““'“_"'" the presence of the sun, resplendent a4 in
the Fighting Temeraire —or subdued as in the painting just

Sscussed. Angel Standing in the Sun, one of his last paintings makes
4 positive stalement sublime in the accepance of death and
Judgement.

Rain, Storm & Speed : The Great Western Railway is a painting
that is atmospheric in the true sense of the term. The boat, the rabbit
and the ploughman come as comments on the persistence of natural
and human cycles in the presence of a sublime landscape, The train
smerging out of the foggy background may be read as image arising
out of the depths of consciousness. Hazlitt spoke of Tumer's pictures
a5 ‘tinted steam’ and ‘porraits of nothing’. It may be a greal
shstraction but it nevertheless concretizes a great birth which belittles
everyday life. It is the image of the birth of an image. It is a
process, @ becoming. The movement is that of emotion. Art is used
o make the moment cternal, Ruskin (Modemn Painters Pt 1)
discovered in Turner a craving for the infinite. Turner’s reaction
o the railroad is one of positive acceplance, a pluralistic absorption
of the old and the new in 8 novel scheme that could be termed
‘Romantic industrialism.’

Perhaps Constable overcrowded his canvas and Tumer lost
himsell in a haze. In the German artist Caspar David Friedrich we
have Romantic infinitude and classical restraint. Painting becomes
simple, sensuous, passionate, spiritualized and tinged with Christian
mysticism. We have here what the Germans would call Besonnenheit
or discretion. Friedrich displays greal control over the emations,
There is both overflow of fecling and tranquillity. A consciousness
of Torm and transcendent sentiment, Gestalt (Form) is maiched to
Gehalt (content).

In Moonlight Over the Sea infinite spiritual longing is matched
by the infinite picture plane, the conventional tremment of pﬂ:l‘!fpcﬂtwc
warms away all unruly strokes ol the brush. This is restraint of o
deeper kind and not the neo-¢lassical ‘diserction’. According o the
Germun scholar BOrsch-Supan in Friedrich’s work the moon stands

L
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for Christ. rocks denote Christian [aith, "“"‘HD::HF *hips meay thay

: hing its end. Bul | prefer not to be tied Idﬂ'i'-'ﬂ 1 suep,
life ¥s approac important is the holistic view o 4,
fixed symbols. What is inore e i MMy,

<ks, sails, sea and sky. In the hu“‘“n_ﬁgum” " I'-.Il'll'!rlh:u longin
n':i ).C. Jensen says In his book on Friedrich thai
fmpmrq;:q;\ expresses the longing for coming home 1o God's elerny|
i m,

I:':HE"";M famous painting, The Arctic Shipwreck is a solemp and
sublime declaration of God's dazzling splendour. The Shipwrecy
becomes a metaphor : a temple proclaiming the awful majesty ang
mystery of God. Some critics read a political meaning into (he
picture. The artist is terribly upset by the French OCcupation. |
5 a personal apprehension starkly portrayed by a Protestant arijs;
Yet at the same time it is a pictorial statement of powerful ‘order*
The carefully thought out diagonals criss-crossing through intersecting
planes into a rough-hewn pyramid aesthetically transforms (he
disorder of the wreck. The grim Teutonic imagination declares jis
freedom from useless sentimentality. 1t is so different from the
idealized and idyllic English landscapes (of artists other than Constable,
Turner and John Manin). A historical-political metaphor is dedyced
by those who prefer a political interpretation. The frozen wasteland
is equated with the stagnation in German politics during the despotic
administration of Metterninch. The Romantic soul takes cognizance
of the world in itls own unique fashion.

The chief merit of Friedrich is the atrmosphere of calmness that

his canvases evoke. However he lacks the verve of Constable and
the variety of Tumner. His images are few and

aery lands forlorn. In the monumental

er in the painting Wanderer Above the Sea of

Fog the wanderer stands on 5 cliff facing mountain peaks submerged

";' # sea of fog and with clouds of fog and mist in the distance.

€ has his back 10 us. Here we have Romantic aspiration, the spirit
5. strident individualism.

'I:l.'ll'ﬂ"n:l']l' o Romanmie poelry is nurtured
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wotes -
“Tne Chamber of Maiden Thought in The lnner Jowrnes af the Poet
| refier you o his powerful and visionary painting. Angel Standing n
rha Sat
Blake's words arc quoted by Nikolaus Pevsner In his book. The
i3 of English Art. On the evidence of Anglo Saxon and Celtic
SOMITES. illuminated manuscripts eic. Pevaner comes (o ihe congd |uswon
that English an is basically anti-corporeal, this, in spite of The poriraits.
The English spint therefore finds its ideal expression in fandscapes and
- decorativeness. The human boxdy found glorious expression
on the continent, whereas. and it may be that it was due 10 Purilanism,
n England it was otherwise, The point will be clear if we look at
the paintings of the German artist Phillip Otto Runge and comparc these
with those of the English paintef Turmner.

4 Weidmann, Romantic Art Theories
s Goethe of course maintained = stubbornly classical stance in aesthetic
mariers, praising old masters, pdvocafing classical principles and

extolling such vinues as |
and gives due praise 10 originality and genius. Moreover the creator
of Werther must have known that he was fighting a losing hattle agains

un ar whose principle 1y iny ‘an absolute inwardness’ s Hegel says

in Leciures on Aesthenics.
& Goethe's work was first published in 1810. Reynolds’ Disconrses WEfc
delivered o students between 1769 and 1790. Alihough portraits were

his chief and successiul works he encouraged his students to do hslory

painting saying i wis the most noble form of an.

i
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SHELLEY, TAGORE AND
THE ROMANTIC TRADITION

VISVANATH CHATTERIEE

The English Romantic Movement had a deep impact on almost all
he Bengali writers of the nineteenth century, and especially on the
three greatest, Bankim Chandra Chaterjee, Michael Madhusudan
Dutt, and Rabindranath Tagore. As Sri Aurobindo pointed out in
his essay on Bankim Chandra, it was, in a sense, the best of times.
Sri Aurobindo wrote :

The society by which Bankim was formed was the young

Bengal of the fifties, the most extraordinary perhaps that

India has yet seen—a society electric with thought and

loaded to the brim with passion...From this meeting of a

foreign art and civilization with a temperameni which

created them, there issues, as there usually does issue from

such meetings, an original art and an original civilization.

(Sri Aurobindo, Bankim Chandra Chatterjee, Pondicherry,

1965, p. 6.)

Tagore was romantic to the tips of his fingers and it is no wonder
that he entitled the most romantic of his books of poems Kalpana
(‘Imagination’). His great love of Nature, his humanism, his love
of beauty, his interest in the past, and even his mystical inclination
may be described as some of his romantic qualities. In one of his
later poems, ‘Romantic’ (Navajataka, 1940), Tagore describes himsell
as rasarirtha-pather pathik, a pilgrim travelling to the holy place where
is to be found the quiniessence of aesthetic bliss. He made it plain,
however, that he was no escapist and would go on fighting with the
manifold evils of life. This is Tagore's idea of romanticism.

Tagore, like many of his contemporaries. could easily identify
himsell with the English Romantic poets. He mentioned, and quoted
from, them, especially, Wordsworth, Shelley and Keats, time and

agaim. Byron was 100 intense and apgressive a poel to appeal ©
148
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ene Tagore. Coleridge, strangely enough, left Tagoee mose
cold, although in xome of Tagore's shor ol R
ural clement may be vaguely described as Coleridgean Tt
Tagore js always enthusiastic about the other three of the praneha
(five) pandavas of Romantic poetry, namely Wordsworth, Shelley.
and Keats. He wrote in o letter to the younger poel Sudhindranath
Dutt on 12 January 1935

wordsworth has writlen @ poem on Lucy in which he

describes the impact of Nature on the human mind in such

a language that its censitiveness charms me and I can

cecognise ils melody ringing in my ears a5 purt- This i3

the first time that Tinked melodies of the inner and the OUIES

in human life have been struck with such clarity in English

literature.  This found 1ts acknowledgment in my feeling

of joy, and finds it even today. The magic of Keals's poetry

was the golden wand thal wouched my heanl when [ was

young—I am yel 10 get over that obsession, You may or

may not like Shelley in the present age bul it has to be
admitted that there is nothing that is false in his poetry

[The translation from the original Bengali is by the present

writer. ]

Spirituality linked Wordsworth and Tagore, but Tagore fell akin
to Keats as well because Tagore wis as much a lover of beauly as
Keats, The English poet’s celebrated words in the “Ode on 3 Grecian
Urn'. ‘Beauty is truth, truth beauty’, fascinated Tagore and he guoted
them approvingly any number of times. He referred 1o Keals's
‘witchery of beauty' in “To Autumn’. Taraknath Sen writes In
‘Western Influence on the Poerry of Tagore': "AmMONg the
Romantics it is 1o Keals, perhaps, thal Tagore comes claser than [0
any other. His poelry rivals Keals's in being 8 perfect sound-
analogue of its content. The sensuous opulence of his carlier
verse, while it is adequately accounted for by the influence of
Sanskrit and Vaisnava poeiry. has a suggestion of Keats aboul it
(Rabindranath Tagore : A Centenary Volume, New Delhi, 1987,

p. 260)

the 5¢
jiess

i
mpcmnl

Notwithstanding the truth of Sen’s cogent comment. some of
hat of all the English

us somehow cannot help feeling 1
Romantic poets, it is 10 Shelley that Tagore felt most akin. And

e — T s
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it is with Shelley and Tagore that the rest of this pape, iy
| 1

Rabindranath Tagore (7 V 1861 — 7 VI 1941) are noi only fwe
great poets of all ime but also, in a sense, kindred Spirits.  Apg
both of them can be described, in Shelley’s own words from Adonais,
as “sublimely mild, a Spirit without spot’ (XLV), However, unfike
Shelley, Tagore did not die young and was not one of “the inheritors
of unfulfilled renown'. In his youth Tagore was an avid reader of
the poets of the Romantic Revival, especially of Shelley and Kears
In fact, most of the young intellectuals and writers of Tagore’s youth
had fallen under the spell of Romantic poeiry. Even Tagore's
favourite predecessor jn Bengali poetry, Biharilal Chakravar (described
by him as “the bird heralding the dawn®). was greatly influenced hy
the English Romantic poets, especially Shelley,

Like Shelley, Tagore excelled in lyric poetry, and it is no wonder
that even as early as 1884 or so he was hailed by his countrymen
as “the Shelley of Bengal', Later, recalling this in his autobiography,
Tagore remarked: ‘That was an insult to Shelley and held me up
o mockery' (Jivansmriti, Chapter 39 - ‘Bankimchandra'). The fact
remains, however, that Shelley and Tagore, like Heine and Pushkin,
are among the supreme lyricists of the world, These lines from
Swinbume’s ‘Eton: An Ode' spring to mind in connexion with
Shelley's lyricism:

shelley, lyric lord of England's lordliest singers, here first

heard

Ring from lips of poets crowned and dead 1he Promethean

word

Whence his

sunwird-

soaring hird.
And if the right sphere for Shelley's Lenius was the sphere of music.
s as much troe of him as ol Tagore,

Both Shelley and Tagore are very moral persons. (Certain aspects

of Shelley's life and personality, however, may nol, on DCCasion.

soul ook fire, and power lo owtsoar the

|
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pmes only immoralily prospers. Bul does it not ' -
ihat it is morality that is the sine qua non of NHE:} ;:;:.}:::‘i:r::f::r:
mone 5'5':'iﬁ¢“'i'll’ than a rational animal, man is a moral ummn!.
§o by discounting or discarding morality or moral nurms man
pecomes totally inhuman and when such  man dominates a society,
ihe sociely g0es for the law of the jungle. The excellence and
supremacy of Shelley as well as Tagore lie in the fact that both of
them have tried their best to civilize man through the winged words
of their poetry. Their prose also is vibrant with strong reformalory
seal.  Shelley is more overtly a revolutionary bul he had nothing
but distaste and contempl for the violence that is almost invariably
associated with revolution.

Robert Browning (incidentally,
same hirthday, seventh May) has hi
Shelley as a moral man:

Meantime, as 1 call Shelley a moral man, because he was

irue. simple-hearted, and hrave, and because what he acted

corresponded 10 what he knew, so | call him a man of
religious mind, because EVETy audacious negative cast Up

h.'l" him ag:liml the Divine wis 1nl,|::rj:rﬂn|:lmteﬂ with a mood

of reverence and adoration—and because | find him

everywhere 1akKing for granted some of the capital dogmas
of Christianity. while most vehemenily denying their histonical
hasement. (*Essay on Shelley')

Browning and Tagore share the
¢ own reasons [or describing

i

There is no doubl ahout Tagore's firm faith in transcendent
realitics. He is one of the greatest mystics of recent imes and one
of the world's greatest religious pocts. In Gitanjali or Song-Offerings
and elsewhere, in pocm after poem and SONE after song, Tagore
sings about God and His ways with [Tull-throated case. Shelley.
however, is generally not & theist in the conventional sense, W
4l know how, in his calad days, Shelley Was expelled from the
University College. Oxford, for refusing 10 answer questions relating

1o the pamphlel entitled “The Necessity of Atheism’. which he wrote
i collaboration with his I what epithel

end, T. ). Hogg. Bul then, by
other than “religious” can we describe the mind thar was behind the
creation ol that magnilicent elegy. Adonis? His phtlumphim] creed

_—#
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might have been coloured by Plalonism but he did helieve, at leasy
al the time when he was writing Adonais, that there does exist ope
Universal Mind. which animates and sustains the universe. Every
fragment of the universe, believes Shelley, is nothing but the
expression of this energising spirit. Each individual mind, although
subject to the limitations of cold mortality, is no less an expression
of the same Universal Mind. By dissolving the ties of the flesh,
Death brings about the perfect union of the individual mind with
that of the universal. So Keats, after his death, melted into this
Infinite Spirit, and hence was made once again a portion of the world
which was pervaded by this Spirit. It is like the river losing itself
in the sea, an mage also favounte with Tagore:

He is made one with Nature: there is heard

His voice in all her music, from the moan

Of thunder to the song of night's sweet bird;

He is a presence (o be felt and known

In darkness and in light, from herb and sione,

Spreading itself where'er that Power may move

Which has withdrawn his being to its own;

Which wields the world with never-wearied love,

Sustains it from beneath, and kindles it above. (XLII)

This pantheistic note is continued in the nexi stanza of Adonais
where Shelley refers to ‘the one Spirit's plastic stress” or shaping
force, which reminds one of Goethe's well-known lines :

Eternal spirit's eternal pastime

Shaping. re-shaping.

Pantheism is often found in the poems and songs of Tagore and is
even introduced in his essays like those included in his English book.
Sadhana. In another essay, 'Religious Education’, Tagore writes :

What is remarkable about the religion of the Upanishads

is that, though it was worked oul by individuals who were

not tied to each other by a common bond of conformity,

a natural cord of unity nevertheless runs through their

different thoughts of all variety of shades. For mysell, |

believe in such freedom of spintual realization, and 1 feel

that the habit of ohedience produced by the consianl

guidance of fixed creeds and ever-watchful sects enfecbles

the spiritual instinct of man and gives rise to materialistic

—
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1#55 and Pmil:“i':ﬁ disguised in religious Fhmﬁﬁﬂlﬂﬂj_
'-’fnﬂ-ﬂfl-lrflrﬁﬂ Quarterly, November 1935-January 1936)

The last few lines of the passage could have easily come from the

of Shelley who was always highly critical of the mean and
degrading dogmatism of priesicrafl.  As for pantheism, this 15 an
ancient Indian tradition and goes back to the Upanishads themselves.
Moreover, Tagore was also influenced by the poems of Wordsworth
like “Tintern Abbey'. Shelley had a love-hate relationship with
Wordsworth and, for all we know, might have been as much under
his spell as the Indian poel.

Shelley gives some explanation of his own views in his early
notes on Queen Mab. Quoting the line, "There is no God’, he wrifes .
“This negation must be undersiood solely to affect a creative Deity.
The hypothesis of a pervading Spirit co-etemnal with the universe
cemains unshaken.' This concept £an be postulated only by 3 religious
mind. As for the ‘never-wearied love’ of the Power that pervades
ihe world, the idea can be traced back to the last words of Duante’s
Paradise:

L'amor che move il sole ¢ [alre stelle

(*... the Love that moves the sun and the other stars’)

v
“The Love that moves ihe sun and the other stars,” The sun crops
hen we speak of Shelley and his poetry. In
ly natural. Shelley is second o none in his soaring
ogue for him in his own skylark,

which rises ‘higher, otill higher'. AS Thomas Hardy poinis oul in

his poem ‘Shelley’s Skylark’, this hird it is that—

.. inspired @ hard 1o win

Ecstatic heights 10 thought and rhyme. _
As the skylark rises higher and higher i“. the rsky. it moves In.;-mf
and nearer the sun. Naturally. when we u.‘penluf;-.r Shelley with the
skylark, we think of the poel's ethereal pilgnmage. It was _IJ.:ﬁ o
Browning 10 EApress il heautifully in his early poen, Pﬂﬂhunl by
addressing Shelley as the Sun-treader, the explorer of the solar region:

sgun-treader, life and light be thine forever® |
It is primarily of the sun that another poet also thinks in connpexion

with Shelley, The poem on Shelley by Thomas Lovell Beddoes wis

-
__—'—"—_'
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al of his Provseshens (1

-lﬁu;ﬂ W e quosed in full i 1822 1
um;rnmmﬂ—gﬁmlmhwu.
. ‘nn!ltm ablare with heavenly thoughts,
A Soul with all the dews of pathos shining

l."#fhmm with love, and sweel 0 silent woe

ined no Jess rFlevnnL ".-. a Spirit of the

. lips of his fingers, was projecting himself
! Just as the supremely romantic Shelley could
not help projecting himself through Keats even in un .zh-::y like
ﬁl,dunm:. If Shelley and light are synonymous, so are Tagore and
Ilg_ht. The poetry of Tagore, no less than that of Shelley, is Nooded
with light. In this they have o glorious predecessor in the seventeenth-
century Afl;lu-Wc!sh poet, Henry Vaughan (Light is suggesied in
the very title of his maguum apus, Silex Scintillans * *Sparks from
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the Mimt")  One of Tagore's well-known songs n b play,
Achalavatan, is an apostrophe 10 light, beginning

Light. O light mine, O dear light that pervades the umverse.

Light that washes my eyes,

Light that steals my heart!
similarly, one example from Shelley will suffice. This i5 the
beginning of his Stanzas Written in Dejection’

The -Sun is warm, the sky is clear,

The waves are dancing fast and brighi.

Blue isles and snowy mouniaing wear

The purple noon's transparent might.

The breath of ithe ‘moist earth is light,

Around its unexpanded buds;

Like many a voice of one delight

The winds, the birds, the ocean-floods;

The City's voice itsell 15 sofl, like Solitude's.
The mood and tone, even the diction, of these lines have heen echoed
in Tagore's poeiry more than once. Even when utierly dejected,
Shelley does not fail 10 appreciate the brightness radiating from |r‘n:
cun. Tn his mind, however, there is no light: “dark. dark, dark. amid
the blaze of noon’.

v

There is not much basic difference between Shelley’s view of
poetry and thal of Tagore. It has rightly heen suggesicd I]‘H.'ll in
Shelley's eloguent exposition of his ideas about poetry there is a
radiance which almost conceals them Irom many readers, This is
no less true of Tagore's equally eloguent exposition of his ideus about
poetry. Just as the Shelleyan pronouncements give us an nsight im.“
his creative process and throw some light on certain features of his
own poetry, the assentions of Tagore help us to asceriain his creative
process and (o understand and appreciale his own poelry betier.
Tagore might not have been a Platonist like Shelley. I-.nm :h:_-lm
and convictioh of the unity of life was as strong in him as il was
in Shelley. The poet, says Shelley, can colour with the huc_f. of [Iu:
ideal everything he touches. Tagore more Or less agrees wilh this :
‘Poets through their tastes make our lasies more catholic. Their duty
is 1o underline creation’ (5e)

[
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For Shelley, the measured language of poetry is nol necessarily
metncal, This view he shares with Aristotle. Sidney and Wordsworih
(but not with Coleridge) and it is eloquently set forth in his Defence
of Poetry. The later Tagore also holds the same view. In an essay
included in his monograph, Sahitver Svarup, he writes : *The mim
of poetry is 1o win the heart :© whether by riding on the Pegasus
of verse or by pacing in prose.’

Vi

There are a number of poems by Tagore in which the presence
of Shelley can be felt. (Tagore has also successfully translated several
poems of Shelley including ‘One word is too often profaned’.)
Taraknath Sen, however, believes that Tagore's spiritual affinity with
Keats is more marked. Sen has also wamed us about the critical
lendency to find litesay intence here, there and everywhere in his
essay entitled “Western Influence on the Poetry of Tagore': ‘It is
a common fallacy in criticism to take parallels for signs of indebtedness
or influence. All that parallels really prove is the community of the
poetic mind all the world over. Too much stress on parallels might
lead to absurd conclusions.” (Rabindranath Tagore: A Centenary
Volume, p. 255)

Even after keeping Sen's warning in mind, we may notice that
the impact of Shelley on Tagore's poetry is oo strong o be
overiooked. The Shelleyan skylark never ceases 1o fly in the sky
of Tagore's mind. Shelley's poems to which Tagore is particularly
indebled range from ‘Love’s Philosophy' and Alastor o ‘Ode 1o the
West Wind'. Tagore's “Varshasesha® (Kalpama) can be directly
related to this Ode of Shelley’'s and both are powerful as well as
beautiful poems. It is difficult to determine which is the better poem
of the two though such attempts are made from time 10 time. The
Shelleyan Ode gives the lie direct 1o the accusation of Matthew
Amold that Shelley is “a beautiful and ineffectual angel, beating in
the void his luminous wings in vain® ("Byron', Essays in Criticism,
Second Series). ‘Ode to the West Wind' is one of the finest poems
in the English language and is remarkable as much for its underlying
unity as for its unearthly melody. As for “Varshasesha', it is certainly

a Tagore masterprece. The sweeping rhythm of the lines makes us
leel the blowing of the storm and the chiselled diction contributes
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SHELLEY, TAGORE ANID THE ROMANTIC TRADITION 157

4 greal Jeal to the poem’s beauty. Like all great poets, hath Shelley
and Tagore are word-intoxicated. Both of them lock upon fine

like a lover but, unlike Keats, never spell it out. And
somelimes runs riol in the poetry of both the poets.
hing of the very essence of their poetry. Curbing this
might have made them more of an artist but less of

m;gnanimitj
11-.‘,5 s somel
mlgnll'limit}'

i pOl!L

Vil

On 8th July 1922, on the occasion of the centenary of Shelley’s
death, Tagore in a memorial meeting in Calcutta paid glowing
wributes to the English poet and discussed his poetry extensively. An
aitractive feature of his presidential address was an illuminating
Bengali paraphrase of certain passages from Alastor (the work which
was one of the main sources of inspiration for his own Bhagnahridaya)
and ‘Hymn (o Intellectual Beauty' (which, along with Epipsychidion.
was among Tagore's favourite pocms).

The first point made by Tagore in his speech was that anybody,
in any couniry oOf in any 3g¢, who had glorified truth, beauly and
goodness was a universal man who belonged 1 all countries and
all ages. Those who had given shapes 10 any beauty or had given
expression Lo any noble idea, in life or in lilerature or in any form
of fine an, belonged 10 no particular age. That was the reason why
the Indians had to welcome Shelley as someone who was their own.
The distance of @ century was no bar. Rather, it had brought Shelley
closer to the people of the world. He was like one of those far-

away slars whose light ook 2
analogy once again brings o OUr mi
and so naturally thinks of light and lumi
the poet who was a “sun-treader’.)
Next, Tagore reminded us how

country of his birth. He had to spend
away from his natve land. That wretched exile then found a home

in all the countries of the world. At one time England drove Shelley
away by branding him an atheist and a rebel. It was all for the
200d. England's self-imposed loss lumed out lo be the world's gain.
Shelley's poetry is extraordinarily musical and even foreigners with
a working knowledge of English can appreciate that.  Shelley had

naries when one thinks of

Shelley had no place in the
miost of his life as an exile,
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nch 3 womderful mastery ol the Faglish language that he could uthl) e
the wawls m b oy 8 by A Here wits & man who wyy
8 cvemplote poet. that s, he wanstormed his entire life inlo postry
M mind may. his entire life. was immersed in the atmosphere of
amagmatwon That is why be had often been considered o eccentric
He had tas own doctrines and those were of a mad poet. But (he
pare madness of a high order is divinely inspired. [t is precisely
secare of this, savs Tagore. why the message of the mad poet stil)
retains its freshness. Tagore has here hit upon the eternal relevance
of Shelley. Shelley. like Tagore himself. is a visionary, a dreamer
of dreams. Like the heroes of another so-called atheist before him,
Christopher Mardowe. he is always goaded by {‘amour de 'impassible,
lowe of the unattainable, the desire of the moth for the siar, of the
might for the momow.

Vil

T. S. Eliot and F. R. Leavis were critically too myopic to
appreciate this visionary aspect of Shelley's genius and so they cunly
dismissed him as a poet for adolescents. It was fashionable to be
anti-romantic and they just toed the line. They were blissfully
unaware of the fact thal it is by our dreams and visions that we
live and Shelley and Tagore are romantic poets who inspire us to
see visions and dream dreams. They are incorrigible idealists and
invest poetry with new meaning only because they give new dignity
0 human life.

Tagore, no less than Shelley and Browning, was ever a fighter.
They fought for the cause of humanity itself, Occasional and
superficial didacticism of Shelley and Tagore (they in reality hated
poetry that had a palpable design) should not be allowed to divert
us from the profoundness of their vision. We need this vision as
our own is fading fast, and where there is no vision, the people
perish.

.l
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THE POETIC PERSONA OF JIBANANANDA

ALDKERANIAN DASCUPTA

[i would not be true 10 maintain that in spite of some surface
resemblance in his earlier verses Jibanananda Das owed anything of
substance too the English neo-Romanticism of the 19th Century.
Although his name has been associated with that of Waordswarth as a

t of nature, he never asks his readers to he interested in him as an
individual as Wordsworth does. He is. in fact, related not 10
wordsworth, but to W. B. Yeals as a symbolic poet. That Yeats was
inspired by Mallarmé during his stay in France is evident from such
cemarks about symbalism as “the only movement that 15 Saying new
things.” It is interesung o note that Tagore termed Yeats a ‘Poet
of the World" in contrast 1o “Poetical poet” and placed him in the same
class as Wordsworth with this cemark, “his true adomment is his lack
of dress’. In the essay thal Tagore wrole aboul Yeats in 1912, he
mentioned Yeats' “The Wanderings of Oisin’ which was published
in 889, The later Yeats, it may bhe said, was unfamiliar to Tagore.
Perhaps Tagore did notl study closely Yeals’ initiation 10 Symbolism
through Mallarmé.  The post-Tagore Bengali poets. especially
Jibanananda Das, lelt drawn 10 the later Yeats in their inner urge o
say *new things' either through personal symbols or through mythology,
oriental and occidental. In his book of verse "Dhusar Pandulipt’
Jihanananda created the symbol of the wild Swan joumeying through
the moonlight night. it is furthermors in this hook that we first come

ACTOSS pUMerous images distorting the senses, 3 distinet trait af
scent of paddy’” or “odour of sleep’

symbolic poetry, such as “misty

Ours has never been 2 symbolism exclusively modelled upon
that of Mallarmé. True, Mallarmé has been beautifully rendered into
Bengali, and French symbolism has. to an extent, reinforced is

Bengali counterpart, o
Our symbolist idiosyncrasies border on responsibilities that lend

an element of impetuosity to the idiom. Our onomatopoetical and
|59
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il LYRICAL BALLADS AND ITS LEGACY

semasiological concemns are much more commitied to some son of
purposiveness, and our identities are revealed through the vehicle of
symbols. I quoie a stanza from Sudhindranath Duita’s “The Ostrich’ -

"You hear me well @ and yet you try

To hide within the desert’s fold,

Her shadows shrink until (hey die,

While dead horizons cannot hold,

The quick mirage. and never near,

The cruel sky is mute and blue.

The hunter stalks 1o phantom deer ;

He loses all by losing you.

The sands are heedless. Why run on,

When tell-tale footprints point the way?

Your pre-historic friends are gone.

And, all alone, you stand at bay."

(translated by the poer)

The poet, despite his implicit faith in symbolic relicence,
identifies himself with his ostrich and is relentlessly sincere, He
makes the spirit of empathy glow with all its perfection, Sudhindranath
here combines the courtly with the confessional, but the residue is
an ethos that gnaws away the somewhut non-commiittal quality which
marks a French symbolisi poem.

In 1936 Tagore quotes, in “The Religion of an Artist’, a poem by
Blake to support his view that a true poem transcends its malerial, its
‘biographical bondage', and compares it to a dewdrop which is ‘a perfect
integrity that has no filial memory of the parentage’. Some nine
years later, Heinrich Zimmer proclaims : “We of the WesL, on the other
hand, regard world history as a biography of mankind, and in particular
of occidental man ... Biography is that form of seeing and representing
which concentrates on the unigue, the induplicable, any portion of
existence, and then brings out the sense-and-direction-giving existence.
We think of egos, individuals, lives, not of life.” Our modern poets,
however, have largely drawn upon mythology 10 express their hiographical
concerns.  One could, upon seeing the resulls, call this a sort of
mythomania, because myth is here not used 1o vivify the antiquities,
but only moulded in accordance with the volitional need of the poet

While Sudhindranath adheres to the mythological episode to
express his lust for life and ultimately his Weltanschauung, Bishnu

_ad
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THE POETIC PERSONA (F IRANANANDA ifii

pey 15 o ;?ntenl. with mere “re-phrasing of the myth’ bul s intent
n confusing Yayali and Zeus in an enthymeme of concealed
magery 1 bring oul hia_ introverted attitude.  Achieving this, he
ransubstantiates Occident into Orient. Whatever may be the differences
helween sudhindranath and Bishnu Dey, they follow Eliot with his
dus in their conscious handling of the ‘ohjective correlative’.
gut this was not enough. Jibanananda Dias, whose poetry assimmilates
all the literary movemenis beginning from the Pre-Raphaclites down
1o the Surrealists, was keenly aware of the Yeasian Anima Mund,
and yet at the same lime longed like Blake o create a system of
his own, This is 2 fragment [rom his poem "Twenty Years Alter :
“It is dark perhaps,
And Autumn is upon us.
Some day. twenty years hence,
By change 1 may meel you in the ebmfield again.
the homing rooks are on the way 10 their nests.
And the river like a deep throb of expectation
Lies pale at our feet.
Reeds, fields, fall of leaves and quiet of
Time holding us mute.”
(translated by the poel)
Written after the earlier Yeais, the poem shuns. (he recent triumph
of Art over Nature, But Jibanananda’s chief concern has been Lo
shape his nostalga, autobiographical myth. That he succeeded is
illustrated in his celebrated poem °Banalala Sen’ :
“Long | have been a wanderer of this world
Many a might,
My route lay across the sea of Ceylon somewhal winding 10
The seas of Malaya.
1 was in the dim world of Bimbisar and Asok, and further off.
In the mistiness of Vidarbhi.
Al momenis when life was 100 much a sea of sounds,
I had Banalata Sen of Natore and her wisdom.

| remember her hair dark as night at Vidisha.
Her face an image of Sravasti as the pilot,
Undone in the blue milieu of the sed,

Never twice saw the earth of grass before him,

Malkass - |5
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162 EYRICAL BALLADS AND ITS LEGACY

I have seen her, Banalna Sen of Natore.

When day is done, no fall somewhere bul of dews

Dips into the dusk; the smell of the sun is gone

OIf the Kesirel's wings. Light is your wit now,

I am ready with my stock of tales

For Banalata Sen of Natore.”

(translated by the poey)

This actually is the re-emergence of myth in a juxtaposition of
images resulting in coenesthesia.  Confronted with the world of
shattered values, the poet marks his song 'a coal covered with
embroideries out of old mythologies’, and yet is intrinsically personal
lo the core. The sojourner travels down the highlighted passages
of an imaginative history and returns to his moorings. “The poin
of excursion is home’ is an aphorism particularly tenable here and
points to this basic idea of Indian modernity that it strives for a home
amidst all its homelessness, '

The question is : [s this a deliberate mystification or is there
4 case of treating poelfry as a spiritual act 1o set apart from the sceptic
eyes of the critic? Brajendranath Seal (1864-1938), a Guru of the
school of new criticism, advocated af the twrn of the century the
crowning transfiguration, or the birth of 2 new emotion as a tone
of harmony, transfiguring, the imaginative material. One notices thal
here the critic avoids the term *material’. Even todoy, one observes
a kind of hide-and-seek on the part of the creator with the receplor
who would like lo spell out the causation of 4 poem.

Would it be, for the time being, wrong to say thar the creator
lurking in the creation fascinates the Indian mind, whereas the creator
cutside the creation distinguishes the occidem? Would it be wrong
lo maintain that in Jibanananda we discern that both these orientations
— Eastern and Western — coalesce so as to form a dynamic legacy
in the context of contemporary Bengali Poetry?

[ Edited by Debatosh Basu |

Notes -

I see: Alokeranjan Dasgupa, "Response 1o Modemism', in : Translations
of the Indian Institute of Advanced Study, Simla, 1968

—
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SECTION - I

JIBANANANDA DAS AND NEO-ROMANTICISM
IN BENGALI POETRY
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ERRATA

Folio Heading Mind-3cope £ A Legacy to be read as
~Mindscape - A Legacy”

Folio Heading Pelitical Memoriex in the Lyricul Bulfado

o he read as “political Memories in the “Lyrical Ballads’ ™

Folio Heading Soul in Crisiy - Derian and the Mariner
10 be read 28 “Souls in Crisis : Ponan and the Manner”

Folio Heading The ldior in Wardswarth Hardy
i be read as “The 1diot in Wardsworh and Hardy"

Folio Heading A Farewell lo Arems The Romantle Legacy
1o be read as A Fuewell 1o Arms © The Romantic Legacy”

Folio Heading *A Chiaroscuro of Mature’
in be read as “ “The Chigroseuro of Matuie'
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